
THE JOURNAL OF CANADIAN ART HISTORY 

ANNALES D'HISTOIRE DE L' ART CANADIEN 

VOLUME VIII/ ! 1984 



Cover/Couverlure: Paraskeva Clark, Tresors de Madrid, 1937. 



THE JOURNAL OF CANADIAN ART HISTORY 

ANNALES D'HISTOIRE DE L' ART CANADIEN 

Studies in Canadian Art, Architecture and the Decorative Arts 

Etudes en arts, architecture et arts decoratifs canadiens 

VOLUME VIII/l 1984 



AcknowledgmentslRemerciements: 

The editors of The Journal oJ Canadian Art History gratefully acknowledge the assistance of the fol­
lowing institutions/Les redacteurs des Annales d'histoire de l'art canadien tiennent a remercier de leur 
aimable collaboration les etablissements suivants: 

Ministere de I'Education, Gouvernement du Quebec 
Concordia University, Faculty of Fine Arts, Montreal 

The editors wish to announce the institution of the category of Patron of The Journal oJCanadian Art 
History. A donation of $100.00 minimum to The Journal will entitle the donor to a three years' subsc­
ription. In addition, unless otherwise indicated, the names of Patrons will be published on this page. 
Receipts for the purposes of taxation will be issued.!Les redacteurs annoncent l'institution des Amis 
des Annales d'histoire de l'art canadien. Un don de $100.00 minimum vaudra un abonnement de trois 
ans au donateur. En outre et sans avis contraire, le nom des Amis sera pub lie sur cette page. Des re<;us 
pour fins d'impot seront envoyes. 

Editorial officelBureau de la redaction: Concordia University/Universite Concordia 
VA 432 
1395 ouest, boul. Dorchester 
Montreal, Quebec, Canada 
H3G 2M5 

Subscription RatelTarij d'abonnement: $14.00 per year/annuel 
$8.00 per single copy lie numero 

This pUblication is listed in the following indices/Index Oll est repertoriee la publication: 

Architectural Pe~iodicals Index, ARLIS (California, U.S.A.), Art Bibliographies, 
Art Index, Canadian Almanac and Directory, Canadian Literary and Essay Index, 
RADAR (Repertoire analytique d'articles de revues du Quebec), 
RILA (Massachusetts, U.S.A.). 

ISSN 0315-4297 
Deposited with: National Library of Canada; Bibliotheque nationale du Quebec. 

Depot legal: BibliotMque nationale du Canada; Bibliotheque nation ale du Quebec. 

Design: Israel Charney 
Assistant: Richard Weston 

Translations/Traductions: Arlette Franciere Beissel 
Brian Foss 
Marianne Thomas 

Word processing/Traitement de textes: Kathe Roth 
Typesetting/Composition: Logidec 

Printer/Imprimeur: Presses Elite 

Published twice yearly by I Publiees deux fois l'an par: Owl's Head Press. 



PublisherslEditeurs: 

Donald F.P. Andrus 
Sandra Paikowsky 

EditorslRedacteurs: 

Donald F.P. Andrus 
Jean Belisle 
Franc;ois-M. Gagnon 
Laurier Lacroix 
Sandra Paikowsky 

Editorial Assistantsl Assistants redacteurs: 

Shelley Reeves 
Brian Foss 

Advisory BoardlComite de lecture: 

Mary Allodi 
Christina Cameron 
Alan Gowans 
Charles C. Hill 
Robert H. Hubbard 
Luc Noppen 
Jean-Rene Ostiguy 
John R. Porter 
Dennis Reid 
Douglas Richardson 
George Swinton 
Jean Trudel 
Moncrieff Williamson 



Contents/Table des matieres 

Articles 

Antoine Plamondon 
(1804-1895) et le tableau 
religieux: perception et 
valorisation de la copie et de 
la composition 
Resume 

Un nouveau regard sur 
l'ancienne chapelle Notre-
Dame-du-Sacf(~-Coeur de la 
Basilique N otre-Dame de 
Montreal 
Resume 

William Cornelius Van 
Horne, Art Director, 
Canadian Pacific Railway 
Resume 

Moderni te et conscience 
sociale: la critique d'art 
progressiste des annees 
trente 

Resume 

VIIll1 1984 

John R. Porter 

25 

26 Andre Laberge 

48 

50 Allan Pringle 

79 

80 Esther Trepanier 

109 



Reviews/Comptes rendus 

Books/Publications 

Jean B. Weir 
The Lost Craft of Ornamented Architecture: 
Canadian Architectural Drawings, 1850-1930 

Susan Wagg 
Percy Erskine Nobbs: Architecte, Artiste, 
Artisan/Architect, Artist, Craftsman 

Margaret Carter 
Early Canadian Courthouses 

John O'Brian 
David Milne and the Modern Tradition 
of Painting 

Elizabeth Collard 
The Potters' View of Canada: Canadian 
Scenes on Nineteenth-Century Earthenware 

Exhibitions/Expositions 

L 'art de l'architecte: trois siecles de dessin 
d'architecture cl Quebec / Three Centuries 
of Architectural Drawings in Quebec City 

Private Realms of Light: Canadian Amateur 
Photography, 1839-1940/Le coeur au metier: 
la photographie amateur au Canada, 
1839-1940 

111 Giles Hawkins 

114 Phyllis Lambert 

119 Lora Senechal Carney 
123 Gwendolyn Owens 

126 Donald B. Webster 

127 Christina Cameron 

130 Yves Chevrefils 

Publication Notice/Note de lecture 

Gwendolyn Owens 
The Watercolours of David Milne 134 John O'Brian 



jig. I Antolnc Pll1mondon, Le ihplimc du OrISI, 1858, hUlle sur !oile. en'·lron 290;It 141 cm, cghsc 
de Nell~llle (Photo: In~en!lIlre des blcns cuhurds du Quebec dorcnll'lIn1 I'HOTO IOC.) 



ANTOINE PLAMONDON (1804-1895) ET LE 
TABLEAU RELrGIEUX: 
PERCEPTION ET V ALORISA TION DE LA 
COPIE ET DE LA COMPOSITION 

Antoine Plamondon occupe une place privilegiee dans l'histoire de la 
peinture quebecoise1. Ne a l' Ancienne-Lorette en 1804, il fit son apprentis­
sage artistique (1819-1825) avec Joseph Legare de Quebec pour aller en­
suite parfaire sa formation (1826-1830) dans l'atelier parisien de Jean­
Baptiste Paulin Guerin. De retour dans la capitale du Bas-Canada en 
1830, Plamondon ne tarda pas a connaitre le succes aussi bien comme por­
traitiste que comme peintre de toiles religieuses. C'est a son pinceau que 
l'on doit, entre autres, les fameux portraits de Cyprien Tanguay (1832) et 
de soeur Saint-Alphonse (1841), et les remarquables stations d'un chemin 
de croix destine a l'eglise Notre-Dame de Montreal (1836-1839)2. C'est 
egalement celui qui se disait fierement un "eleve de l'Ecole fran~aise" qui 
contribua a la formation des peintres Fran~ois Matte et Theophile Hamel 
a compter de 1834. Polemiste redoutable au temperament aussi vaniteux 
que belliqueux, Plamondon etait tres jaloux de sa clientele et i1 ne mena­
geait guere ses concurrents, en particulier les etrangers. Apparemment de­
sireux de reduire ses couts d'operation, il decida en 1851 d'aller installer 
son atelier a Neuville Oll il allait continuer a peindre - avec un bonheur re­
latif - jusqu'au milieu des annees 18803. A sa mort survenue en 1895, il 
laissait derriere lui un oeuvre considerable qui, selon les donnees actuelle­
ment disponibles, compte pas moins de 257 tableaux religieux, 175 por­
traits, 16 scenes de genre, 10 natures mortes et 8 paysages4. 

Depuis les annees 1930, le renom d' Antoine Plamondon repose sur sa 
production de portraitiste, son oeuvre religieux etant generalement consi­
dere comme peu interessant et rarement digne de la cimaise des musees5. 

Or, le cas de cet artiste n'est pas unique. Encore aujourd'hui, i1 n'est pas 
rare de voir les comites d'acquisition de nos musees hesiter a acquerir des 
oeuvres religieuses sous pretexte qu'il s'agit de copies encombrantes et que· 
le public n'apprecie pas de telles oeuvres car il est, pense-t-on, refractaire a 



une imagerie pieuse naguere omnipresente dans le milieu quebecois. Une 
telle attitude n'est surement pas etrangere au fait que les quelques synthe­
ses qui traitent de la peinture quebecoise - ou canadienne - laissent tres 
peu de place aux productions picturales religieuses realisees apres 1760. 
Les copies inspirees d'oeuvres europeennes des XVle, XV lie et XVI lie sie­
cles etant pen;ues comme denuees d'originalite, on pre:fere n'en pas parler 
ou en parler le moins possible car on est convaincu qu'il s'agit la d'une pro­
duction alimentaire a laquelle devaient s'astreindre les artistes pour se ti­
rer d'affaire6. Ce point de vue, c'est d'abord celui de l'historien de l'art Ge­
rard Morisset qui, encore en 1960, ecrivait ce qui suit dans le cadre d'un 
article intitule "Un grand portraitiste: Antoine Plamondon": 

Apres son retour de Paris en 1830, il [Plamondon] peint ses 
tableaux d'eglise puisqu'illui faut gagner sa subsistance; ce 
ne sont pas les plus interessantes de ses oeuvres. A vant tout, 
Plamondon est portraitiste, et c'est assurement comme tel 
qu'il a peint des oeuvres remarquables par l'acuite de l'obser­
vation et la qualite de l'execution7. 

Comme le point de vue de Morisset a ete adopte tour a tour par plu­
sieurs historiens de l'art dont les Harper, Reid, Lord et Robert, il importe 
d'en mesurer la pertinence et le bien-fonde a la lumiere d'informations de 
premiere main remontant a la premiere moitie du XIXe siecle. A cette fin, 
tournons-nous d'abord vers le principal interesse, Antoine Plamondon lui­
meme dont l'oeuvre est, rappelons-le, majoritairement domine par les toi­
les d'inspiration religieuse. Or, contrairement a ce qu'affirme Morisset, il 
appert que notre artiste accordait beaucoup plus d'importance a ce genre 
de production qu'au portrait. C'est en tout cas ce qui se degage clairement 
du commentaire que Plamondon fit paraitre dans Le Canadien du 7 aout 
1833 en reponse au redacteur du Quebec Mercury qui, lors de sa visite a 
l'atelier du peintre, avait eu le malheur de ne retenir que "some portraits of 
uncommon merit": 

2 

C'est ici, ecrit Plamondon, que se montre toute la mauvaise 
foi de [ ... ] l'editeur du Mercury. 11 y avait [a mon atelier] 9 ta­
bleaux d'histoire sacree, dont 3 de grande dimension et 6 au­
tres plus petits, et quelques portraits aux petits bustes. Pour­
quoi n'a-t-il pas fait la critique d'aucun de ces tableaux 
d'histoire suivant leur merite? Pourquoi ne parle-t-il que de 
ces petits portraits qu'il dit etre d'un rare merite; pendant que 
c'etaient les moindres de mon atelier?8 



Du cote du public, on manifestait egalement un interet considerable 
pour la copie et notamment pour les copies religieuses de Plamondon. 11 
suffit a cet egard de se rappe1er l'accueil enthousiaste qui fut reserve a ses 
stations du chemin de croix de l'eglise Notre-Dame en 1839 pour saisir 
l'incidence capitale de ce genre de production sur son renom et sa reputa­
tion. Que1ques annees plus tard, Le Canadien publiera un extrait d'une let­
tre envoyee par une Quebecoise sejournant en France a sa famille, extrait 
qui vient confirmer la perception positive de la bonne copie au sein de la 
bourgeoisie bas-canadienne: 

Nous avons eprouve, ecrit-elle, un sentiment delicieux en 
voyant dans la Galerie Italienne, au Palais du Louvre, l'origi­
nal de notre tableau de la Maitresse du Titien. Le notre est 
une copie on ne peut plus exacte, par notre artiste canadien, 
Plamondon9. 

On ne saurait s'etonner de l'interet que l'on portait alors a la copie 
quand on sait qu'en Europe a la meme epoque la copie de qualite s'impo­
sait "comme une oeuvre d'art d'importance"lO. On se rappellera a ce pro­
pos la reus site phenomenale du quebecois Antoine-Sebastien Falardeau 
qui sut exploiter cette veine pendant une quarantaine d'annees en Italie. 
Apres avoir gagne le premier prix d'un concours de copies, cet artiste fut 
fait chevalier de l'Ordre de Saint-Louis par le due de Parme et connut le 
succes essentiellement grace a ses reproductions exactes des toiles des 
grands maitres. De passage a Quebec en 1862, Falardeau fut re9u de fa90n 
triompha1e et la mise a l'encan d'une centaine de ses tableaux fut favorisee 
par l'accueil des membres de la bourgeoisie loca1ell . 

Au Quebec, c'est surtout a partir de la Conquete que la copie commen9a 
vraiment a acquerir ses lettres de noblesse12. Sous le Regime fran9ais, il 
etait courant d'importer de la metropole 1es toiles dont on avait besoin 
dans la co1onie, ce qui, bien sur, ne favorisait guere l'emergence d'une 
peinture locale. Privee par la Conquete de sa source d'approvisionnement 
traditionnelle en matiere de tableaux d'eglise, l'ancienne colonie fran9aise 
dut des lors apprendre a se suffire a elle-meme dans le domaine de l'art pic­
tura!' C'est ainsi qu'avant la fin du XVIIle siecle, la pratique de la copie se 
trouva bien etablie chez nous, le recours a des mode1es-peints ou graves -
herites de l'ancien regime s'averant assez systematique. Isoles des grands 
centres de l'art europeen et ne pouvant profiter des ressources d'une acade­
mie, p1usieurs artistes quebecois avaient acquis 1es rudiments de 1eur art 
par l'analyse et la copie des seules toiles et gravures europeennes qu'ils 
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avaient it leur disposition. Forts de certaines recettes, il purent du meme 
coup satisfaire le mieux possible les besoins de la coIIectivite, besoins qui 
ne cessaient de croitre it mesure que se multipIiaient les paroisses. Dans ce 
contexte, on comprend bien l'impact considerable que representait, par 
exemple, l'arrivee it Quebec des fameuses toiIes de la Collection Desjardins 
en 1817 et 1820 puisque, du jour au lendemain, le bassin des modeles it imi­
ter se trouvait singulierement augmente et renouveIe. Qui plus est, cet eve­
nement allait decider quelques artistes en herbe it entreprendre une car­
riere de copiste-portraitiste ou it faire eventuellement le voyage d'Europe 
afin d' elargir leurs horizons artistiques. 

Dans le Bas-Canada de l'epoque, il est evident qu'aux yeux du public en 
general une bonne copie valait bien un original, surtout lorsque cet origi­
nal etait defraichi ou encore inaccessible. On se souviendra d'une part de la 
bonne affaire que fit Joseph Legare 10rsqu'iI decida les marguiIIiers de 
CharIesbourg it lui remettre un tableau original italien representant saint 
Jerome en echange d'une copie de sa main13. D'autre part, l'arrivee des 
toiIes de la Collection Desjardins crea une certaine frustration dans les fa­
briques et communautes dans la mesure Oll on ne reussissait pas it mettre la 
main sur un tableau convoite14. Des lors, nombreux furent ceux qui se sa­
tisfirent d'une copie. II faut dire que si l'on excepte un petit noyau de con­
naisseurs ou d'inities, rares etaient ceux qui pouvaient vraiment apprecier 
la difference. C'est notamment ce qui se degage d'une lettre que le re­
nomme abbe Jerome Demers adressa le 24 septembre 1825 au cure de Ver­
cheres: 

Je viens de voir les quatre tableaux que l'un de nos jeunes ar­
tistes de Quebec vient d'achever pour vous. J'espere que vous 
en serez content. Ces tableaux ne sont point sans doute des 
chef-d'oeuvres sortis des mains des RaphaeIs, des Lebruns, 
des Rubens, des Vandicks; vous ne devriez pas vous y atten­
dre; mais teIs qu'iIs sont, iIs auront l'avantage de vous plaire, 
et de plaire it vos anciens paroissiens, et je suis persuade que 
ceIui de Messieurs les Grands Vicaires qui sera charge de les 
examiner, permettra avec le plus grand plaisir de les exposer 
dans votre egIise15• 

Plamondon pourrait bien etre le jeune artiste dont parIait l'abbe De­
mers au debut de sa lettre. Nous savons en tout cas qu'il sut exploiter les 
diverses res sources picturales de son univers immediat aussi bien avant 
qu'apres son sejour europeen. De plus, ses copies directes et ses variations 
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a partir de toiles et de gravures admirees ou acquises sur le vieux continent 
contribuerent a elargir le domaine visue1 des Canadiens et leur connais­
sance relative de l'art europeen des siec1es passes. Plamondon favorisa 
ainsi une acceleration du processus de rattrapage culturel par rapport a la 
tradition europeenne. Le fait que son oeuvre religieux soit surtout consti­
tue de copies est avant tout la resultante du contexte particulier que nous 
venons d'evoquer, encore que des facteurs d'un autre ordre aient parfois 
joue. Ainsi, les commanditaires imposaient souvent a l'artiste un modele 
prestigieux a copier car on y voyait une garantie de qualite. Dans de tels 
cas, il fallait que la copie soit ressemblante pour etre acceptee. En 1845, la 
fabrique de Chambly refusa un Saint Jean-Baptiste peint par Plamondon 
parce qu'il n'etait "nullement ressemblant au modele qui lui avait ete 
remis"16. 11 faut dire aussi que les fabriques etaient generalement trop peu 
fortunees pour songer a commander aux artistes des compositions origina­
les qui, se10n nos donnees, auraient coute au moins deux fois plus cher que 
des copies. Pour reprendre une expression de Plamondon, les eglises ne 
pouvaient payer les tableaux qU'elles faisaient faire "que sur le prix de la 
joumee d'un manoeuvrier"17. 

Est-ce a dire qu'un artiste comme Plamondon aurait eu une attitude 
pIu tot negative face a la copie? Nous avons vu que non. En fait, ce fut tout 
le contraire. Pour l'artiste, la copie est indissociable du modele dont e1le 
decoule et ce modele est le plus souvent l'objet d'une admiration sans bor­
nes. Au XIXe siec1e, les collections des vieilles communautes re1igieuses -
celle des Ursulines du Quebec - et celles de certaines paroisses - v.g. No­
tre-Dame du Quebec et Oka - jouent plus ou moins le role de musees. Les 
composantes de ces collections constituent en quelque sorte un ideal a 
poursuivre, a imiter18. Ainsi, la chapelle du Seminaire de Quebec etait un 
veritable ecrin d'oeuvres de maitres europeens19 in cam ant des valeurs ar­
tistiques que pretendait defendre et repandre notre eleve de l'ecole fran­
<;aise. 11 faut mesurer toute l'emotion que manifeste Plamondon lorsqu'il 
prend la peine de decrire et de commenter les tableaux de ladite chapelle 
pour le profit des lecteurs du Journal de Quebec en 1850. Sous sa plume, 
les superlatifs se bousculent alors qu'il tente d'expliquer les qualites d'un 
bon tableau d'eglise. Ecoutons-Ie decrire, par exemple, le Bapteme du 
Christ de Claude-Guy Halle (1653-1736), une oeuvre particulierement ap­
preciee par les copistes bas-canadiens: 

A van<;ons au centre; toumez a votre gauche. Le ciel est ou­
vert, la lumiere est resplendissante, une delicieuse petite co-
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lombe fend les airs et s'arrete sur la tete de Jesus qui ales 
pieds dans le Jourdain et s'humilie ainsi pour no us monter a 
lui. 11 n'est vetu qu'a demi; admirez la beaute de ses chairs 
virginales, et cette tete penchee et adorable qui projette des 
rayons lumineux! Voici le fils de Ste. Elisabeth qui s'avance, -
"c'est le plus grand des enfants des hommes". Cependant, 
voyez-le trembler en s'approchant de Jesus pour le baptiser. 
Oh! Jean-Baptiste que vous etes beau, malgre que vos carna­
tions soient brunies par l'ardeur du soleil! que les formes de 
votre corps sont nobles! que votre face pleine de bonte et de 
douceur, respire la confiance et l'amour du divin maitre!20 

Ce tableau du peintre fran<;ais Halle, Plamondon a deja eu l'occasion de 
le copier a Saint-Michel de Bellechasse en 1842 et ille copiera a nouveau a 
Neuville en 1858 (fig. 1). Si sa copie est it la hauteur de ses esperances, il 
considerera avoir atteint un ideal et ses contemporains associeront sponta­
nement sa virtuosite a celle de son modele. Ainsi l'artiste pourra-t-il, par la 
copie, s'elever et affirm er sa maitrise. Pour Plamondon, le processus de la 
copie a d'ailleurs quelque chose de grave ou de sacre et ill'entoure d'une 
veritable aura de mystere. Quand il entreprend de copier la Transfigura­
tion de Raphae1, il avise sa clientele qu'il ne veut pas etre derange jusqu'a 
ce que l'oeuvre soit achevee21 . Non seulement cree-t-il une attente mais il 
valorise egalement la copie comme oeuvre d'art. Dans son esprit, la copie 
doit etre peinte avec un profond respect du moctele, veritable objet de vene­
ration. En guise d'illustration, arretons-nous un instant it l'entreprise que 
les autorites du Seminaire de Quebec lui confierent en 1844 et que com­
menta Le Journal de Quebec dans sa livraison du 21 mars: 
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M. Antoine Plamondon vient de terminer la copie d'un ta­
bleau qui merite certainement l'attention publique; c'est la 
copie du plus beau tableau, sans contredit de la belle collec­
tion des Messieurs du Seminaire de Quebec. Ce tableau est un 
Saint-Jerome. Depuis longtemps l'original qui est de Dulin, 
peintre fran<;ais, et qui a ete compose en 1717, mena<;ait 
ruine; la peinture tombait par morceau, et l'on voyait avec re­
gret, s'effacer chaque jour une partie de ce veritable chef­
d'oeuvre, qui avait ete repare en France et qui le fut encore a 
Quebec. De sorte qu'une partie notable de la composition et 
du coloris avait disparu sous le mastique et des couleurs nou­
velles qui ne s'harmonisaient nullement pour le dessin et le 



fig.} Anonyme. ImmIKIIJh-Coneeplion, XVIII" sii:<:k:, huik: Sllr loile, reprodUCI1Of1 d"lIne phOlographlc 
pnsc par J E. Llvcrn01s a'Rnllll deslruCl10n de I"ocu~re dan, I"mcendie de la calhedrale NOire-Dame 
de Quebec en 1922. (photo: John R I>orler.) 
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fig.3 Fram;Ols Bni!lolrgc (1759-1830). Immaculie-Concepfion. 1800. hUlIe ~ur toile. 196 ~ I3g cm. 
eglise de Saint-Pierre de rlle d·Orlians. (Pholo, IIK_) 
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fig,4 Arllome I'lamondon. Immaculee-Con~plion. 1854. hullc sur IOlle. en' Iron 2SO x 140 cm. eghsc: de 
Neu~llIe. (I'hoto, m C-) 
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coloris avec le reste du tableau. Si nous nous rappelons bien, 
une partie notable, d'un des bras et d'une des jambes de Saint­
Jerome meme avait ete repare. [ ... ] Quand les messieurs du 
Seminaire virent qu'ils allaient perdre a jamais ce beau ta-

. bleau, il se deciderent a le remplacer par une copie; mais cette 
copie devait etre parfaite et parfaitement conforme a l'origi­
nal [ .. .]. Or cette copie de notre artiste a ete acceptee avec la 
plus grande satisfaction et on l'ajugee digne de remplacer un 
tableau que l'on voit disparaitre avec la tristesse d'un ama­
teur de la belle peinture22. 

Contrairement a ce que laisse entendre l'artic1e cite, le tableau de Pierre 
d'Ulin ne disparut pas. Apres avoir quitte les murs de la chapelle pour etre 
rem place par la copie de Plamondon, il fut remise ailleurs en attendant de 
pouvoir etre restaure. 11 echappa ainsi a la destruction lors de l'incendie de 
la chapelle du Seminaire le 1 er janvier 1888, incendie au cours duquella co­
pie de Plamondon fut, elle, reduite en cendres. Notre vieil artiste fut sure­
ment affecte par la disparition de cette copie qu'il considerait comme par­
ticulierement efficace si l'on en croit un passage pour le moins colore tire 
de sa longue description des tableaux de la chapelle du Seminaire en 1850: 

Voyez, ecrivait-il alors, comme tous ces penitents se precipi­
tent dans les confessionnaux; qu'y a-t-il donc? Ah! il viennent 
d'apercevoir ces anges qui sonnent la terrible trompette du 
jugement dernier, aux oreilles de St. Jerome. Mais nous ne 
pouvons parler de cette representation elle est de notre main 
[ ... )23. 

L'attitude de Plamondon a l'egard de la copie semble avoir ete partagee 
par d'autres artistes qui evoluaient alors au Bas-Canada24. Ainsi, lorsque 
Legare mit en vente sa copie de ['!mmacu[ee-Conception de Notre-Dame 
de Quebec en 1849, ilIa decrivit sans ambages comme "un superbe TA­
BLEAU D'EGLISE ( ... ) d'une grande habilete d'execution et d'une res­
semblance parfaite avec l'original depose au~dessus du grand autel de la 
Cathedrale de Quebec"25. Le moctele de Legare etait une oeuvre presti­
gieuse que l'on croyait alors etre de Murillo (fig.2), une oeuvre que l'on sait 
avoir ete copiee egalement par Louis Dulongpre (1798-99), FranQois Bail­
lairge (1800) (fig. 3), Soeur Marie de L'Eucharistie et Plamondon lui­
meme (figA). A lui seul Plamondon copia l'ouvrage en question a au moins 
cinq reprises entre 1840 et 186026. 
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Ceci nous amene a parler de la part d'originalite inherente aux copies 
realisees par les artistes quebecois. En effet, qui dit copie ne dit pas neces­
sairement servilite. En regIe generale, une copie portera 1'empreinte de ce­
lui qui l'execute. Dans un tel cas, l'originalite de 1'artiste se situe evidem­
ment moins dans la creation de formes nouvelles que dans l'interpretation 
de formes re«ues. A partir d'un meme modele, deux artistes pourront arfll­
ver a des rendus nettement differencies. Ainsi, la copie peinte par BaiI­
lairge se distingue-t-elle facilement de celle de Plamondon realisee a partir 
de la meme source. La critique quebecoise contemporaine semble avoir ete 
tres sensible a cette dimension du travail du copiste. Decrivant les stations 
du chemin de croix de Notre-Dame de Montreal exposees a la Garde­
Robe de la Chambre d' Assemblee a Quebec, un amateur insistera sur Ies 
qualites picturales prop res a l'ouvrage de Plamondon: 

Admirez donc, ecrit-il, ce pinceau tan tot ferme et vigoureux, 
tan tot tendu et moelleux, quelquefois energique et rapide 
comme la pensee qu'il exprime, quelquefois lent et paisible, 
sans etre jamais timide ni traine [ ... ] 

Et il ajoute plus loin: 
Je voudrais m'arreter un instant, non seulement sur l'expres­
si on des figures, mais encore et plus particulierement ici sur 
le coloris, sur la beaute des draperies, sur leur harmonie, sur 
celle de tout 1'ensemble, sur la correction et la perfection du 
dessin [ ... ]27. 

Pour realiser les diverses stations de son chemin de croix, Plamondon 
avait puise a differentes sources peintes ou gravees. Si 1'on aborde l'ensem­
ble de sa production comme copiste d'oeuvres religieuses, on con state que 
l'artiste avait une predilection toute particuliere pour certains artistes 
frangais et italiens des XV le et XVUe siecles, bien que ses references pictu­
rales se soient echelonnees de la fin du XVe avec Leonard de Vincijusqu'au 
debut du XIXe avec Pierre-Paul Prud'hon. Les diverses copies de Plamon­
don temoignent donc d'un decalage chronologique plus ou moins conside­
rable. Ajoutons que les artistes dont il privilegiait les oeuvres etaient par 
ordre d'importance RaphaeI, Jacques Stella - dont il confondait parfois les 
oeuvres avec celles de Poussin -, Mignard, le Titien, le Dominiquin, Guido 
Reni, Poussin et Rubens. 

Ceci dit, il faut realiser que l'artiste prenait souvent ses distances par 
rapport aux modeles sur lesquels il arretait son choix. Dans le cas d'utilisa­
tion d'une gravure comme modele, Plamondon n'avait d'autre choix que 
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fig.5 Anloim: Plamondoll. Saint Charle!l Borromee distribulnt la communion aUK pestifiires de Milan. 
1846. hUlle sur loile. environ .135 K 244 cm. calhedral.., de Joliene. (P hOlo, MuS<!e dc: Jolielle.) 
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filt.-6 Fran,,()ls de Poil1~ (1623-1693) d'upres i"ocuvre de Pierre rvhgnard. Saint Charles Borromee diSlrib­
uanllu communion nUl pestiferes de Milan, XVI lc siecle, burlll. ~6 x 44,5 cm, monllslcre des 
Ursulllles de Quebec. (Photo, Fran"ois Lachnpcl1e.) 
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fir.. 7 Anl0lOe Plamondon. Les miracles de sainte Anne, 182S. hUlle sllr foile. environ 300 x 200 cm. 
egli~ de Cap·Sanle. (Pholo: ISC) 
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d'inventer le coloris. C'est ce que souligne avec a-prop os le redacteur du 
Journal de Quebec relativement au Saint Charles Borromee distribuant la 
communion aux pestiferes de Milan acheve en 1846 pour l'eglise de Joliette 
(fig.5) et execute a partir d'une gravure de F. Poilly d'apres une toile de 
Pierre Mignard (fig.6): 

Ce tableau a onze pieds de hauteur sur au moins huit pieds de 
largeur: les personnages sont presque de grandeur naturelle. 
La composition est de Mignard; mais le coloris est dli entiere­
ment au pinceau de Mr. Plamondon dont on connait les res­
sources sous ce rapport. Les couleurs s'harmonisent tres bien 
et l'oeiI se repose avec satisfaction sur toute l'etendue de la 
scene qui se passe dans un hopital. L'ensemble de la composi­
tion, qui se forme cependant de plusieurs episodes, se groupe 
tres bien. L'artiste qui a copie d'une chetive gravure et qui 
par consequent a ete force de tout creer, l'expression et le co­
loris, a saisi comme il faut le caractere distinctif d'un pesti­
fere et la langueur mortelle qui se peint sur sa figure et dans 
sa pose [ ... ]28. 

Ailleurs, Plamondon pourra ne retenir qu'une partie plus ou moins im­
portante de la source iconographique utili see. Ainsi, sa Sainte Cecile de 
1878 conservee au Musee du Quebec se resume-t-elle au personnage cen­
traJ de Ja composition bien connue de Raphael. Ayant recours au meme 
modele, il s'etait contente de peindre quelques annees plus tot (en 1872) le 
seul buste de la sainte. 

A l'instar de son premier maitre, Joseph Legare, Plamondon essaya tres 
tot d'integrer dans une nouvelle composition des elements empruntes a des 
sources iconographiques diverses29. Dans cette veine, signalons notam­
ment Les miracles de sainte Anne, un tableau peint en 1825 pour l'eglise de 
Cap Sante (fig.7). 11 s'agit ici d'un veritable rebus qui temoigne d'une origi­
nalite certaine et d'une volonte de l'artiste de se demarquer de Hes 
sources30. En prenant ses distances par rapport a ses divers modeles, Pla­
mondon s'inscrit dans un processus d'appropriation - oblige ou volontaire 
- debouchant sur ce que nous nous permettons d'appeler une creation3!. 

En effet, par-dela une dependance au niveau des composantes, l'ensemble 
peut etre qualifie d'inedit. Ce type de production de l'artiste - collages ou 
tableaux-syntheses - temoigne bien d'un phenomene de recapitulation qui 
est frequent dans la production queMcoise du XIXe siecle. 
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fig.8 Aruolnc Plamondon, Sainte Lude priant pollr la gueri50n cle sa mere sur le tombeau de ~inle 
A~lh e, 1842, hlule sur IOlle, env>r<)11 360 .. 245 cm, eghse de Salnle-Luce·§ur.Mer (Photo me) 
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Au cours de sa longue carriere, Plamondon fut sou vent aiguillonne par 
la concurrence etrangere. Comme il desirait absolument proteger son sta­
tut privilegie aupres des fabriques et communautes, il fut amene par mo­
ments a remettre en question ses conceptions picturales en matiere de ta­
bleaux religieux. C'est ce dont temoigne un long article a sens unique de 
Joseph-Edouard Cauchon paru le 16 mai 1843 dans Le Journal de Quebec 
apropos d'une composition de Plamondon intitulee Sainte Lucie priant 
pour la guerison de sa mere sur le tombeau de sainte Agathe (fig.8). Don 
d'un riche particulier, la toile en question etait destinee au maitre-autel de 
l'eglise de Sainte-Luce de Rimouski et elle porte encore l'inscription non 
equivoque que Plamondon y avait apposee pour affirmer sa paternite, soit 
"A. Plamondon inventit!1842". Cauchon, dont on sait qu'il etait le confi­
dent et le mentor de l'artiste, concluait ainsi son commentaire partisan: 

C'est la premiere composition proprement dite qu'il ait eu a 
faire. Bien des fois il s'est trouve dans la necessite de faire des 
changements importants dans les compositions, et toujours il 
a ete heureux dans ses essais. Tres sou vent il a eu a composer 
le coloris tout en tier, comme dans les quatorze tableaux du 
"chemin de la croix" pour la grande eglise de Montreal; et 
tout le monde sait comme il a pIu, comme il a etonne par la 
richesse, par la magie de son pinceau, qui, dans chaque ta­
bleau se revelait sous des formes diverses et toujours plus ra­
vissantes. Mais on dira que le coloris et la composition sont 
deux qualites bien distinctes, et que sou vent un grand colo­
riste est un mince compositeur, et qu'un bon compositeur est 
quelquefois un faible coloriste. M. Plamondon vient au­
jourd'hui montrer sa composition aux incredules, a ceux qui 
jugent de ce qu'un homme peut faire par ce qu'il fait habituel­
lement, lorsqu'on ne lui a pas encore fourni l'occasion de 
mettre au jour tout son talent [ ... ]32. 

11 serait legitime de voir dans ce dernier passage une allusion au conJlit 
qui, quelques annees plus tot, avait oppose notre artiste au peintre d'ori­
gine anglaise Henry Daniel Thielcke (1787-1874). Apres avoir ete eleve de 
la Royal Academy de Londres, cet artiste avait entrepris sa carriere dans 
la capitale britannique ou il avait expose periodiquement des tableaux a su­
jets religieux ou mythologiques ainsi que des portraits33 . A son arrivee a 
Quebec en 1832, il pouvait a juste titre se croire l'un des - sinon le - peln­
tres les mieux formes de la colonie. En fevrier 1835, il mit en vente "Deux 
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tableaux originaux qu'il [avait] composes. Le sujet de l'un [etait] le Cruci­
fiement de notre Sauveur, celui de l'autre La Sainte Famille"34. En aout de 
la meme annee, il exposa dans un local mis it sa disposition it la Chambre 
d'Assemblee "un St Jean Baptiste original en grand" auquelles n!dacteurs 
du Canadien et du Quebec Mercury reserverent un bon accueiPs. Pour 
Plamondon, c'en etait trop puisque Thielcke mena<;ait de faire une percee 
dans un marche qu'il se croyait acquis. Sous le pseudonyme de "Des Ama­
teurs", il se porta it l'attaque du tableau de son concurrent etranger en le 
comparant avec celui de Claude-Guy Halle accroche dans la chapelle du 
Seminaire de Quebec. S'il encensa le second, ce fut pour mieux demolir le 
premier tant au point de vue du des sin que du coloris. L'assaut de l"'eleve 
de l'Ecole fran<;aise" fut aussi devastateur que sans nuance ainsi qu'on 
pourra en juger par l'extrait que voici: 

Le maintien du personnage de St Jean a le caractere de la 1&­
chete et de l'indifference; rien de plus monstrueux et de plus 
ridicule de le voir baptisant Jesus de la main gauche, et s'ap­
puyant paresseusement la main droite sur la hanche. Sa co­
lombe est des plus malheureuses; elle est vue en raccourci et 
se traine sur une superficie absolument plate; la lumiere re­
trecie qui passe derriere sa queue, produit un effet que toute 
personne devinera36. 

Cette attaque eut un effet desastreux sur la carriere quebecoise de 
Thielcke. Plamondon ayant par la suite recidive, le peintre anglais, exa­
cerbe, decida en 1838 de lancer it son rival le defi que voici en vue du con­
cours annuel de la Societe litteraire et historique de Quebec de 1839: 

Monsieur, - Votre conduite, aussi bien que vos paroles, me 
donne lieu de supposer que vous vous fiattez d'etre au-dessus 
de moi comme artiste. Pour regler definitivement cette affaire 
et ne plus laisser de doute sur lequel de nous deux tient le pre­
mier rang, quoique je ne doute nullement que ce rang ne me 
soit du, - [ ... ] Je vous defie par le present de produire "Un ta­
bleau d'Histoire original, et un Pays age d'apres nature 
[ ... ]37". 

Plamondon ecrivit vraisemblablement une lettre en reponse it Thielcke 
mais le premier octobre 1838, en page 3 du Canadien, il demanda au re­
dacteur de ne pas publier sa correspondance en precisant ce qui suit: 
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Ret1exion faite, je ne dois pas repondre a la note que 
m'adresse M. Thielcke dans votre numero de Mercredi der-



nier, le public ayant appn!cie la susdite note a sa juste 
valeur38. 

Au-dela du mepris que son mot manifestait a l'endroit de Thielcke il ap­
pert que Plamondon, un copiste chevronne mais un peintre peu familier 
avec la composition de tableaux d'histoire originaux, ait prefere ne pas 
prendre de risques. Dans le concours propose, le peintre anglais avait tout 
a gagner et Plamondon tout a perdre. Forme a l'europeenne et ayant e!u 
pendant plusieurs annees a travailler selon les canons europeens, Thielcke 
avait surement conscience du fort decal age qui existait entre l'art de la c()­
lonie anglaise et celui qui se pratiquait dans la metropole. 11 avait connu 
d'autres horizons et pouvait mesurer l'originalite relative de ce que Pla­
mondon appelait sa "peinture d'histoire". Dans le sillage de sa formation 
chez Guerin a Paris, ce dernier avait certes fait progress er la peinture ca­
nadienne mais sa production religieuse etait foncierement empreinte de 
conservatisme dans la mesure OU, conformement a une pratique bien eta­
blie dans la colonie, elle s'articulait a partir de compositions heritees des 
siec1es passes. 

Bien que Plamondon ait reussi a enrayer la serieuse menace que 
Thielcke avait fait planer sur lui, il semble bien que le con flit entre les deux 
hommes ait laisse des doutes dans l'esprit de certains amateurs quant aux 
capacites reelles du peintre canadien en tant que "compositeur". Ceci pour­
rait alors expliquer le passage du texte de Cauchon que no us citions plus 
haut. Quoi qu'il en soit, Plamondon jugea bon de faire suivre sa Sainte L u­
cie d'une nouvelle composition au mois de septembre 1843 afin de mieux 
convaincre les "incredules". 11 s'agissait cette fois d'une Sainte Philomene39 

dont Cauchon s'empressa bien sur de vanter les merites avec son enflure 
verbale coutumiere (fig.9): 

M. Plamondon marche evidemment vers la perfection, car, 
dans "Sainte Philomene" il a revele plus de hardiesse dans le 
dessin, plus de purete et d'elegance dans les formes, plus de 
grandiose, plus de nature, plus de noblesse dans l'expression; 
il se montre ici plus createur et moins servile que dans Sainte 
Lucie, et on dirait que son talent se rechauffe au foyer de la 
composition40. 

Quatre ans plus tard, lorsque Plamondon aura mis la derniere main au 
tableau intitule Tobie et l'ange que lui avait commande le mecene et collec­
tionneur Denis-Benjamin Viger pour ses censitaires de l'Ile Bizard, Le 
Journal de Quebec dira qu'il s'agissait de la cinquieme ou sixieme composi-
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jig.9 Amolnc PJamondon, Sllinle PhiJomene. 1S43. hulle ~ur lode. environ 274 ~ 115 cm. cglise de 
Saml-Andre de Kamouraska (l'hom; FOllds Gerilrd-Moris'iel. IBe.) 
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tion origin ale de notre artiste. Ce fut a notre connaissance la derniere fois 
que les journaux firent expressement mention d'une composition religieuse 
personnelle de Plamondon41 . De fait, il semble bien qu'apres quelques 
coups d'eclat comme "compositeur", Plamondon soit assez vite revenu a 
ses vieilles habitudes de copiste. A compter des annees 1850, les tableaux 
religieux de notre artiste vieillissant temoigneront de plus en plus d'un de­
clin pour ne pas dire d'une degenerescence. Sans necessairement generali­
ser - car Plamondon a encore parfois de bons moments -, il est courant 
que son pinceau se relache et que sa palette manque de finesse et d'harmo­
nie. En quelque sorte depasse par les evenements, Plamondon ne contribue 
plus guere a l'evolution de la peinture quebecoise comme ill'avait fait dans 
les trois premieres decennies de sa carriere. Son conservatisme foncier ac­
cuse par la perte progressive de ses moyens prend desormais le pas sur la 
volonte d'explorer de nouvelles avenues picturales. 11 devient des lors un 
ilot de resistance au changement, un phenomene de persistance dont la 
production rejoint celle de certains ateliers communautaires comme celui 
des Soeurs du Bon Pasteur de Quebec. 

En terminant, il nous apparait evident que dans la copie comme dans 
tous les genres il y a du bon et du moins bon, du meilleur et du pire. Mais 
par-del a les questions que l'on peut soulever en regard de sa qualite, il reste 
que la copie presente, a titre de phenomene artistique, un inten~t intrinse­
que au chapitre de la diffusion des formes ou tout simplement comme vehi­
cule iconographique. Qui plus est, la copie constitue a plusieurs egards une 
veritable aventure picturale, une aventure dont on se doit de tenir compte 
si l'on veut bien comprendre l'evolution de notre art religieux et de notre 
art en general. En eifet, il serait illusoire et arbitraire de tenter de brosser 
un portrait fidele de l'univers artistique quebecois du XIXe siecle en en fai­
sant abstraction. C'est par le biais de la copie que l'on peut aujourd'hui se 
faire une image de la composition de tableaux religieux disparus qui soule­
verent naguere l'admiration des artistes, des amateurs et du grand public. 
C'est par la copie de compositions etrangeres anciennes que nos peintres 
ont pu contribuer a elargir l'univers pictural des Quebecois et enrichir la 
tradition artistique de ce qui etait encore une colonie. A l'instar de leurs 
confreres architectes, les artistes quebecois du XIXe siecle n'ont cesse d'as­
similer des formes nouvelles et des influences de toutes sortes. Ce long pro-
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cess us a contribue Et. la maturation de notre art pictural et ouvert la voie Et. 

de nouveaux progres42. 

Notes 
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Departement d'histoire, 
Universite Laval, 
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de croix de l'eglise Notre-Dame de Montreal. 
I Voir notamment John R. PORTER, Antoine Plamondon. Soeur Saint-Alphonse, Galerie nationale 
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ges. 
2 Voir Yves LACASSE, Antoine Plamondon (1804-1895). Le chemin de croix de l'eglise Notre-Dame 
de Montreal (catalogue d'exposition), Musee des beaux-arts de Montreal, Montreal, 1984, I11 pages. 
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4 Lacasse, op. cit., p. 104, note 173. 

Ibid .. p. 74. 
Cette attitude negative it. l'egard de la copie est typique de I'age contemporain. Dans le public 

comme chez les artistes, c'est I'originalite qui compte avant tout, de sorte que I'on devalue systemati­
quement la copie et I'imitation. La situation etait bien differente aux siecies passes alors que la copie 
constituait une pratique fondamentale du monde artistique, et ce, depuis l'antiquite. A l'age ciassique 
par exemple, nombreux etaient les collectionneurs qui se plaisaient it. acquerir des copies des chefs­
d'oeuvre qu'ils avaient eu l'occasion d'admirer. A lui seul, Louis XIV se faisait fort de posseder des 
centaines de copies d'oeuvres de maitres. Sur l'histoire de la perception de la copie, voir l'editorial du 
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5-6, mai-juin 1960, p. 14. Du meme auteur voir egalement Coup d'oeil sur les arts en Nouvelle-France, 
Charrier et Dugal, Quebec, 1941, p. 63. 
8 Le Canadien, 7 aout 1833, p. I. 

Ibid., 21 fevrier 1845, p. 3. 
10 LACASSE, op. cit .. p. 76; voir egalement CHAMOUX et alii, op. cit., pp. 23-29. 
11 Voir "Le chevalier A.S. Falardeau" dans Georges BELLERIVE, Artistes-peintres canadiens­
franr;ais. Les anciens (2e edition), Beauchemin, Montreal, 1927, pp. 45-65; Raymond VEZINA, Theo­
phile Hamel. Peintre national (1817-1870), Editions Elysee, Montreal, 1975, tome I, pp. 230-234. Les 
journaux de la premiere moitie du XIXe siecie signalent de temps it. autre I'importation de copies euro­
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badigeonneur [ .. .]". 
18 A propos de I'ensemble de tableaux de l'egJise de la mission du Lac des Deux-Montagnes (Oka), 
voir John R. PORTER et Jean TRUDEL, Le Calvaire d'Oka. Galerie nationale du Canada, Ottawa, 
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19 Voir Les Melanges religieux. 11 juiIJet 1848, p. 317. 
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peintre se penetrera des beautes d'ensemble d'une oeuvre ancienne et des principes qui en sont it l'ori­
gine mais il pourra aussi emprunter telle figure, te! groupe qui donne une image particulierement heu­
reuse de la belle nature". Chamoux et alii. op. cit .• p. 20. 
32 Le Journal de Quebec. 16 mai 1843, p. I. 
33 Communication de David Kare!. 
34 Le Canadien. 4 fevrier 1835, p. 4. 
35 Ibid .• 19 aout 1835, p. 2. 
36 Ibid .• 2 septembre 1835 (transcription tiree du dossier "Antoine Plamondon", Fonds Gerard­
Morisset, Inventaire des biens culturels du Quebec). 
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39 Ce tableau est accroche dans I'eglise de Saint-Andre de Kamouraska. 
40 Le Journal de Quebec. 27 [28] septembre 1843, p. 2. 
41 Ibid .. 14octobre 1847, p. 2. Ajoutons toutefois que I'eglise de Saint-Simon de Rimouski receIe un 
tableau representant le saint patronyme de la paroisse et portant comme signature. en bas it droite, "A. 
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42 Ace propos, il ne faudrait pas oublier que le portrait - que plusieurs historiens de l'art on pen;u 
cam me une production purement origin ale - ne fut pas totalement et ranger a ce processus d'assimila­
tion. Pour s'en convaincre, on pourrait rapprocher un tableau aussi fameux que le portrait Soeur Saint­
Alphonse (1841) peint par Plamondon d'un portrait de religieuse (Elisabeth Throckmorton, 1729) rea­
lise par Nicolas de Largilliere et conserve a la National Gallery de Washington. 11 y a la une filiation 
qui, toute evidente qU'elle soit, n'enleve rien a la toile de notre eleve de l'ecole franc;aise. De meme, le 
celebre Autoportrait de Plamondon demeure-t-il indissociable de la photographie a. partir de laquelle il 
fut compose en 1882. 
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ANTOINE PLAMONDON (1804-1895) AND 
RELIGIOUS PAINTING: 
THE ROLE OF THE COpy AND OF PERSONAL 
INTERPRETATION 

Isolated from the centres of European art, the artists of Lower Canada were 
able to acquire the rudiments of their art, and at the same time to satisfy the needs 
of parish churches and of religious orders, by copying paintings and engravings 
brought to North America under the French regime. Before the end of the eight­
eenth century the practice of copying had become a common one in Lower 
Canada. 

For various reasons, historians of Quebec art have tended to neglect this phe­
nomenon. In the case of Antoine Plamondon, for example, although his portraits 
have been much studied, more than half of his oeuvre consists of religious works, 
and Plamondon considered his copies of these historical scenes by other artists to 
have been of greater importance than his own original portraits. He perceived the 
copy as being intimately linked to the original, which was, in turn, an object oftre­
mendous admiration. When satisfied with his copy, Plamondon considered it rep­
resentative of the attainment of an ideal, while his contemporaries automatically 
associated his virtuosity in the achievement with that of the model on which it was 
based. 

However, Plamondon did take liberties with the models on which he based his 
copies. When working from an engraving, for example, he was forced to invent his 
own colour scheme, and, in other cases, would retain only more or less important 
aspects of the iconographic significance of the original. Further, inspired by 
Legare, he attempted to combine elements borrowed from diverse sources into 
new compositions. With the exception of six or seven works created between 1842 
and 1852, he copied other art works consistently throughout his long career. He 
must therefore be considered to have contributed little to the evolution of painting 
in Quebec from the time of his retreat to Neuville onwards. 

As is true in other branches of art, copies can manifest varying degrees of qual­
ity, but they nevertheless have an intrinsic interest for the diffusion offorms or as 
iconographic vehicles. It would be both arbitrary and illusory to attempt to out­
line an accurate description of the art of nineteenth-century Quebec without 
studying the phenomenon of the copy, since they were instrumental in the en­
largement of the pictorial world of Quebec and in the enrichment of the artistic 
tradition in what was still a colony. Like the architects of the time, painters cease­
lessly assimilated new forms and influences of all types, and thus contributed to 
the maturation of pictorial art in the province, and to the opening up of new pos­
sibilities for its future. 

Translation: Brian Foss 
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UN NOUVEAU REGARD SUR 
L' ANCIENNE CHAPELLE NOTRE-DAME­
DU-SACRE-COEUR DE LA BASILIQUE 
NOTRE-DAME DE MONTREAL 

Depuis le sinistre de decembre 1978, la chapelle Notre-Dame-du-Sacre­
Coeur de la basilique Notre-Dame de Montreal, qui ne subsistait plus que 
sous l'aspect de vestiges, fut restauree et redecoree. Malgre cette recons­
truction, la chapelle, situee au chevet de l'eglise, suscite un interet et des 
eloges jamais vus auparavant. Renommee jusque-Ia pour son decor luxu­
riant tout en bois, ses qualites n'avaient neanmoins jamais fait l'unanimite. 
Depuis les annees 1920 en particulier, les defenseurs de l'architecture mo­
derne lui reprochaient l"'etonnante et inutile complication") de son decor 
pour ne lui conceder que le seul merite de son materiau, alors juge noble. 
Ces critiques n'empechaient cependant pas les pelerins de se laisser envou­
ter p~r la richesse de ses formes, la patine de ses bois et la chaude polychro­
mie de l'ensemble. Somme toute, elie etait admiree et decriee au nom du 
romantisme et du rationalisme, et non pas tant pour ses qualites reelles. 
L'ancienne chapelle demeure encore mal comprise et cela a quelques an­
nees de son centenaire. 

Ouverte au culte en 1829, l'eglise Notre-Dame etait demeuree dans son 
etat d'originejusque vers 1874. L'interieur fit alors l'objet de transforma­
tions importantes: la grande fenetre du chevet fut supprimee, a cause de la 
forte luminosite qui en provenait, et remplacee par un retable grandiose. 
L'eclairage provenait d'ouvertures vitrees, percees dans la voute de la nef, 
lesquelles s'integraient a un nouveau decor inspire de la Sainte-Chapelle de 
Paris. Dne fois les travaux acheves, vers 1880, on constata que l'eglise etait 
main tenant trap sombre. Puis on n'aimait guere la sacristie situee au che­
vet de l'eglise, au niveau du sous-sol, et on souhaitait une chapelle particu­
liere pour les mariages et les assemblees des congregations2. La disparition 
de la grande fenetre permettait d'envisager divers projets de construction a 
l'arriere de l'eglise. Apres huit ans de reflexion, un projet se dessina, visant 
a remedier aces inconvenients. 
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Le 15 avril 1888, les marguilliers de Notre-Dame font allusion pour la 
premiere fois au projet de construire une chapelle au chevet de l'eglise pa­
roissiale. 

Mr le cure, ayant represente le besoin absolu d'une chapelle, 
vu que l'eglise de Notre-Dame n'a pas de crypte ou chapelle 
souterraine comme la plupart des grandes eglises d'Europe, 
[ ... ] Que la batisse occupee actuellement par les bureaux de la 
fabrique et les batisses adjacentes soient demolies et [ ... ] 
qu'une chapelle soit construite sur le terrain de la fabrique et 
d'autres bureaux qui pourront etre loues, le tout suivant des 
plans a etre faits par MM. Perrault & Mesnard, architectes 
[ ... ]3. 

Ce projet comporte toutefois que1ques contraintes: la chapelle doit etre 
batie au niveau de l'eglise paroissiale et s'elever au-dela de l'ancienne fene­
tre du chevet, afin d'en permettre la reouverture partielle. Le 12 aout sui­
vant, les architectes Perrault et Mesnard presentent des plans qui sont aus­
sitot approuves4; debutent alors les travaux de demolition et d'excavation 
sur le site retenu5• Le projet apparait vite trop couteux, une nouvelle etude 
l'estimant a soixante mille dollars dont la moitie seulement pour les espa­
ces a 10uer6. A cause de ce grand risque financier et du danger d'incendie 
qui resulterait de la proximite des magasins, on renonce a10rs aces der­
niers ainsi qu'aux bureaux. Le 7 octobre de la meme an nee, on decide de se 
contenter: 

d'une sacristie, d'une chapelle et de nouveaux bureaux pour 
la fabrique, avec cour interieure, et des plans de MM. Per­
rault & Mesnard modifies dans le sens de la presente resolu­
tion etant produits, ils sont adoptes [ ... ]7. 

11 est cependant trop tard pour modifier radicalement le plan de 
l'ensemble, l'edifice conservera ainsi un certain caractere commercial. 

En mars 1889, les fabriciens revisent les plans une derniere fois. Le co ut 
de la chapelle s'avere encore plus eleve que prevu, le projet de re10caliser 
les bureaux de la fabrique pres de la chapelle est donc abandonne. Ils se­
ront loges dans un petit edifice construit pres de la tour ouest de l'eglise8. 

Les travaux de construction progressent rapidement par la suite. Des 
juin 1889, la sacristie est inauguree et, en janvier 1890, on passe les pre­
miers contrats pour la finition interieure de la chapelle. Des artistes­
peintres (Joseph-Charles Franchere, Ludger Larose, Joseph Saint­
Charles, Charles Gill et Renri Beau) sont invites a executer les tableaux 
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prevus dans les plans de la chapelle. En fevrier, on retient les services des 
menuisiers Paquette et Godbout pour le decor interieur et, enjuin, ceux du 
sculpteur Arthur Vincent pour le retable. Ces travaux se poursuivent pro­
bablementjusqu'a l'ete de 1891. Le 22 septembre, la chapelle est benite: 
l'evenement marque la fin des travaux majeurs. L'annee suivante, on per­
cera l'ancienne fenetre du chevet de l'eglise pour en eclairer le choeur 
mais, faute d'amelioration, on refermera cette ouverture en 18989. 

Le projet d'eriger un edifice a bureaux, dote d'une cour interieure cou­
verte, vient surement des constructions de ce type qui avaient fait leur ap­
parition dans le voisinage de l'eglise. A la fin des annees 1880 on assiste, en 
effet, a un renouvellement de l'architecture autour de la place d' Armes, 
alors le quartier des affaires. Les edifices a bureaux qui surgissent in no vent 
par plusieurs aspects: leur hauteur qui exige sou vent des structures de me­
tal, l'installation d'ascenseurs et parfois, la presence de cour interieure 
couverte ou de puits de lumiere, compte tenu de la profondeur des empla­
cements. C'est le cas notamment de l'edifice de la New York Life Insu­
rance Company (511, place d'Armes, construit par les architectes ameri­
cains Badcock, Cook et Willard en 1887), comprenant huit niveaux 
d'occupation hors du sol et des ascenseurs, sans cour interieure cependant 
et dont la structure est de mac;onnerielO. C'est egalement le cas de l'edifice 
de l'Imperial Insurance Company, entrepris peu apres (1888-1889) par les 
architectes new-yorkais Clinton et Russell J1 , a l'angle de la rue Saint­
U rbain et de la place d' Armes (fig. 1 et 2). Cet edifice, aujourd'hui disparu, 
comportait sept niveaux d'occupation hors du sol, une structure de ma­
c;onnerie avec charpente de fer pour les combles, des ascenseurs et, sur­
tout, un puits de lumiere de 19 pieds sur 65 pieds (5,80 m x 19,80 m), en­
toure de galeries en fer et en verre12• Innovateur a Montreal, ce puits de 
lumiere sera repris assez fideIement par Perrault et Mesnard, en 1892, 
pour l'edifice de la Banque du Peuple, rue Saint-Jacques (fig. 3)13. 

Les marguilliers de Notre-Dame se sont sans doute egalement epris de 
l'eglise St. James de Montreal, alors en construction (1887-1889), d'apres 
les plans de l'architecte A. F. Dunlop (figA). Cette eglise possede une 
structure de metal, a l'instar des nouveaux edifices a bureaux, et presente 
au chevet une large abside haute de deux etages, sur rez-de-chaussee, cou­
verte d'une grande toiture et ornee de gables. Cette abside n'a pas de fonc­
tion religieuse, elle sert plutot d'annexe a l'eglise. Elle abrite une vaste salle 
de reunion pourvue d'une tribune et des bureaux pour l'administration de 
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la paroissel4. Elle souligne, en fait, un debut de synthese entre l'architec­
ture profane et religieuse. 

La nouvelle annexe de l'eglise Notre-Dame ne fut guere modifiee avant 
l'incendie de 1978 (fig. 5,6, 7 et 8)15. Elle no us permet donc d'apprecier la 
solution apportee it ce programme. Mitoyenne au chevet de l'eglise et it des 
edifices de la rue Saint-Paul, elle epouse en partie les contours du terrain et 
forme un rectangle irregulier d'environ 125 pieds de fac;ade, 100 pieds de 
face arriere et 175 pieds de largeur (38 m x 30,47 m x 53,33 m). Ses murs 
exterieurs sont de pierre alors que toute la structure interieure est de bois. 
Ses deux faces visibles, donnant sur la rue Saint-Sulpice et sur le jardin des 
Sulpiciens, sont tres depouillees. La premiere, construite en pierre de 
taille, s'eleve sur trois niveaux largement ajoures, un traitement caracteris­
tique de l'architecture commerciale. Elle est surmontee d'une toiture en 
pente dont l'egout est brise par deux gables qui, en plus de signal er it ce ni­
veau les portes du rez-de-chaussee, sont un rappel du gable situe au centre 
des longs pans de Notre-Dame. Avec quelques etages de plus, peut-Hre re­
presentes dans les plans initiaux, l'annexe aurait pu s'inscrire dans la con­
tinuation de l'eglise tout comme it 8t. lames dont l'influence para!t inde­
niable. Cote jardin, on a cherche davantage it economiser en ayant recours 
it de la mac;onnerie grossihe. L'elevation presente deux niveaux d'ouvertu­
res qui correspondent aux surfaces d'occupation. Les fenetres en forme de 
T, it l'etage, vont de pair avec le decor interieur de la sacristie, con<;u dans 
le style des halls gothiques anglais l6. Enfin, entre les deux versants de la 
toiture, une c1aire-voie fait saillie en forme de croix latine, recouverte 
d'une toiture it double versant. 

A l'interieur, du cote de la rue Saint-Sulpice, le rez-de-chaussee com­
porte des bureaux Oll logent les services de la fabrique depuis le debut du 
siecle seulement: leur fonction d'origine est inconnue. Selon le projet ini­
tial, ce niveau et ceux situes au-dessus auraient ete mis en location. A l'ar­
riere des bureaux de la fabrique, du cote de la rue Saint-Paul, s'etalent 
quelques locaux et une vaste salle de reunion (ill. 9). Le decor originel de 
cette derniere, dissimule lors des renovations de 1955, s'inspirait des struc­
tures de metaJl7. Lajonction en Ventre les colonnes et les poutres du pla­
fond rappellait la forme des consoles des charpentes metalliques et la mar­
quetterie du plafond en forme de X ou de losange reproduisait les deux 
principaux types de contreventement utilises dans les structures 
d'acierI8.A deraut de pouvoir realiser une charpente metallique, l'archi­
tecte en a imite une it l'aide d'un materiau traditionnel. 
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jig, I I:ancien tdifi« Imperial, .itllt $ur la place d'ArmH i Monlreal . (Photo: utralle de Mo"treul of 
TrrDuy. MOlllreal. DominIOn Pllbhshln8. 1890, p, oS,) 
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jig.} Restitution lIypotllelillue d'lIne coupe lrans~el'!iale de I'edifice Imperial, (De.!.m Clallde Lachance,) 



jig.J Le puils de lumicre de la Banque du I'euplc. (Photo: Lu Re~llc Cal1adil'I!nl'. vo!. XXXI, 1895. p. 92.) 

figA Vue ancienne de l'egIise SI. Ja.mes de Monlreal. (photo: Mon/real Old and New. MOnTreal. In ler­
nallonal Press Syndlcale Pubh~her... 1915. p. 119.) 



fig.5 Vue ancienne de I'edifice qui abrite la chape\le NOlre-Dame-du-Sacre-Coeur (f.~.de rue S.inl­
Sulpi~e)_ (PhQlo: Monilial. Invenlaire des Biens Cul!urels [M IBC). 76-274(5).) 

fig.6 Vue ancienne de la hlL'lilique Notre-Dame et de I'edifice qui ahrile la ~hapel1e (face atriere). 
( I'holo: Le djoces~ de Monrreol a /a fin du. XIX' $ikle. Monlrm!. 1900. I' 43.) 



fig. 7 Restitution hypothetique du premier etage de I'edifice qui abrite la chapelle. (Dessin: Claude Lachance.) 

fig.8 Restitution hypothetique d'une coupe transversale de I'edifice qui abrite la chapelle. (Dessin: 
Claude Lachance.) 
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jig.9 La salle de reunion SOUli la chapelle dans SQn etat d'origine. (Photo: Archives de la paroisse de 
NOire-Dame.) 

jig. 10 Vue de la chapelle Notre-Olme·du·Sacre-Coeur ~en 1900. (Photo: MomrcBI. Collection particuliere.) 
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Au premier etage, la chapeIle s'eleve au centre sur plusieurs niveaux, 
tout comme le puits de lumiere de l'edifice Imperial. EIle est flanquee, it 
droite, des sacristies en enfilade et, it gauche, d'une saIle qui, apres avoir 
connu diverses affectations, abritera le musee de Notre-Dame en 193719. 
Au-dessus de cette saIle, se trouvaient des pieces ayant surtout servi de 
dortoir aux membres de l' Adoration nocturne et qui ont ete supprimees 
lors de la restauration de 1978, afin de donner plus de clarte au musee. 
L'exemple de St. James a certainementjustifie ce rapprochement des espa­
ces pour le travail et pour le culte. 

L'edifice decrit dans ses gran des lignes, nous pouvons maintenant no us 
attarder sur ce qui en constitue l'element majeur: la chapeIle Notre-Dame­
du-Sacre-Coeur (fig. 10, 11, 12, 13 et 14). Autrefois, l'etroitesse et la hau­
teur de l'espace n'etaient pas sans surprise, la richesse et l'originalite du 
decor demeuraient sans pareil au Quebec. Plusieurs historiens ont tente 
d'en identifier l'origine, en mettant 1'accent sur le decor au mepris de l'es­
pace. Olivier Maurault parle ainsi d'un style "gothique fleuri" ou "flam­
boyant"20. Franklin Toker, pour sa part, reconnait le style de que1ques ele­
ments, mais oublie ce qui en a permis la synthese21 . C'etait en fait un type 
particulier d'espace et de decor: une architecture inspiree de celle des pas­
sages couverts, modelee dans un style alors en vogue et dont les elements 
de ma90nnerie, de metal et de verre etaient rendus dans le bois. 

Si se au centre de l'edifice, la chapelle avait ete con9ue selon un plan en 
croix latine peu etendu: long de 90 pieds et large de 85 (27,40 m x 
25,90 m)22. La nef de plan basilical ne comptait que trois travees etroites et 
etait interrompue par un transept fort eleve, avec bas-cotes aux extremites 
seulement; le choeur n'en prolongeait guere la perspective, avec une seule 
demi-travee de long et un renfoncement dans le mur du chevet pour le 
maitre-autel. En revanche, la chapeIle se deve10ppait sur quatre niveaux en 
hauteur. Des grandes arcades, it arc segmentaire et colonnes trapues, sup­
portaient une tribune, fermee par des arcades it arc brise et un reseau d'in­
trados polyloMs empruntes au style gothique italien. La mac;onnerie de 
brique et de marbre de ces deux niveaux, si mu lee par le traitement texture 
des ecoinc;ons, etait caracteristique du meme style. Au-dessus, une suite de 
tableaux ornait la nef et les transepts. Enfin, la claire-voie, desservie par 
une coursiere en surplomb, eclairait le lieu it eIle seule. 

En outre, l'elevation presentait une structure complexe pour le support 
de la fausse-voute. Des colonnettes prenaient appui sur des culots feuilla­
ges au niveau des grandes arcades et montaient jusqu'aux tableaux, pour 
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supporter des consoles. Celles-ci portaient, en plus de la coursiere, des 
arcs-diaphragmes brises que surmontaient les linteaux a extrados segmen­
taires. Sur ces derniers, reposait la fausse-voute decoree de petits caissons 
et interrompue, a la croisee, par une coupole carree. Cette fausse-voute et 
sa structure reproduisaient en fait une riche verriere soutenue par une 
charpente de fer ou de fonte, fa<;onnee d'apres le style gothique perpendi­
culaire anglais. Aux aretes des diaphragmes de la charpente et des parois 
de la chapelle, s'ajoutaient des motifs floraux, tires du gothique Decorated 
anglais, qui contribuaient a animer davantage ce decor. 

Pour accuser la presence du choeur et affirmer davantage le plan en 
croix latine, un choeur des religieux avait ete suggere dans le renfoncement 
du chevet, par un effet de perspective que creait la juxtaposition de conso­
les et d'arcs diaphragmes. Ce subterfuge ne donnait cependant pas le resul­
tat escompte puisqu'on sentait bien la proximite du mur. L'ordonnance du 
retable, en plus de mettre en valeur le maitre-autel, devait renforcer cette 
illusion. Abstraction faite d'une copie d'un tableau de la Pentec8te d'apres 
Charles LeBrun, on retrouvait la replique d'un screen ou de la c16ture qui 
marque l'entree du choeur dans les eglises anglicanes de cette epoque. Le 
calvaire, qui la surmonte generalement, avait ete remplace ici par une nou­
velle trilogie formee de la vierge Marie et des archanges Michel et Gabriel. 
Outre le retable, pres de vingt statues de saints, juchees a des endroits inha­
bituels, soulignaient l'emplacement du maitre-autel23. Ce decor de bois 
n'etait pas peint mais teinte dans une gamme de tons mordores, rehausses 
de quelques drapes peints couleur pourpre et bleu clair. Cette finition, en 
creant une chaude ambiance, attenuait la vraie nature des formes et in vi­
tait au recueillement. 

A vec ses elements gothiques italiens et anglais, le decor s'inscrivait dans 
un style ec1ectique qui a vu le jour en Angleterre, dans la seconde moitie 
du XIXe siec1e: le High Victorian Gothic. Ce style avait ete introduit au Ca­
nada avec la construction du parlement d'Ottawa (1859-1866)24; Perrault 
et Mesnard l'utiliserent couramment pour l'architecture de leurs eglises. 
La chapelle en constitue d'ailleurs l'un des sommets et l'une de ses dernie­
res grandes manifestations au Canada. Toutefois, l'emploi simultane de 
ma<;onnerie, de metal et de verre ne constituait pas tant l'apanage des egli­
ses de ce style, mais bien celui des edifices publics et profanes25 . La cha­
pelle, a part son retable, n'avait donc rien d'un prototype de l'architecture 
religieuse du High Victorian Gothic. 

36 



De fait, avec son plan etroit, ses elevations luxueuses et symetriques et 
sa fausse-voute imitant une verriere, i1 ne manquait plus a la chapelle que 
des commerces pour que s'y trouvent reunies les caracteristiques des pas­
sages couverts, te1les que decrites par Johann Friedrich Geist26. On peut 
d'ailleurs rapprocher facilement le decor de la chapelle d'un projet de ce 
genre, datant de 1868, pour la ville de Brighton (Angleterre) (fig. 15)27. Ce 
type d'edifice a caractere commercial a vu le jour a Paris vers la fin du 
XVII le siec1e et connaissait un regain d'interet en Angleterre dans le der­
nier tiers du XIXe siec1e, suite a la publication, en 1868, d'un reportage sur 
la Gal1eria Vittorio Emanue1e 11 de Milan. Construit trois ans plus tot, ce 
passage couvert retenait l'attention par son gigantisme, son plan cruci­
forme, son dome a la croisee et la richesse de son decor. Plusieurs projets 
de passages couverts, inspires de pres ou de loin de ce modele, ont vu le 
jour par la suite dont certainement ce1ui qui a servi d'exemple pour la ch a­
pelle, vu le plan cruciforme et la presence d'une coupole a la croisee28. 

Toutefois, les passages couverts etaient toujours ec1aires par le toit et non 
par les c1aires-voies, un autre exemple aurait done servi a eet eff'et. 

Le ehoix d'un modele semblable s'explique certes par son plan etroit, 
qui eonvenait a l'espaee disponible, et par le earaetere religieux que pou­
vaient lui eonferer les elements gothiques et l'exhuberance du decor, ce 
dernier trait s'inscrivant dans une tradition quebecoise. Ce choix mani­
feste surtout un engouement pour les formes nouvelles issues de l'emploi 
du metal et un desir de s'ecarter, un tant soit peu, des formules eonven­
tionnelles dans l'architecture religieuse. Cette recherche d'innovation 
avait eependant ses limites. Des raisons d'ordre pecuniaire et de conve­
nance ont amene le rejet du metal et motive l'execution en bois du decor de 
la ehapelle. 

Dotee d'elements structuraux apparents en fer, la chapelle aurait effec­
tivement constitue une exception, non seulement a Montreal, mais dans 
tout l'Occident. Que1ques eglises europeennes, tout au plus, possedaient 
une structure de metal entierement ou partiellement apparente et celles-ci, 
imitant de pres le style gothique, ne presentaient guere d'innovations for­
melles. Seule l'eglise Saint-Augustin a Paris (1860), se rapproche sensible­
ment de la chapelle, bien que l'espace y demeure conventionne129. Peut­
etre a-t-e1le encourage la realisation d'un decor semblable a Montreal en 
lui servant de precedent au simple niveau formel. A part la ma<;onnerie et 
le metal, seulle bois pouvait conserver a un te1 decor le role structural de 
ses formes, quoiqu'en hypothequant son existence. 
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jig.11 La nef de I, ( hapelle. 1976. (Photo: MiSe. 7b·2J6(28).j 
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fi,, / 2 Vue p.rllelle 5ur 1. ner. 1976. (Pholo; MilK:. 76-237(21)) 
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j i" IJ Le croisillon ~uch.e de la chaptl1e, 1916.{Pholo; Mine, 16.Z.17(.\())) 
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ftg.14 La ¥I)Ule de la chapelle. 1976. (Phmo' MIBC. 76-237(20).) 
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fig./ S Projel d'un PQsage couvert pour I. vUle de IJrighlon,pubhe dans Tlte Rudder en 18b8_ (Photo dt 
G I GEIST Amid. C"mbndg~. ,<In p 1'~1) 
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L'emploi du bois se justifiait facilement dans le contexte quebecois, ou 
la sculpture sur bois etait associee depuis longtemps a la decoration des 
eglises. Considere comme une tradition dont les origines remontent au Re­
gime fran<;ais, cet art avait connu un renouveau a Montreal au debut du 
XIXe siecle; le decor interieur des eglises etait alors presqu'entierement de 
bois sculpte, peint et dore. Vers 1850, cependant, le platre avait supplante 
ce materiau. Puis a la fin des annees 1870, suite a la realisation du retable 
actuel de Notre-Dame, l'emploi du bois sculpte connut un regain de fer­
veur pour se limiter, toutefois a des meubles liturgiques somptueux ou, a 
des retables imposants, souvent peints. Le decor de la chapelle s'inscrit 
done dans ce dernier courant et en constitue meme le sommet. Toutefois, 
le decor n'est pas peint, mais il est teint. Ainsi, le bois est davantage mis en 
evidence et, avec l'ornementation du choeur, il masque le modeIe commer­
cial du decor et rend encore plus convaincante sa nouvelle signification. 

En depit de l'espace qU'elle occupe, la chapelle a peu en commun avec 
les puits de lumiere. Elle prend essentiellement modele sur une architec­
ture semblable, retenue pour sa nouveaute et la riches se de ses formes. 
Puis, elle est modiftee pour tenir compte de sa nouvelle affectation: la pra­
tique du culte. Non seulement l'auteur des plans a maintenu les elements 
varies de son modeIe, mais en plus il a transpose un type d'edifice commer­
cial pour qu'il figure un edifice religieux. On se retrouve donc en presence 
d'une composition eclectique vraiment exceptionnelle. Pour mieux saisir 
cette composition, il convient de s'interroger sur les architectes de la cha­
pelle. 

La realisation de l'annexe de l'eglise Notre-Dame a ete dirigee par la so­
ciete d'architectes Perrault et Mesnard, fondee en 1880 par l'association 
de Maurice Perrault (1857-1909) et d'Albert Mesnard (av. 1870-v. 
1906)30. Perrault etait le fils de l'architecte et arpenteur Henri-Maurice 
Perrault aupres duquel il avait acquis sa formation d'architecte, qu'il com­
pleta par des etudes en genie civil. Mesnard etait aussi l'eleve de Perrault 
pere et avait travaille avec lui a titre de dessinateur jusqu'a son association 
avec Perrault fils. 

Des le 14 avril 1888, les fabriciens de Notre-Dame avaient retenu les 
services de Perrault et Mesnard afin de poursuivre les travaux laisses en 
suspens par la mort de Victor Bourgeau, architecte de la fabrique depuis 
1850 environ31 . Ces architectes ont ete preferes a d'autres, parce qu'ils 
avaient deja de nombreux edifices importants a leur actif, mais surtout 
parce qu'ils etaient bien connus des Sulpiciens, les des servants de Notre-
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fig. 16 Projel pour une nouveUe ClIlhedraie it 58inl-Hyadn!he. 1900. Albert Mesna rd. arehiltc le, 
(Photo; &ml-lIyacmlhe. Al"C'hive,\ de r".ichli.) 

fir..17 I..a fa"lIde de la eIIthedr1lle de Sain[_Hyacinthe, 1909-1911 . Ma ul'lCC: I'crraull . architect\:. 
(Pholo: Queh«'. IBC. A 1-15581 ) 



Dame. Perrault pere avait dirige la construction de l'eglise d'Oka en 1878 
et Perrault et Mesnard, la restauration de Notre-Dame-de-Bonsecours en 
1885, deux eglises appartenant aux Sulpiciens32. 

Perrault et Mesnard operaient suivant le principe de la specialisation 
des taches. Mesnard se consacrait surtout it la preparation des plans et 
Perrault assumait la surveillance des chantiers33. Cette specialisation 
n'etait toutefois pas exclusive. A l'occasion, Mesnard surveillait des chan­
tiers et Perrault dressait des plans34. Tous deux possedaient un style bien 
defini dans la fa~on de traiter les formes. Les edifices qu'ils ont construits 
respectivement, suite it leur association (apres 1895), permettront de 
mieux en juger. D'apres son projet pour la cathedrale de Saint-Hyacinthe 
(1903) (fig. 16), le style de Mesnard se reconnait au traitement nervure des 
surfaces et au gout marque pour les textures35. Quant au style de Perrault, 
il se caracterise par un depouillement des surfaces et un accent mis sur les 
axes principaux de la composition, comme dans la fa~ade de la cathedrale 
de Saint-Hyacinthe (1909-1911)36 (fig. 17). 

Cette repartition des taches n'interdisait pas pour autant la collabora­
tion des deux associes. Comme l'a rapporte Albert Mesnard it propos du 
projet pour l'Universite de Montreal (1887) qui lui avait ete attribue, Mau­
rice Perrault a travaille it l'organisation de l'espace interieur de l'edifice en 
plus d'en preparer les devis37. Pour sa part, Mesnard en a ete essentielle­
ment le concepteur et le dessinateur dans son ensemble. Dans le cas de 
l'annexe de l'eglise Notre-Dame, on peut imaginer une collaboration sem­
blable. Perrault aurait dessine les fa9ades et con~u l'organisation inte­
rieure, vu le traitement depouille des unes et la complexite de l'autre. 
Quant it Mesnard, il a surement dresse les plans du decor de la chapelle en 
plus d'en choisir le moctele, compte tenu de l'importance des textures et 
des nervures. La conception de cette annexe it l' eglise N otre-Dame est 
donc le resultat d'une cooperation etroite entre les deux architectes et, les 
qualites de la chapelle refietent le fruit d'une etude approfondie de la part 
de Mesnard. 

Outre son materiau et la richesse de ses formes, l'ancienne chapelle No­
tre-Dame-du-Sacre-Coeur s'impose donc it notre attention pour son inspi­
ration d'un passage couvert, dont elle est l'exemple le plus ancien connu au 
Canada, et pour le traitement particulier qU'elle a subi pour figurer un lieu 
de culte. Elle est digne d'interet egalement pour l'edifice original auquel 
elle a don ne naissance et qui etait passe inaper~ujusqu'it maintenant. Mais 
au-delit de sa materialite, la chapelle nous revele une audace dans l'ordon-
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nance des formes et des espaces, audace que l'on ne Soup90nnait guere 
chez les architectes quebecois de cette epoque. 
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A NEW LOOK AT THE OLD CHAPEL, NOTRE­
DAME-DU-SACRE-COEUR OF THE CHURCH OF 
NOTRE-DAME, MONTREAL 

Since the December 1978 fire that damaged the Sacre-Coeur Chapel of the 
Church of Notre-Dame in Montreal, the exceptional character of the Chapel has 
become clearer than it had been prior to that date. Previously, pilgrims had ad­
mired its warm ambiance, whereas proponents of modernism had been offended 
by its overloaded decor, but neither group had appraised the true qualities of the 
Chapel's architecture. 

Plans for an addition to Notre-Dame Church were prepared in the spring of 
1888 by architects Maurice Perrault (1857-1909) and Albert Mesnard 
(c.1870-1906) at the request of the churchwardens. At that time, the plans in­
cluded vestry offices, a chapel and sacristies, as well as rental space for offices and 
shops, and a skylight. The rental spaces were subsequently eliminated and the 
overall plan simplified in the interest oflowering building costs. Construction was 
begun at the end of the summer of 1888 and was completed for the inauguration of 
the Chapel on 22 September 189l. 

Although reduced to essentials on its exterior, the new building had a complex 
interior, with elements borrowed from two other Montreal structures: the old Im­
perial Building (now demolished; formerly located in Place d'Armes), and St. 
James' Church. The skylight of the Imperial Building, and the division between 
areas for worship and areas for work in the St. James' church, proved inspira­
tional for Perrault and Mesnard. 

The elaborate interior decoration of the Chapel was in the High Victorian 
Gothic style, characterized by the use of Italian Gothic traits and by the simula­
tion, in wood, of decorative elements more typically found in masonry, metal and 
glass. These characteristics were typical not only of contemporary religious archi­
tecture, but also of secular public architecture. In fact, aside from the sales shops, 
the Chapel embodied most of the characteristics of an arcade, as identified by J.F. 
Geist. This type of design was chosen not only because of its suitably narrow plan, 
but also (and especially) because of its incorporation of new forms made available 
by the use of metal, a medium which suggested possibilities of departing some­
what from conventional formulae of church design. However, demands of eco­
nomics and convenience led to the rejection of metal in favour of a decor executed 
in wood, a material with long-standing associations with religious decoration in 
Quebec. 

Although Perrault and Mesnard were each usually responsible for different as­
pects of their jointly-commissioned buildings, they acted in closer coordination 
with one another in the design of this chapel. However, based on a study of the 
buildings conceived by each of them after the conclusion of their association, spe-
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cific elements of Sacred Heart Chapel can be attributed to either Perrault or to 
Mesnard. The former seems to have been responsible for the fa<;ades and for the 
interior design of the Chapel, while the latter appears to have chosen the proto­
type and to have designed the plans of the building. 

Aside from being a rare example of compositional eclecticism, Sacred Heart 
Chapel is also noteworthy as a structure inspired by arcade architecture. It is, in 
fact, the oldest known example of such a structure in Canada and reveals, in its 
idiosyncratic arrangement of forms and spaces, a great degree of audacity on the 
part of contemporary Quebec architects. 

Translation: Brian Foss 
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WILLIAM CORNELIUS VAN HORNE: 
ART DIRECTOR, CANADIAN PACIFIC 
RAILWAY 

In January 1882 William Cornelius Van Home took up residence in 
Winnipeg) and assumed the duties of General Manager, Canadian Pacific 
Railway, responsible for supervising the completion and operation of 
Canada's long-awaited transcontinental line. Van Home was prompt to 
realize the need for an efficient, large-scale promotional scheme to attract 
world attention to the opening of the North West. He knew that the eco­
nomic survival of the c.P.R. would depend upon the successful settlement 
and commercial development of the vast plain between Portage la Prairie 
and the Rocky Mountains. The demand for freight and passenger service 
from the existing Western centres along the proposed route (Winnipeg, 
Calgary, Vancouver) would be insignificant in relation to the huge capital 
outlay required for the building of the road. Settlers and the traffic their 
presence would generate were needed desperately. 

Guided by Van Home's foresight and with financial assistance from the 
Dominion government, the C.P.R.launched an extensive advertising cam­
paign to promote immigration into the Canadian West. By 1884 the Emi­
gration Department of the Canadian Pacific Railway in Great Britain and 
continental Europe, under the direction of Alexander Begg,2 was dis­
tributing maps, folders, pamphlets and a settlement guide, in ten lan­
guages, entitled The Great Prairie Provinces of Manitoba and the North­
west Territories, to thousands of agencies in Britain and over two hundred 
centres in northern Europe.3 As a prominent art connoisseur/collector4 
and gifted amateur artist, Van Home was concerned with the pictorial 
side of this project. He borrowed photographs and watercolours of north­
western scenery from Sir Sandford Fleming5 (Engineer in Chief of the 
transcontinental survey expeditions, 1871-77), and had these images dis­
played in any hall or agency distributing the settlement guide. In order to 
assure an adequate future supply of visual documentation to support the 
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Company's mushrooming pUblicity plan, Van Home decided to commis­
sion photographers William McFarlane Notman, Alexander Henderson 
and Oliver Buell6 to make photographic records of the c.P.R. 's progress 
and of the abundance of opportunities available in the new frontier. To 
this end, he adopted a policy of offering free transportation to the West 
Coast and back to any artist whose work would serve the Company's in­
terests. Favourable illustrated reports published in the journals of Europe 
and the United States endorsed the C.P.R.'s campaign by providing ap­
parently objective accounts of the North West's potential prosperity and 
the Railway'S efficiency. Non-commissioned parties lent an air of credibil­
ity to the Company's often boastful and perhaps overstated advertise­
ments. 

Among the first to take advantage of Van Home's free pass program 
were illustrators, the most widely published of whom were William Daniel 
Blatchly (1838-1903) and F.W. Curzon (act. 1885). Their notoriety, how­
ever, had little to do with their skills as draughtsmen, but rather with the 
nature of the scenes they drew. They had been dispatched by the Illus­
trated London News and the Canadian War News, respectively, to follow 
the exploits of the Middleton Expedition, a Kingston militia garrison 
which was rushed to the Manitoba Territory to put down the 1885 Riel 
Rebellion'? Blatchly's and Curzon's illustrated reports, citing the swift­
ness and success of the police action, were picked up and carried by most 
international magazines. This proved to be of substantial benefit to the 
C.P.R. campaign. People world-wide read about the reliability of 
Canada's transcontinental railway, tested and proven in a crisis situation. 
Would-be tourists or immigrants were assured that they could place their 
security in the able hands of the Canadian military and the Northwest 
Mounted Police. 

After this highly publicized event, and with the completion of the 
Canadian Pacific line in November of 18858 allowing easy access to the 
Pacific Ocean, the Company was deluged with requests from artists for 
free transportation. Van Home, who had been recently promoted to Vice­
President (1884), played an increasingly active role. He showed a prefer­
ence for Canada's prominent landscape painters, particularly those who 
were members of the Royal Canadian Academy. In many instances, the 
Company's sponsorship of the landscape artist went far beyond a free rail 
pass as Van Home moved from the role of patron to that of mentor. 
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His decision to sponsor Academicians and other landscape artists of re­
pute was in fact dual-purposed. Publicly, he attempted to justify the 
C.P.R.'s substantial expenditures in the area of fine art patronage by 
claiming that the works of art served as part of the Company's advertising 
campaign to promote immigration to the North West. It is dubious, how­
ever, that the work ofR.C.A. members had any direct impact on the influx 
of settlers to Western Canada. Most pioneers of this country's prairie were 
land-poor emigrants from the agriculturally sterile regions of England, 
Ireland, Scotland, Sweden, Germany and the Ukraine. It is doubtful that 
they moved in the right circles of society to attend or patronize fine art ex­
hibitions. Their only exposure to work by prominent Canadian painters 
would have been through the wood- and steel-engraved reproductions ap­
pearing in penny magazines and in C.P.R. promotional brochures. The 
breathtaking vista of a rugged mountain peak, the landscape painter's 
most sought-after subject matter in the North West, would have offered 
little inducement for homesteaders to emigrate compared to the promises 
made by the C.P.R. and the Dominion government of free or inexpensive 
farmland. 

It would be more realistic to speculate that fine art patronage was prin­
cipally aimed at serving the vanity and aesthetic tastes of the c.P.R. direc­
tors and their business associates. Exhibitions by C.P.R.-sponsored artists 
tended to promote the Company's image as a "nation-builder" and as a 
contributor to the development of Canadian cultural affairs. Though some 
paintings were utilized in the c.P.R. advertising campaign, many more 
found their way into the private collections of Company officials and their 
friends. The founding members of the Canadian Pacific Syndicate, George 
Stephen, Richard B. Angus, Donald Smith and James Hill, together with 
Van Home, Charles Hosmer (Manager ofC.P.R. Lines, a company work­
ing closely with the C.P.R. in its immigration efforts), and James Ross 
(President of the Dominion Bridge Company, a firm constructing many 
bridges and trestles for the transcontinental railway), ranked among the 
foremost art collectors and patrons in North America.9 Profits in the 
hands of these railroad magnates and corporate leaders went into the 
building of private art collections rarely surpassed even in Europe. 

It was Van Home who often influenced his colleagues in matters of 
taste. His art purchases included old and recognized masters,IO as well as 
works by Courbet, Daumier, Pissaro, C6zanne, Cassatt, Ryder, Toulouse­
Lautrec and El Greco, often before other North American collectors had 
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come to appreciate their worth.!! His convictions on the subject of art 
proved so strong that even his closest friends feared to advise him.!2 As an 
amateur artist, his sketching companions included C. J. Way, James A. 
Aitken, George Horne Russell, John Hammond, William Brymner, Rob­
ert Harris, Homer Watson, Horatio Walker, Lucius O'Brien and Frank 
Darling. Through these associations Van Horne was kept abreast of the 
most recent developments in Dominion art. 

It should be noted that the Academicians were not attracted to the 
North West due wholly to offers of free transportation. The RC.A. had 
been officially charged with representing Canada's nationalistic interests 
in the arts, and its members were therefore in search of subject matter that 
would be interpreted as being uniquely "Canadian" by its patrons and the 
Dominion government. In particular, the landscape painters sought a 
new, largely apolitical image which would not be associated with the in­
terests or philosophies of either of its parent societies, the Toronto-based 
Ontario Society of Artists, or Montreal's Society of Canadian Artists or 
the Art Association of Montreal. The Rocky Mountains seemed the ideal 
solution. Being beyond the geographical boundaries of both former Upper 
and Lower Canada, the Rocky Mountains could not be viewed in a parti­
san light by any party concerned. As the most forbidding physical barrier 
between Canada's East and the populated centres of British Columbia, the 
rugged alpine terrain symbolized the struggle to unite the Dominion, as 
well as the strength of that bond. The C.P.R line would allow the Royal 
Canadian Academicians more readily to explore and to exploit this na­
tional theme. 

It would be less than honest to state that Academicians looked to the 
North West solely for aesthetic or patriotic reasons. Granted, uniquely 
Canadian subject matter would have created a vital and stimulating at­
mosphere at Academy exhibitions while promoting the C.P.R.-federal 
government plan for Western settlement and development. It is equally 
important to note, however, that, following a decade of depression and ex­
iguous art sales, the artists were eager for a change. They hoped that the 
presentation of Rocky Mountain landscapes would prove as commercially 
rewarding in Canada as it had been in the United States two decades ear­
lier for artists such as Albert Bierstadt, Thomas Moran, William Keith 
and John Frederick Kensett. 

Thus, when the C.P.R began its "full service"13 operations in the sum­
mer of 1886 there was a large number of professional artists anxious to 
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seek fame and fortune in the North West, a well-informed art connoisseur 
at the helm ofthe Company's free pass program, and a prominent group of 
art patrons ready and willing to extend their corporate hospitality to the 
most gifted painters. The stage was set for the beginning of the most exten­
sive corporate patronage campaign of the fine arts in the history of this 
country. 

The awarding of free passes and commissions to artists was part of Van 
Horne's daily business activities. An examination of his business corre­
spondence!4 yields many references to art and artists. Unfortunately, the 
record is incomplete. Several volumes of correspondence have deteri­
orated to the point that they can no longer be read.!S The responses by art­
ists to Van Horne's letters were not preserved intact. Some may have been 
redirected to Van Horne's personal residence. Most have been lost or dis­
carded. Due to the shortage of paintings by C.P.R.-sponsored artists avail­
able for study in public institutions, and the inaccessibility of private col­
lections, the scant remaining documentation becomes indispensable in the 
study of Company patronage and Van Horne's role as art director. 

From the outset Van Horne was discriminating in his selection of art­
ists. First among the Royal Canadian Academicians to receive C.P.R. 
sponsorship were Lucius O'Brien (1832-1899), the country's most cele­
brated landscape painter and President of the Academy; John Arthur 
Fraser (1838-1898), O'Brien's closest rival; and John Colin Forbes 
(1846-1925), O'Brien's favourite sketching companion. Van Horne's deci­
sion to sponsor these artists was based on their membership in the R.C.A., 
their previous acquaintance with northwestern landscape scenery, and 
their close ties to American art. O'Brien, Fraser and Forbes were the only 
artists active in the Dominion who had shown interest in Rocky Mountain 
subject matter prior to the completion of the transcontinental route in 
1885. 

As art editor of the monumental two-volume Picturesque Canada 
(1882), O'Brien would have overseen the selection of photographs of Brit­
ish Columbia (some of them by Notman!6) which were reproduced as half­
tone engravings. The artist had also planned to include in the book "full il­
lustrations of the Rocky Mountains and British Columbia" (presumably 
drawings after photographs), but found that the publishers had devoted 
"so much space to the older parts of the country"!7 that the northwestern 
scenes had to be omitted. In 1883 Fraser had ventured as far west as Cal­
gary via the incomplete C.P.R. line,18 There appears to be no confirmed 
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reason for this trip, but it may have had something to do with illustration 
work he had undertaken for an article published in Chicago's Outing 
magazine in 1885.19 Unlike Fraser, Forbes had not actually seen the 
Rocky Mountains prior to 1886. Working from Notman and Son photo­
graphs, he painted a number of Rocky Mountain landscapes which were 
exhibited at the Art Association of Montreal in the spring of 1884 and 
1885, and at an exhibition in the Parliamentary Library (Ottawa) in May 
of 1885.20 

A further reason for Van Horne's early support of O'Brien, Fraser and 
Forbes involved their knowledge of specific aspects of contemporary 
American painting. In the early 1880's Fraser and Forbes had been regu­
lar contributors to, and members of, several art societies in the United 
States.21 O'Brien had painted with the celebrated American artist Albert 
Bierstadt in Quebec City in 1880 and had worked closely with Thomas 
Moran on his illustrations for Picturesque Canada in 1882. As an Ameri­
can citizen, Van Horne would have been well aware of the impact that the 
painters of the Rocky Mountains had had on the opening of the western 
United States. He felt that a sound knowledge of this American landscape 
"movement" (an offspring of the Hudson River School) was a valuable 
prerequisite for his earliest sponsored painters. 

Examples of Van Horne's near absolute control over C.P.R.-related art 
activities are numerous, but perhaps the best early example was his as­
sociation with, and supervision of, Fraser. The success of Fraser's 1883 so­
journ westward had secured for him the first C.P.R-related sale of a work 
of art. Two paintings resulting from that trip, The River Kaministiquia at 
Fort William and On the Prairie near Calgary, found their way into the 
private collections of Van Horne and C.P.R board member RB. Angus, 
respectively.22 These purchases paved the way for a November 1884 offer 
from Van Horne to undertake the illustration of a proposed Company 
guide book. However, it was not until October of 1885 that Fraser agreed 
to engage in the assignment. He was forwarded a series of photographs by 
Alexander Henderson to supplement his collection of Notman and Son 
scenes.23 Incomplete documentation eliminates the possibility of deter­
mining the precise nature of Fraser's commission, though vague reference 
is made to a British Columbia guide book entitled The Golden Northwest, 
published in November of 1886.24 The issue contained four wood engrav­
ings after watercolour sketches of Castle Mountain, Canmore, Mount Ste­
phen and the Kicking Horse Pass, all presumably from the hand of Fraser. 
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It l'i certam that Frnser completed hi s contracl 10 the "iatisfaction of Van 
Ilome, smce his busmess relations with the C P,R continued , 

In January of 1886 Van Horne was III correspondence with Fraser. sug· 
gestmg that he accept a second. more ambitious. Company coml1l1ssion' 

Mr. Stephen our Presiden t, is anxious that 'iome large water­
colour views of our mountain scenery should be exhibited at 
the Colonml Exhibition, which is to be held in London neJL:I 

May. We have a quantity of photographic views here. new 
ones. whi ch I presume would have to be depended upon for 
material. 3'i nothing could be done ot herwise allhis seao;on of 

the year and Mr, Stephen will undertake 10 buy the pictures 
himself. if no better sale is made before the exhibition 
c1oses,2s 

Fraser did 110 t hesitate 10 accepl the comnllSMon. An opponul1l1y of· 
fered to exhibit pall1tmgs m England and a guaranteed sale was one very 
few arltsts would refuse. Once more Van Home 'iUppJied Fraser with a 
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collection of photographs, this time by Oliver Buell26 as well as by Alexan­
der Henderson.27 Fraser promptly prepared an engraving based on Buell's 
photograph Mountains at Leanchoil. The engraving was published in the 
February issue of Century magazine.28 Later that spring another Fraser 
view, Beaverfoot Mountains, appeared in the same publication.29 It, too, 
was based on a Bue11 photograph (fig. 1 ). Illustrations of this sort served as 
advance publicity for the artist's participation in the up coming Colonial 
Exhibition. 

By March 24 Fraser had completed three major watercolours and had 
placed them in the hands of Williams and Everett of Boston for framing 
and fitting for a packing case.3o Early in April the three views, Summit 
Lake (fig. 2), Mount Stephen and Mount Hermit, the first two painted 
from Henderson photographs and the third from a Bue1l, were shipped to 
Montreal for Van Home's inspection.3! Fraser valued Van Home's criti­
cism highly and was most anxious to meet his expectations, writing that 
"there will be plenty of time to make any alterations that you may suggest 
on seeing them."32 Interpretations of the photographic image had caused 
Fraser a considerable degree of difficulty. In correspondence with Van 
Home during the execution of these watercolours Fraser had expressed a 
concem that the photographs he had been obliged to draw from could not 
provide him with adequate information to paint accurate renditions of the 
scenes: 

I am treating the Summit Lake view as a sunrise, the moun­
tains illuminated, the west in shadow and I am keeping the 
light in the same direction as in the photo - and am anxious 
to know if such treatment is consistent with fact. 33 

Van Home provided Fraser with Henderson memos referring to the at­
mospheric conditions existing at the time the photograph had been taken. 
The artist was further advised that Henderson had used a wide-angle 
lens,34 creating the impression that the mountains were less grandiose in 
stature than they would appear on location. This dilatory information did 
not advance Fraser in his efforts. He responded with conciliatory remarks 
and further enquiries: 

I am sorry that I did not know that the view was taken with a 
wide angle lense as the picture is about half done and of 
course my labour is lost. I see nothing in the other views to 
indicate that such a lense has been used and I certainly hope I 
am right for the pictures are well along on the proportions 
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shown in the photos and I must ask you to learn, how that is, 
m the case of Mr. Henderson's view of Mount Stephen - the 
lime of day and aspecl of the mountain , as regards poi11l of 
the compass (I have somewhat raised Ihe mountams, here, 
above the proportions oflhe print). 1 am certain that the view 
of Hernut MI. was nol made with a panoramic lense and I 
have given the same treatment to the mountains. By the way, 
can you remember whether the impression you got of the 
purple colour was due at all to having seen it at, near or after 
sunset or sunrise, and I would like to know how these moun­
tains face also.J~ 

Despite further Henderson nOlations forwarded by Van Home, and 
Fralier's most sincere attempts to utilize them to his adva11lage. MoutH 
SlephenJb suffers from weaknesses that can be attributed tQ the photo­
graphic source. "Filled in" areas of the foreground are particularly dis­
tracting, the result of moving from a small-scale photograph 10 a large­
scale hand-drawn sketch. and the colounng, of course, is nol at all 
naturalistic. Nonetheless, Van Home was sufficiently impressed to per-
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suade Sir George Stephen to purchase all three paintings prior to their de­
parture for London.37 He himself acquired a smaller-scale Fraser water­
colour, Fraser River and the c.P.R. Line, for his private collection. 38 

In a note dated Aprill5, 1886, Van Horne alerted Alexander Begg, the 
C.P.R.'s overseas Emigration Agent, that Summit Lake, Mount Stephen 
and Mount Hermit were en route: 

These paintings which are the property of the President have 
been sent by him for exhibition at the "Colonial" and I have 
had them consigned to you in order that the proper care of 
them may be assured and so that they will receive the posi­
tion in the Canadian Gallery of Art at the Exhibition which 
their merit entitles them to. I mention their being hung in the 
Art Gallery particularly because to place them with the exhi­
bition pertaining to the Railway would give them the appear­
ance of an advertisement and possibly detract from their suc­
cess. 39 

The fact that Van Horne placed Begg in charge of bypassing and/or in­
fluencing the selection/hanging committee of the Colonial and Indian Ex­
hibition was the first sign of his considerable power over, and organiza­
tional role in, Dominion art-related events. An arrangement was reached 
with Sir Charles Tupper, the Dominion government's official representa­
tive at the Exhibition, to have Fraser's paintings hung in one of the best 
positions in the Canadian Art Gallery.4o Van Horne was most cautious. 
He was determined that Sir George Stephen's paintings should receive 
maximum exposure. He further advised Begg: 

Mr. [John William Hurrell] Watts [1850-1917], R.C.A. of 
Ottawa has been appointed by the Government to superin­
tend the hanging of the pictures in the Canadian Art Gallery 
of the Colonial Exhibition. I understand that Mr. Watts is a 
disciple of O'Brien whose pictures he will incline awards as 
regards the selection of good places and being a disciple, as I 
said of O'Brien's it is fair to suppose that his teachings will 
have prejudiced him against Fraser's work. 
It will be necessary for you to keep a sharp lookout when the 
day arrives for arranging the Gallery and see that justice is 
done to our pictures.41 

As predicted by Van Horne, Watts proved to be obstinate. He disre­
garded Sir Charles Tupper's express instructions and chose to hang two of 
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Fraser's watercolours on a screen and the third in a position which, ac­
cording to Begg, was "neither prominent nor befitting the character of the 
picture. "42 Tupper was forced to intercede once more, the result being that 
more satisfactory positions, "better almost than those of O'Brien,"43 were 
afforded Fraser's works. 

At the close of the exhibition, Begg hinted that favouritism had been 
shown toward Fraser's watercolours not because of outstanding artistic 
merit, but because of the influence of Van Home and his C.P.R. associates 
in the organization of the show. With reference to the fine placement that 
had ultimately been given Fraser's pieces, Begg wrote: " ... Fraser has to 
thank in large measure, the fact that three of his works have been painted 
for the President."44 It further appears that the C.P.R. played a role in sol­
iciting favourable exhibition reviews for Fraser. J.E. Hodgson, Professor 
of painting at the British Royal Academy, was "commissioned" by 
Canada's Governor-General Lansdowne to complete a report on the stan­
dard of achievement in the Canadian section of the exhibition.45 Hodgson 
was probably chosen for his bias toward a Ruskinian concept of truth to 
nature, and thus tended to favour the landscape art of Fraser and O'Brien 
over that of other Canadian painters who had been trained in Paris and 
who usually exhibited figure works (e.g.: William Brymner, Paul Peel, 
Robert Harris, Percy Woodcock). Hodgson hailed O'Brien as "a very con­
siderable and accomplished artist"46 and singled out his Rocky Mountain 
landscapes for highest praise. It is significant that Hodgson's critique was 
published in Sir Charles Tupper's general Report on the Canadian Section 
of the Colonial and Indian Exhibition, appended to the Report of the Min­
ister of Agriculture of 1886.47 Tupper's partiality toward c.P.R.-related 
subject matter was well-known. Since signing the C.P.R. contract on be­
half of the Dominion government in 1880, he had become a close friend of 
both Van Home and George Stephen. It was Tupper, as has been in­
dicated, who was responsible for Fraser's paintings receiving exceptional 
hanging positions, and he had already procured C.P.R. passes for 
O'Brien's 1886 summer tour of the North West. It was the Governor­
General's office and the Ministry of Agriculture which primarily assisted 
the C.P.R. lobby for immigration. The Tupper/Lansdowne/Hodgson/ 
Fraser association was wholly c.P.R.-orchestrated in support of Van 
Home's "pUblicity" plan. 

During the summer of 1886, Fraser travelled on the C.P.R. to the 
Rockies. The trip did not prove very productive, his venture being plagued 
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with hardships from the outset. In early June he departed from Boston,48 
where he had taken up residence a few months before, and travelled 
straight through to Burrard's Inlet on the West Coast, where it rained al­
most continuously throughout his stay.49 By mid-July he was working his 
way inland. At North Bend bush fires began in earnest 50 and through the 
irritating smoke only rare glimpses of the superb mountain scenery could 
be had. According to the artist, accommodations were "filthy," transporta­
tion was irregular, and telegraph service was difficult to obtain. 51 Conse­
quently, Fraser returned to the East in the fall with little in the way of fin­
ished sketches. Once more he was obliged to rely on photographs in the 
preparation of three c.P.R. advertising illustrations for Century maga­
zine. Mount Stephen (the namesake of the Company President), Mount Sir 
Donald (so named to flatter C.P.R. founding member Sir Donald Smith), 
and Syndicate Peak (titled after the corporate group itself - the Canadian 
Pacific Syndicate) were drawn and engraved under the supervision of Van 
Horne himself. Once more Fraser encountered technical difficulties. In 
referring to the preliminary sketch of Mount Stephen, Van Horne in­
formed Fraser: 

The black and white sketch will hardly answer our purpose, 
the mountain not being sufficiently imposing. I made last 
night a rough sketch in lamp-black which will illustrate my 
idea .... I have taken a great deal of license but I do not think 
that anyone going to the spot without picture in hand to 
compare will ever accuse us of exaggeration .... I hope you 
will preserve the scale. 52 

In response Fraser praised Van Horne's conception as a "grand one" but 
stressed the difficulty of following the other man's exact design "on ac­
count of the great mass of mountain without anything to contrast against 
it. "53 As a solution Van Horne suggested that the image of a train be added 
to the foreground. Fraser made the alterations, forwarded the drawing to 
Montreal for Van Horne's appraisal, and wrote that "though you are the 
manager of the greatest railway in the world, Art has lost an able practi­
tioner. "54 After further reflection, Fraser came to the realization that Van 
Horne's contribution to the sketch was significantly greater than his own: 

I fear that in my anxiety to get away the Mount Stephen I me­
chanically and without due thought signed it with my name. 
If so it was a mistake as whatever credit is due, is to you 
alone. I have merely interpreted your idea for the engraver. 55 
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Despite the flattery, Fraser's view failed to satisfy Van Horne. By 
March 1, 1887, Fraser had completed two new drawings of Mounts Ste­
phen and Sir Donald. 56 He informed Van Horne: 

I felt much hurt at my failure to realize your ideal and set to 
work determined to "do or die". If! have succeeded this time 
it is due to our recent interview when I got a better idea of 
what your aim was. I have not signed them, if you think it 
would be better for them to carry my name please sign them 
for me. 57 

When Mount Step hen, Mount Sir Donald, and Syndicate Peak (all bear­
ing Fraser's name) finally appeared in Century that April they coincided 
with the close of a major C.P.R.-financed Fraser exhibition in the Broad­
way Avenue gallery of Erasteed Wiman, New York, and with the artist's 
departure for London, where yet another Company-promoted show was 
to take place in May. Van Horne played no part in the organization of the 
former exhibition. He was, however, so pleased with the favourable re­
views forwarded to him by Fraser that he wrote to the art dealer express­
ing his thanks for "making our magnificent Canadian scenery known," and 
insisted upon being sent the account concerning all expenditures in the 
matter. 58 Fraser's London show was an entirely different matter. Van 
Horne furnished the artist with letters of recommendation to Harry 
Moody (the c.P.R.'s overseas promoter), Mr. Boissivain (an art connois­
seur!collector), and Mr. H. Koekkoek (a successful art dealer). Together 
they made arrangements for the display of Fraser's Canadian subjects at 
rooms in Piccadilly. On April 16, Van Horne supplied Moody with a pro­
spective guest list for the vernissage. The list included the names of many 
prominent politicians, dignitaries and members of London high society. 
Among these were Sir Edward Watkin, Lord Burham, Count Gleichen, 
Lord Lorne, Lord Wolseley, Lord Revelstoke and Sir Richard Temple, all 
of whom held key interests in the activities of the C.P.R. and had en­
couraged the growth of settlement in the Canadian northwest. 59 Van 
Horne further advised Moody: 
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In so much as the Company will profit by the success of his 
[Fraser's] Exhibition as an advertisement, it is most desirable 
that we should do what we can to contribute to his success ... 
[;] ours is to seek through Mr. Fraser's works prominence 
for the attraction of the Railway, but beyond a sum which I 
have agreed to contribute towards the expense of the journey, 



the Company must not be at any expense in effecting Mr. 
Fraser's desires. 60 

Fraser, however, was not satisfied with this degree of sponsorship and 
pressed Moody for further funds, insisting that the Company should pay 
his expenses in full so long as he served its cause. In an unprecedented 
move Van Home placed Fraser on the temporary payroll of the Company. 
Records indicate that no less than three vouchers of one hundred dollars 
each were made payable to Fraser in late April and early May of 1887. The 
duration of these weekly payments is unknown, but funding was sufficient 
for Fraser's name to be placed on the 1887 employment roll. The very 
profitable association Fraser was enjoying with the C.P.R. and its associ­
ate businesses climaxed in September of that same year when Van Home 
purchased six large Fraser watercolours for his private collection.61 A se­
venth, smaller sketch, Siwash - Klootch Man, was also forwarded to Van 
Home with the artist's compliments. 

c.P.R. patronage of Fraser between 1884 and 1887 came very close to 
what some seventeenth-century Italian writers referred to as servitu par­
ticolare. The patron, in this case Van Home, was very much involved in 
the production of the artist. Not only did Van Home commission Fraser 
to complete illustrations for such specific purposes as guide books and 
magazine advertisements, but he also provided the artist with photo­
graphic source material, detailed suggestions as to composition, free trans­
portation to the West Coast and back, free accommodation where Com­
pany hotels existed, free telegraph service, letters of introduction to c.P.R. 
superintendents instructing them to assist the artist in every way possible, 
and promises for the purchase of paintings that met with his approval. 
Furthermore, Van Home arranged for the exhibition of Fraser's work 
(with the exception of the New York exhibition), underwrote the expenses 
incurred in mounting the shows, supervised the installation and selection 
of paintings, and solicited favourable reviews. C.P.R. sponsorship of 
Fraser was exceptional. No other artist was to receive such extensive assis­
tance. 

Lucius O'Brien's association with the Railway began in October of 1885 
when Van Home leamed from Sir Charles Tupper that the artist was con­
templating a westem tour. Realizing that few artists in this country held 
attitudes on art more closely aligned with the interests of the Company, 
Van Home was prompt in extending the full hospitality of the line to 
O'Brien.62 The latter departed for the Rocky Mountains on June 19 of the 
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following year in possession of a free rail pass good for station-to-station 
stopovers in the Rockies. He also carried letters of introduction to c.P.R. 
Western Superintendents Harry Abbott (Vancouver) and R. Marpole 
(Donald), and the promise of assistance in finding a reliable camp assistant 
en route. J.c. Forbes followed on June 26 with similar pass privileges and 
letters. The two artists met in the Mountains and passed the months of 
July and August sketching together in the vicinity of the Glacier House 
Hotel. As Van Horne apparently had no immediate or precise plans for the 
use of O'Brien's and Forbes' paintings he did not supervise their activities 
as closely as he had Fraser's. He suggested only that O'Brien and Forbes 
confine their sketching activities to the area in close proximity to the Ho­
tel. The c.P.R. had taken great care to locate Glacier House so as to take 
advantage of neighbouring natural attractions: the glacier (situated just to 
the right of the Hotel entrance), Syndicate Peak (directly in front of the 
building), Rogers' Pass (to the near left), and the Valley of the Illecillewaet 
(to the extreme left).63 

O'Brien followed Van Horne's instructions closely. In a letter dated 
November 22, 1886, the C.P.R. General Manager was invited to the art­
ist's Toronto studio to view the results of his summer's efforts, and to dis­
cuss a series of black and white drawings completed near the Glacier 
House Hote1.64 It was probably during this visit that Van Horne saw a 
monochrome watercolour of a bridge spanning the Kicking Horse Pass. 
The artist had sketched from a vantage point as far back from the trestle 
crossing as the confines of the valley would allow. From here he had 
drawn a vista of the valley with two steam engines labouring to pull a train 
up a steep incline, with a foaming torrent of water channelling far below 
and mist-shrouded mountain peaks pressing in from above. A battered 
tree stump in the foreground and the dimunitive proportions of the train in 
comparison to the gigantic scale of the mountain landscape seemed to 
represent man's triumph over staggering odds in bringing an industrial­
ized civilization to the wilderness. Van Horne was so impressed by both 
the masterful technical execution and by the symbolic content that he 
commissioned a large full-colour watercolour to be worked up from the 
study. Bridge - Kicking Horse Pass - Second Crossing was completed in 
the early months of 188765 and was forwarded to Van Horne in Montreal. 
It became a banner piece for the c.P.R.'s advertising campaign and was 
prominently exhibited throughout Great Britain until as late as 1892.66 
Van Horne also purchased six black and white watercolour drawings, in-
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eluding Glacier House and the Great Glacier, Valley of the llIecillewael 
from Glacier I/ouse. MOlml Sir Donald. A Bridal Path- Descelll to Glacier 
House. Glacier Mou/ltai/ls!ram Summit Pass, nnd Rogers' Pas:/>7 (all, loca­
tion unknown). Mountain Scctle - Loop at Glacier of 1886 (fig.3). a small 
monochrome watercolour presently in the Canadian Pacific Corporate 
Archives collect ion (Montrea l). may well be one of the arorement ioned 
drawings - quite possibly A Bridal Path . ... It shares severaJ composi­
tional elements with Bridge - Kicking Horse Pass - Second Crossing. In 
this instance. nOI onc but IwO trains are bemg hauled up steepl y inclined 
gradings by locomotives 10 the extreme left and right in the horizontal for­
mat, and male and female horseback riders have been sketched into the 
near foreground . They creat e a romantic image of lovers standing al Ihc 
gateway 10 some exotic paradise. The sublime view of nature is reminis­
cent of earlier American landscapes. 

From a commercial point or view O'Brien's involvement wilh the 
C.P.R. proved more rewardin g Ihan had been Ihe ca~ even for Fraser. 
Company officials could not resist the purchase of O'Brien watercolours. 
In early 1887 Sir Donald Smilh acquired Mountain Lalldscape,68 which is 
so nearly identical in size and composition to Bridge - Kicki/lg Horse 
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Pass . .. that it is tempting to speculate that both paintings derive from the 
same field study. On April 12 O'Brien extended an invitation to Van 
Horne to attend the opening of the RC.A.'s 1887 exhibition, held in 
Montreal. 69 Eleven full-colour watercolours by O'Brien, illustrating the 
Canadian highway through the mountains, were on display. These had 
been painted for exhibition at the Dudley Gallery, London, an institution 
to which the artist had been invited to contribute works. 7o Advised by Van 
Horne, Sir George Stephen purchased all eleven paintings prior to their 
departure for Great Britain late the following month. The sale netted more 
than two thousand dollars for 0'Brien.71 He was much pleased that his 
Rocky Mountain landscape paintings were gaining acceptance, and was 
indebted to Van Horne for the latter's generous support. In an act of ap­
preciation O'Brien nominated Van Horne as an honorary member of the 
R.C.A.,72 finally establishing a strong and lasting link between the nation­
alistic aspirations of the C.P.R Syndicate and those of the Academy. 

From this point onward, Van Horne increasingly sought O'Brien's 
counsel concerning Academicians requesting Company sponsorship. He 
forwarded to O'Brien letters of application from RC.A. members For­
shaw Day (1837-1903), Frederic Marlett Bell-Smith (1846-1923), Mar­
maduke Matthews (1837-1913), and Thomas Mower Martin (1838-1934) 
for "opinions in confidence."73 All were given O'Brien's heartiest recom­
mendation and were granted pass privileges by Van Horne beginning in 
the summer of 1887. Though there is no evidence that any of these artists 
became directly involved in Van Horne's publicity campaign (there being 
no record of them receiving C.P.R. commissions or of their work being 
utilized in Company advertisements), they did make a significant contri­
bution to the cause. For example, Martin and Bell-Smith made a com­
bined total of not less than twenty-four trips to the Canadian Rockies as 
part of the C.P.R.'s free pass program, thus keeping northwestern subject 
matter on display at RC.A.-O.S.A. exhibitions well into the twentieth 
century. They surpassed even Fraser and O'Brien in the quantity of their 
production of Rocky Mountain scenes. Bell-Smith went on to be hailed as 
"the Premier Painter of the Rockies."74 

In the summer of 1887 O'Brien also acted as something of an artist­
ambassador to the Mountains on behalf of the Company. Following re­
quests by Van Horne, he collaborated in a photographic venture organized 
by William Notman; provided Gaston Roullet, an artist commissioned by 
the Marine Department of France, with some helpful hints about painting 
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the Canadian Rockies; and sketched in the company of Scottish landscape 
painter James Alfred Aitken (1846-1897), a long-time friend of Van 
Horne.75 While at Laggan, near the head of the Kicking Horse Pass, 
O'Brien oversaw the work of Forbes, who had failed to produce a single 
noteworthy painting as a result of his previous summer's activities, and he 
introduced Matthews and Bell-Smith to the magnificent mountain scen­
ery. In reward for his services O'Brien became the recipient of a number of 
Company-related favours. In March of 1887 Van Horne purchased six 
black and white drawings from O'Brien,76 and a full-colour watercolour in 
March, 1888.77 Again following Van Horne's example, Sir George Ste­
phen acquired two O'Brien watercolours from a special exhibition held by 
the artist in Montreal that month, and two more from the annual Spring 
Exhibition of the A.A.M. in April.78 In the fall of 1888 the C.P.R. com­
missioned O'Brien to furnish Toronto's Globe with a black and white illus­
tration of the Vancouver vicinity. He was paid sixty dollars for the draw­
ing. Two other sketches of the trees in Stanley Park were sent to Van 
Horne for appraisal and disposal. 79 They were probably a personal com­
mission from Van Horne, there being no record of Company payment for 
them. On April 17, 1889, Carter H. Harrison, a Victorian author and ad­
venturer, published the account of his world tour in a 569-page volume en­
titled A Race with the Sun, featuring two wood-engravings of northwest­
ern landscapes after O'Brien's Mount Hermit, Summit of the Selkirks and 
Great Glacier from the Road. 8o Both watercolour drawings were supplied 
to G.P. Putnam's Sons Publishers by Van Horne, and the four hundred 
dollar charge for their interpretation as woodcuts was paid by the C.P.R.8J 
Great Glacier from the Road had the distinction of being selected as the 
frontispiece. Finally, Van Horne played an organizational role in staging a 
major O'Brien exhibition at the McLean's Gallery, Haymarket, London. 
The show consisted of twenty-seven Rocky Mountain and West Coast 
scenes, and opened on June 22, 1889.82 Like the Fraser-Piccadilly venture 
two years earlier, the guest list provided by Van Horne was most impres­
sive. Distinguished dignitaries attending the opening included the Mar­
quis of Lorne, Princess Louise, Sir Charles and Lady Tupper, and Sir 
Donald Smith.s3 All had been involved with the c.P.R. during some stage 
of Van Horne's pUblicity drive. 

By 1889 the Canadian art market was flooded with northwestern land­
scape watercolours. Since the joint R.C.A.-O.S.A. exhibition in the spring 
of the previous year, critics had been calling for an end to the monopoliza-
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tion of exhIbition space by -mounlameers.ft84 Van Horne r~ponded to this 
growing disconlenl by altering the characler of his publicilY scheme. He 
would no longer stress quanllty, but quality. Commencing III the summer 
of 1889 he senl afllsts w~lward Wllh Inslruclions to painliarge oil compo­
Sitions of specific landmarks along Ihe C.P.R line. These painlings were 
II1tended for II1stallatlon 111 Company hOlels or destined for the private col­
kctlOm. of Syndicale members. Some were to be photo-mechanically re­
produced m porlfolios of C.P.R. scenery. 

Celebrated American artist Albert Bierstadt (1830·1902) was the first 
painter to be so commissioned. In August through November of 1889 he 
was in the NOrlh West making sketches in the regions of Banffand Glacier 
House. He was provided with free pass privileges, letters of introduction to 
C.P.R. Western represenlatives, firsl-cla .... s reservations al the C.P.R.'s 
Banff, Glacier House, and Vancouver Hotels. exclusive use of a caboose 
car in which 10 pamt, a hand-car for short excursions along the line, and 
unrestricted tram-stoppmg authorily.8~ On April 26, 1890. he informed 
Van Horne of Ihe completion oflhree large canvases: Moulll Sir Donold,86 
which he boasted wal, one of the -finest piclures- of his career, Loke 
Louise.87 (the I,lUdy for WhiCh is reproduced as fig.5), and Sunrise from 
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Glacier Station. 88 This resulted in a May 22 visit by Sir George Stephen to 
Bierstadt's Broadway Avenue studio in New York. Stephen was im­
pressed by Sunrise . .. , and managed to charm the artist into giving it to 
him free of charge. No purchase agreement was made for either Mount Sir 
Donald or Lake Louise, but Stephen did commission the artist to paint a 
companion picture for Sunrise . .. on the condition that Van Horne be 
permitted to supervise the assignment. Later, Van Horne advised Bier­
stadt that neither the c.P.R. nor its associated concerns could make use of 
Mount Sir Donald "owing to its size," or Lake Louise because there was 
"too much water in it." He was very precise in dictating a topic for the Ste­
phen commission: 

Paint Mount Baker from the first little bridge west of our 
Stone River bridge .... I think it the finest natural composi­
tion I have ever seen. The point indicated is the nearest one 
on our line from which a good view of Mount Baker can be 
had. The Fraser River, very broad here, stretches away 
toward it, the centre cone of Mount Baker rises apparently 
directly from the river and is frequently reflected in it with 
great distinctness. The bridge I refer to is, I think, number 
118 .... 89 

Bierstadt acknowledged Van Horne's recommendations as being "good" 
and departed for the North West via Montreal on October 15, 1890.90 He 
visited briefly with Van Horne on the 16th and was on his way westward 
later that same day. Bierstadt was fortunate enough to capture the image 
of Mount Baker on a clear November morning. His field sketch (fig.6) was 
utilized in the execution of a large Mount Baker oil painting, which was 
"well under way" in New York by January of the following year.91 On 
January 27, when Van Horne visited the artist's studio, Mount Baker was 
very near completion. It met with his approval and was shipped via 
steamer from New York to Stephen's residence in London not later than 
February 21. Here again is a fine example of Van Horne's control over a 
C.P.R.-related commission. Not only did he arrange the commission on 
behalf of his colleague, but he instructed the artist as to the precise subject 
and vantage point, scheduled the artist's trip, arranged for transportation 
and accommodation, and ultimately judged the result, all this despite the 
fact that Albert Bierstadt was one of the most reputable of all Rocky 
Mountain landscape painters and Sir George was himself a connoisseur 
and patron of fine art. 
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jig.' AI~ 8 1ERSTADT (18)>'1902). Yie-Iona Giant' III Lal .. t...o",~ 1889 011 on can'as. 
<4(16 J. H, l cm I'n""c 0011 WlI!>hrngton. DC (photo Adam, 0.\ Ido;on Galll'n(:\.. w.Shrn8tOn. 

DCI 

looking at Bier\ladr'J. ralher unsophisticated J.kelch of Mount Baker it 
is difficuh to assess what Van Home envisioned in his Instructions 10 Ihe 
arliSt. It is probable that the large studio rendItion was more like the im­
pressive Mount Baker at Sunset by Wilham Brymner (1855-1925) (fig.7), 
commissioned and executed in 1892 for Van Home's personal collection. 
It was photo-mechamcally reproduced In a c.P. R. portfolio of mountain 
scenes entitled Glimpses Along 'he Line (1894) (fig.8). The artist's Lake 
Agnes was also illustrated In this publication, along with works by John 
Hammond (1843-1939) and George Home Russell (1861-1933). The for­
mer was represented by Above 'he Clouds. Lake Louise, 1892,92, and The 
Three Sisters, 1892 (fig.9). Russell contributed Beaver Valley. Selkirk 
Mountains of c.1893, the latter being dissimilar to his Hermit Range. Sel­
kirk Mountains of 1896 (fig. to) . Van Home supervised every phase of the 
prociucllon of this publication. 

Both Hammond and Russell had long been associaled wilh Van Home 
and the C.P.R. In 1870 Hammond had crossed Canada on the first suc­
cessful survey party, mapping out the proposed route for the transcontl­
nenla! railway through the Rocky MOUnlalns.93 From 1871 to 1882 he 
had been employed by Notman and Son as a painler of photographs,94 and 
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would probably have worked on northwestern subjects in this capacity. 
Between 1889 and 1901 he travelled extensively in the Far East, on several 
occasions sponsored by Van Home as a promotion for the new C.P.R. 
steamship connections from Vancouver to the Orient. When Hammond 
travelled to the North West in the summer of 1892 it was his first attempt 
at painting a large series of canvases dealing exclusively with Canadian 
subjects. His venture was a stunning success. Van Home was so impressed 
by Hammond's Rocky Mountain oil paintings that he purchased seven· 
teen scenes (among them the aforementioned Above the Clouds. Lake 
Louise and The Three Sisters), and arranged for their exhibition at the 
1893 Chicago World's Columbian Exposition. This was the largest single 
purchase of paintings by anyone artist, at anyone time, in the history of 
the Company. It also represented the largest collection of paintings exhib· 
ited by a Canadian artist in Chicago. Other painters sponsored by the 
R.C.A. were permitted 10 submit a maximum of three works.9s 

As early as 1889 Russell was also colouring photographs in the Notman 
studio in Montreal.96 Van Home seems to have been influential in per· 
suading Russell to emigrate from England to take up the position in that 
year.97 Russell and Van Home kept close company throughout the 1890's. 

fig.6 Alhert BIERST ADT (18JO.I902) MOll'" B(lktf. W(ls/rmg/on.from ,/rt FroJef Rller 1890. Oil 011 
cal1vas. J6.0 lI; J2.0 cm. Coli BrooklYI1 Museum. Brool.:lyn. N Y 
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jig.7 William 8RYMNER (1855·1925). Mount Bilker 1892. Photo-mechanical reproduction. 22 .2 x 
13.3 cm. ~ner Mo .. nl Bukeral Sunset 1892(oil on canvas, 152-4· x 106.' cm .• IOClttloll unknown). 
(Pholo: Canadian Pacific Corpor~te Archives. Montreal.) 

MOUNTAIN JERIL:.l . C 

ftg .8 Glimpses Along the Lint of the Canadian Pacific Railway (cover) 1894 (Phoco: Canadian 
!'aclfic Corporate Archives. Momreol.) 
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Jig.9 John HA.MMO"110 (11I4J-19J9) T'ht Thr~ SlIIfl'3" 1892. Photo-mechanical reproducllon. 1.5.2 J. 
22.9cm. afler Tht Tltr« SlSItl'3" 1892 (od on can~lI5. dlmen!>lon~ and lcatlon unlo;ncnro'n). (Pho'lO 
CanMhan PIIe.lk Corpontc Arch"rs. Montreal) 

sharing the small village or SI. Andrews, New Brunswick, as their choice 
location for summer retreats. Russell was commissioned by Van Horne to 
paint on behalf of the C.P.R. on at least two occasions: in 1892 or 1893. 
and ill 1896. The precise nature of these commissions remains unknown. 

Van Horne maintained extremely close ties with Canadian art activities 
during the remainder of his career with the C. P.R. Not only did he fre­
quent annual R.C.A. meetings and openings as an honorary member of 
that society, but he became actively in volved in the functioning of the Art 
Association of Montreal . Commencing in t 891 he and hi s business associ­
ate Robe rt Reford sat on the A.A.M. Gallery Committee. In that same 
year Syndicate members Sir Donald Smith and R.B. Angus served as 
President and member, respectively, of the Advisory Counci l. It is there­
fore not surprising that a record of Dominion artists directl y or indirectly 
involved with Van Horne and/or the C.P.R. reads like a nearly complete 
li st of significant personalities in late nineteenth-century Canadian paint­
ing.98 Existing documentation reveals that before the turn of the twentieth 
century Van Horne issued free passes or reduced-fare tickets to not less 
than thirty-three prominent artists (all regular COnlributors to the R.C.A., 
O.S.A. or A.A.M. exhibitions) on more than one hundred occasions.99 He 
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fig. ID ~ Home RUSSELL (1861_1933). Thf' Ill'rmll Rangf'. Si'/kirk MOImlalTll 1896. Oil on 
canvas, 15) x 214 cm. Coli Conrordla Art Gallery. Conrordl3 UnlVel"lluy. Montreal 

commissioned and/or purchased at least fifty-six landscape paintings on 
behalf of the C.P.R. during the same period. Company Directors Van 
Home, Step hen and Smith acquired a minimum of forty-eight works by 
C.P.R. pass recipients for their private collections. AI least fifty other 
Canadian artists were awarded C.P.R. executive portrait commissions, 
produced Rocky Mountain "potboilers" or had become involved in such 
art-related activities with Van Horne as sketching with him in his capacity 
as a member of Montreal's Pen and Palette Club. 

Van Horne's free pass program and his decision to offer corporate com­
missions was so successful in attracting painters to the North West that by 
1 SS7, only two years after the completion of the transcontinental line. 
Rocky Mountain landscapes dominated Canadian art. So many artists re­
served their best works to flatter their C.P.R. patrons in Montreal that the 
city displaced Toronto as the Dominion's most important art centre. 100 

The C.P.R., Canada's largest and most powerful privately owned corpora­
tion, brought substantial economic advantages to Montreal, allowing the 
city's businessmen/art collectors to continue to extend their patronage to 
a core of established landscape artists while fostering the growth of a new 
generation of Canadian painters, most of them Paris-trained. 
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Not only did Van Home's art patronage program offer financial incen­
tives for artists to paint uniquely Canadian subjects, but it promoted the 
northwestern landscape as being "national" in character by sponsoring ma­
jor exhibitions in Europe and the United States. The Company supported 
one-man shows by Fraser in Piccadilly and New York, by O'Brien in Hay­
market, and by Hammond at the Columbian Exposition. These were the 
first instances in Canadian art history of Dominion artists featuring exclu­
sively Canadian subject matter in solo exhibitions outside this country. 

While Van Home's scheme may have made no significant or direct con­
tribution toward inducing immigration, it was extremely effective in bring­
ing about the first widespread acceptance in Canada of the myth of the 
land as a basis for a national art. 101 The c.P.R.'s sponsorship of north­
western landscape art as initiated and supervised by Van Home played a 
role of paramount importance in the foundation of what must be consid­
ered the first uniquely Canadian school of painting - a truly national vi­
sion which served as a touchstone for future generations of landscape art­
ists in this country. 
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Resume 

WILLIAM CORNELIUS V AN HORNE, DIRECTEUR 
ARTISTIQUE, CANADIAN PACIFIC RAILWAY 

Au debut des annees 1880, d'importants paysagistes du Dominion, la plupart 
desquels etaient membres de l' Academie royale des arts du Canada, recherchaient 
un sujet qui traduirait le nationalisme de leurs protecteurs, le gouvemement du 
Dominion et l' Academie. lIs tentaient de trouver des paysages qui pourraient 
symboliser la prosperite future du pays et qui donneraient a la nation un nouveau 
sentiment de fierte. Pour une grande partie de la population canadienne, la magni­
ficence legendaire des montagnes Rocheuses representait deja la nationalite mais 
les peintres pouvaient difficilement atteindre ces regions eloignees. 

Au cours de cette periode, le Syndicat des chemins de fer du Canadien Pacifi­
que lan<;ait une campagne de publicite de grande envergure qui visait a attirer I'at­
tention sur le recul de la frontiere nord-ouest. C'est pour cette raison que le Cana­
dien Pacifique a juge necessaire d'avoir a sa disposition des oeuvres illustrant ces 
regions de I'Ouest qui devenaient accessiples. 

William Comelius Van Home, directeur general du Canadien Pacifique, a bril­
lament con<;u une fa<;on de repondre aux besoins des peintres et de la Societe. Des 
1882, il offre aux artistes, dont les oeuvres feraient office de vehicule publicitaire 
pour la Societe, de voyager gratuitement a bord de ses trains. Un groupe choisi de 
peintres s'est meme vu offrir a titre gracieux, en sus du transport, l'hebergement, 
la nburriture et des services telegraphiques, le secours d'un aide de camp, des wa­
gons-stations prives, des promesses d'achat pour leurs oeuvres, des commandes et 
de l'aide concern ant l'organisatibn d'expositions de tableaux representant le Ca­
nadien Pacifique et le Nord-ouest. Toutefois, en echange de tous ces avantages les 
artistes tels John Arthur Fraser, Lucius Richard O'Brien, William Brymner, John 
Hammond, George Horne Russell et Albert Bierstadt devaient se conformer aux 
gouts esthetiques de Van Horne, qui veillait a chaque etape du programme. Van 
Home voyait a toutes les commandes ayant trait au Canadien Pacifique: il four­
nissait des ·pl,l9tographies aux artistes, leur donnait des suggestions precises con­
cemant la composition et la taille de l'oeuvre, exprimait unjugement critique sur 
celle-ci et en dernier lieu l'acceptait ou la rejetait. De fait, nous pourrions meme 
dire que le role que jouait Van Home aupres des artistes etait plutot celui d'un 
mentor que d'un protecteur. 

Le programme de protection des arts mis sur pied par Van Horne a attire telle­
ment d'artistes dans le Nord-ouest qu'en 1887 les paysages des montagnes Ro­
cheuses dominaient dans l'art canadien. Le programme a tres bien reussi a faire 
accepter, pour la premiere fois, a la population canadienne le my the de la terre en 
t~mt que fondement de l'art national. La protection du Canadien Pacifique sous la 
gouveme de Van Home a exerce une tres grande influence sur la fondation de la 
premiere "ecole" de peinture entierement canadienne, en instaurant une veritable 
vision nationale qui a servi de base aux generations futures de paysagistes cana­
diens. 

Traduction: Marianne Thomas 
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MODERNITE ET CONSCIENCE SOCIALE: 
LA CRITIQUE D'ART PROGRESSISTE DES 
ANNEES TRENTE 

Les annees trente, loin d'etre une periode de gran de noirceur qui n'au­
rait eu son terme que dans les actions ec1atantes des Pellan et Borduas, 
presentent, a plus d'un titre, un grand interet. Cette decennie est temoin de 
l'emergence irrevocable des problematiques de la modernite en art, si l'on 
ne restreint pas sa definition au seul formalisme moderniste (greenberg­
hien devrions-nous ajouter) et que l'on date les debuts de la modernite aux 
ruptures avec l'academisme (ici fortement nationaliste) au profit de la 
preeminence de l'experimentation formelle et de l'expression sUbjective de 
l'artiste1. Celle-ci implique le renvoi au second plan du sujet peint au profit 
du sujet peignant. Les etapes de ce processus vont du rejet des sujets "offi­
ciels" (soit le paysage national) a la mise en valeur de sujets plus modernes 
ou plus contemporains pour aboutir, a la limite, a l'abstraction non figura­
tive. En paralU:le se consolide un discours critique valorisant cette vision 
de plus en plus sUbjective de la realite objective. En Europe, cette transfor­
mation se fait au milieu du XIXe siec1e alors que ses repercussions furent 
plus tardives en Amerique du Nord; Au Canada l'ouverture aces tendan­
ces modernes ne se realise vraiment que dans les annees trente, malgre 
que1ques tentatives des les annees dix et vingt2. 

Cependant, la conjoncture canadienne presente ceci de particulier 
qu'au moment meme ou e1le commence a s'affirmer c1airement, la crise des 
arts plastiques coincide avec la crise economique. Ceci entraine deux ef­
fets: d'une part, celui d'actualiser, parallelement au developpement d'une 
conscience sociale qui s'accroit avec la cri se, les questionnements sur le 
statut de l'artiste et son mode d'insertion dans la recherche d'un monde 
meilleur. D'autre part, ce1a "ouvre" pour ainsi dire aux artistes canadiens 
le champ de l'art americain, plusieurs artistes ne pouvant plus se payer un 
sejour de formation en Europe se tournent vers les Etats-Unis. De plus, les 
programmes gouvernementaux, comme ceux du W.P.A., constitueront 
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pour certains d'entre eux un modeIe de solution a ces interrogations socia­
les qui viennent se rajouter aux mocteles des avant-gardes artistiques euro­
peennes3. La critique d'art progressiste refletera cet etat de fait, ses concep­
tions de l'art relevant a la fois, et non sans certaines ambigui'tes, des 
problematiques de la modernite telIes qu'elIes se sont developpees en Eu­
rope et des debats americains sur la fonction sociale de l'art. 

La crise economique et le nouveau modele americain 

A cause de l'importance que prend l'exemple americain pour les frac­
tions sociales progressistes canadiennes qui, dans le domaine de la critique 
d'art de gauche se signale par les nombreuses references faites aux projets 
gouvernementaux ou aux artistes americains a l'interieur de ses articles, 
nous croyons qu'il n'est pas inutile de rappeler la nature des debats autour 
du rapport art et societe. 

On sait que dans le cadre de la politique du New-Deal de Roosevelt, de 
nombreux projets mirent a contribution les producteurs culture Is de divers 
secteurs afin de sou lager la misere dans cette categorie specifique de la po­
pulation. Mais ces projets visaient beaucoups plus qu'a etre un simple sys­
teme "d'assurance-chamage" deguise. Dans le domaine des arts visuels le 
plus connu reste le W.P.A./F.A.P. (Works Progress Administration's Fe­
deral Art Projects, 1935 a 1943). Mais plusieurs autres permirent egale­
ment d'embaucher des artistes pour la decoration d'edifices publics, pour 
l'enseignement decentralise des arts plastiques dans les nombreux Com­
munity Art Centers crees dans la foulee des investissements gouvernemen­
taux, pour la gestion des galeries d'art de ces Centres et pour experimenter 
et realiser des films sur les differentes techniques artistiques4. En somme, 
ces projets contribuaient non seulement a agrementer par des murales les 
edifices publics, ce qui etait deja une certaine maniere de mettre l'art a la 
portee de tous, mais ils repondaient aussi, grace aux Community Art Cen­
ters, a une comprehension encore plus large de la democratisation de l'art 
puis que ce dernier devenait une pratique accessible a tous. L'art cesserait 
d'etre le privilege d'une elite eclairee pour devenir un mode d'education et 
un bien de consommation courant. Si certains emirent quelques reserves, 
voyant dans cette democratisation de la pratique artistique un danger pour 
la qualite future de l'oeuvre d'art a laquelIe on risquait desormais de prefe­
rer la quantite, il n'en demeure pas moins qu'on etait plutat favorable a ce 
nouveau projet de societe qui, partant d'un ideal democratique, permet­
trait une redefinition du statut social de l'artiste. On voyait de bon augure 
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que l'artiste sorte enfin de sa tour d'ivoire, de la solitude de son atelier et de 
cette mise a l'ecart du projet social ou depuis le XIXe siecle, la societe in­
dustrielle, la fin des mecenats royaux et le commerce prive de l'art 
l'avaient enferme. L'artiste devait donc devenir, selon les termes meme 
d'Audrey McMahon, un des directeurs regionaux du W.P.A./F.A.P., un 
travailleur produisant de l'art pour le peuple americain5. 11 pourrait desor­
mais se definir comme citoyen actif a l'interieur de ce qui, aux yeux du 
gouvernement et des administrateurs du W.P.A., apparaissait comme une 
revolution sociale. Cependant, pour les administrateurs et les artistes les 
plus conservateurs, il ne faisait pas de doute que cet art democratique se­
rait aussi un art a la gloire de la nation americaine, la base d'une nouvelle 
culture nationale6. Ils croyaient que grace au patronage de l'Etat, les 
Etats-Unis etaient a l'aube d'une nouvelle Renaissance artistique devant 
marquer, avec la redefinition du role social de l'artiste, la naissance d'un 
art authentiquement americain. Un sujet pictural s'imposait d'office, ou 
peu s'en faut, aux travaux des artistes engages par le gouvernement, celui 
de la "scene americaine" (American Scene) rurale ou urbaine, dont il sem­
blait evident a plusieurs qU'elle ne puis se se realiser qu'a travers des proce­
des picturaux realistes7. 

L'unanimite ne regnait cependant pas toujours entre les administra-
. teurs de ces projets gouvernementaux et les artistes. Pour les plus cons­

cientises, la crise economique et surtout le travail collectif et les nombreu­
ses rencontres que permettaient des projets comme ceux du W.P.A. les 
conduisaient non seulement a redefinir leur statut d'artiste dans la com­
munaute sociale, mais a remettre aussi en question leur perception d'eux­
memes et leur conscience de classe. Pour certains, comme Rockwell Kent, 
l'individualisme de l'artiste est un anachronisme et ses interets rejoignent 
ceux des travailleurs: "Since the artists as a class are propertyless, ecrit-il 
en 1936, their basic interests are closely allied with the workers in 
generaI8." Cette conscience, renforcee par le fait qu'ils devenaient eux­
memes des employes de l'Etat, donc ayant des conditions de travail a de­
fendre, les amenerent a organiser un syndicat qu'ils con<;urent sur le mo­
dele des grands syndicats ouvriers, avec lesquels ils voulaient faire 
alliance. Ainsi, l'artiste Stuart Davis, qui sera le vice-president de l'Artists' 
Union, un syndicat cree en 1933, ecrivait: 
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we would achieve little working as an isolated group. But we 
have faith in our potential effectiveness precisely because our 



direction naturally parallels that of the great body of produc­
tive workers in American industrial, agricultural, and profes­
sional life9. 

Cette identite de vue avec les classes laborieuses se renforce encore en 
1936 avec la creation d'un organisme plus large, l'American Artists' Con­
gress, qui adopte la ligne du front uni anti-fasciste et propose une action 
collective avec les aut res organismes engages dans la lutte contre la guerre 
et le fascisme. Pour ce groupe d'artistes, l'action culturelle est con9ue 
comme faisant partie d'une lutte pour la transformation sociale. Ce droit a 
la culture deja invoque par les administrateurs du W.P.A. est pour les pro­
gressistes inseparable d'une transformation vraiment democratique voire 
revolutionnaire de la societe americaine. Plus qu'un ideal nationaliste ils 
definissaient un programme de changement social. Le front uni anti­
fasciste, te1 que sous-tendu par une ideologie de gauche, represente donc 
un outil de cette transformation. 

Cependant, la communaute artistique oeuvrant au sein des projets etati­
ques n'etait pas divisee que sur la seule question du choix politique entre 
un nationalisme plut6t conservateur ou une option plus radicaIe et ouvrie­
riste. Un autre debat s'instaurait aussi bien dans un camp que dans l'autre, 
entre les tenants du realisme et ceux de l'art abstrait. On a deja mentionne 
l'importance qu'a pris dans les annees trente la question de la representa­
tion de la nouvelle Amerique. Mais le caractere realiste que devait prendre 
cette illustration ne faisait pas l'unanimite. Meme au niveau de la direction 
de la Mural Division du W.P.A./F.A.P. on retrouve un defenseur de l'abs­
traction, le peintre Burgoyne Diller (1906-). On mesure cependant la force 
de l'ideologie nationaliste et de l'esthetique realiste au fait que ceux qui s'y 
opposaient devaient structurer leur defense sur les arguments meme de la 
partie adverse en lui opposant un "realisme nouveau", ce1ui de l'abstrac­
tion, que l'on comparait a la realite nouvelle definie par les sciences. 

Des peintres progressistes comme Stuart Davis (1894-1964) ou Louis 
Lozowick (1932-1973) (fig. 1), dont les procedes picturaux se rapprochent 
beaucoup plus des recherches modernistes contemporaines que du rea­
lis me social, se doivent de presenter I'abstraction comme une force sociaIe 
positive. Aux critiques que leur font leurs confreres de gauche qui preten­
dent qU'elle n'est pas apte a vehiculer un contenu social, ils rep on dent que 
l'art n'a pas a etre un reflet de la nature, qu'il a ses proprietes specifiques et 
que l'art moderne est une nouvelle force de notre temps. Louis Lozowick 
dira de celui-ci qu'il engendre des formes positives qui vont dans le sens de 
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fig.! Louis LOZOWIC K, Pillsburgh. 1922-23, hlll!e sur toi1e. 30 A 17", Whimey Museum of American 
An Gift of Mr a.nd Mn.. loe WI~l>C:n (Pho!O: J Ferrllrl. Wh,tney Museum of Amencan Art, 
New York, acq. ::.83.50.) 



l'emancipation du proletariat americain. Son developpement devrait donc 
suivre celui du mouvement revolutionnaire lO. Il est par ailleurs sympto­
matique que Stuart Davis doive s'affirmer peintre de la "scene americaine" 
dans le plaidoyer qu'il fait pour justifier ses "emprunts" au cubisme euro­
peen. Illes presente comme un recours a des experiences "universelles", 
comparables a ce que l'on fait en science et ne mena<;ant donc pas le carac­
tere "americain" de sa production 11. Le nationalisme, on le voit, etait alors 
une donnee ideologique avec laquelle les producteurs et les critiques, 
meme progressistes, devaient obligatoirement composer. 

Au Canada au contraire, le questionnement progressiste en art accom­
pagne sou vent une remise en question du nationalisme du Groupe des Sept 
et se reclame d'un universalisme et d'un international is me certain. Or, 
cette contestation du Groupe des Sept se fait entre autre par l'affirmation 
de l'aspect secondaire du sujet en peinture. En ce sens, cette position evo­
que peut-etre celle d'artistes americains tels que Davis et Lozowick, sur­
tout pour des peintres comme Fritz Brandtner (1896-1969) ou Marian 
Scott (1906-) qui voyaient dans la liberte de l'expression artistique la 
source de nouveaux rapports humains. 

Par contre, iorsqu'on peut noter chez les artistes canadiens une in­
fluence evidente des themes et des procedes propres aux peintres de i'Ame­
rican Scene - nous pensons ici aux scenes urbaines de T.R. MacDonald 
(1903-1978) ou de Philip Surrey (1910-), aux scenes populaires de Miller 
Brittain (1913-1968), aux scenes rurales, presque muralistes, de Maurice 
Raymond (1912-) ou de Jean-Paul Lemieux (1904-) -, elle prend le carac­
tere d'une ouverture face a certains courants "internationaux", c'est-a-dire 
americains! N'est-il pas paradoxal cependant de se referer, contre le natio­
nalisme local, a un modele qui dans le contexte de sa propre formation so­
ciale, celle des Etats-Unis des annees trente, constitue la marque d'un na­
tionalisme triomphant? Il faut dire qu'au Canada le choix de ce type de 
sujets, urbains et quotidiens, temoignent aussi d'un certain humanisme qui 
se developpe parallelement a la crise economique et sociale. Enfin l'entre­
prise americaine de democratisation de l'art et le role qu'y jouent les pro­
ducteurs interessent au plus haut point les artistes et les critiques can a­
diens de gauche. Ces questions seront d'ailleurs largement discutees a la 
Conference de Kingston en 1941, qui fut a l' origine de la creation de la Fe­
deration des artistes canadiens et qui comptait parmi ses conferenciers in­
vites des representants du W.P.A.12. 
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Du nationalisme a l'internationalisme: The Canadian Forum et 
Graham Campbell McInnes 

La critique d'art qu'on peut largement qualifier de progressiste, c'est-a­
dire qui tente d'associer a ses reflexions esthetiques un certain questionne­
ment sur la democratisation de l'art et l'implication sociale de l'artiste, ne 
s'exprime pas que dans des journaux ou periodiques torontois de gauche 
tels: The Canadian Forum, le Daily Clarion ou New Frontier. Ainsi Gra­
ham C. McInnes, un des principaux representants de cette critique pro­
gressiste tient-il une chronique reguliere, "The World of Art" dans un jour­
nal populaire de Toronto, le Saturday Night, qu'on ne peut en aucun cas 
qualifier de "feuille gauchiste"! De la meme maniere s'expriment, entre au­
tre sous la plume de Walter Abell (dans Maritime Art qui deviendra en 
1943 Canadian Art), des positions qui sont typiques du discours de gauche 
sur l'art canadien. Bien que toutes ces pUblications soient exterieures au 
Quebec, il n'en demeure pas moins que ce sont tres souvent des artistes 
montrealais qui furent mis de l'avant par ces critiques progressistes. En ef­
fet c'est a Montreal que se joue vraiment, au niveau ideologique, la lutte 
contre l'academisme et le nationalisme oblige du Groupe des Sept. 11 suffit 
simplement de penser aux ecrits de John Lyman et de Robert Ayre et a la 
fondation en 1939 de la Societe d'art contemporain. Montreal est donc et 
ce des les annees trente, la tete de pont de l'ouverture a l'internationalisme. 
Or, nous l'avons souligne precedemment, la specificite de la conjoncture 
artistique canadienne est telle que l'ouverture a l'internationalisme, la va­
lorisation d'une.pratique plus SUbjective et formalisante en art se fait tres 
souvent de fagon paralleIe a une remise en question du statut de l'artiste. 
Ce n'est donc pas un hasard si l'on retrouve dans les premieres listes des 
membres de la Societe d'art contemporain des artistes reconnus pour leur 
implication sociale comme Fritz Brandtner, Marian Scott, Louis Muhls­
tock (1904-) ou Alexandre Bercovitch (1893-1951). Quant a Graham C. 
McInnes, il fut sans aucun doute un des critiques torontois qui contribua 
le plus a populariser la problematique formelle de ces artistes montrealais 
et, a notre avis, sa pensee critique synthetise assez bien la forme que va 
prendre, dans ce milieu, la reflexion sur l'art et la societe. 11 nous semble 
par consequent pertinent d'en developper les grandes articulations avant 
de presenter celles des positions plus radicales et aussi, il faut bien le dire, 
plus marginales. Mais il faudrait prealablement rappeler l'evolution des 
positions culturelles prises par The Canadian Forum, revue liee a la Ligue 
pour la Reconstruction Sociale puis a la Commonwealth Cooperative Fe-
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deration (C.C.F.) et pour laquelle McInnes ecrira regum~rement a partir 
de 1935. 

The Canadian Forum a toujours tenu, et ce depuis sa fondation en 1920, 
une chronique sur les arts visuels, reproduisant de surcroit des oeuvres ou 
illustrations des artistes qU'elle appuyait. Or, jusqu'en 1935, les artistes va­
lorises par la revue se retrouvaient parmi les membres du Groupe des Sept 
ou leurs proches "successeurs". Si certains auteurs, dont Barry Lord13, ont 
amplement ecrit sur les rapports materiels et ideologiques qui unirent le 
Groupe des Sept a la fraction nationaliste de la bourgeoisie canadienne, 
peu d'auteurs ont souligne comme Margaret F.R. Davidson14, l'appui qu'a 
egalement re<;u ce Groupe de la part de la gauche canadienne qui, dans les 
annees vingt, autant du cote des sociaux-democrates que des 
communistes15 defendait une ligne politique de lutte pour l'independance 
nation ale du Canada. On ne saurait donc s'etonner du fait que la gauche 
ait pu, a l'instar de la bourgeoisie nationale anglophone, appuyer un 
groupe de peintres qui se presentaient comme les tenants d'un art national, 
soi-disant formellement et spirituellement independant de tout art euro­
peen. 

Le remaniement du Bureau editorial du Canadian Forum en 1935 ne 
peut etre interprete que comme un changement de ligne politique du aux 
conditions economiques et internationales. 11 annonce aussi une modifica­
tion des points de vue exprimes sur la question artistique. Peu a peu les ar­
ticles traitant de ces questions vont se concentrer sur des artistes qui, a 
l'encontre du Groupe de Sept, se sont ouverts aux courants internationaux 
et qui, tout en secondarisant au profit des questions formelles la question 
du sujet pictural presente, developperent une iconographie assez antitheti­
que a celle du Groupe des Sept, a savoir une iconographie de la ville et de 
la vie quotidienne. Les illustrations reproduites dans Canadian Forum 
changent egalement. Plus la crise economique fait rage, plus les portraits 
de chomeurs et de misereux remplacent ceux des montagnes et des forets 
vierges. L'arrivee, en 1935, au comite editorial de l'artiste Pegi Nicol 
(fig.2) dont les sujets, plutot urbains, et les procedes picturaux peuvent 
etre, dans le contexte de l'art canadien, consideres comme modernes et ori­
ginaux, n'est sans doute pas etrangere a ce changement de ligne qui sera 
definitivement affirme dans les chroniques de G. McInnes. 

A l'interieur de ses articles parus dans Saturday Night comme dans The 
Canadian Forum, Graham McInnes defend souvent des artistes montrea­
lais connus tant pour leur pratique engagee que pour leur ouverture aux 
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courants internationaux ce qui va de pair avec un certain rejet du paysa­
gismc nationaliste caractcristique du Groupe des Sept L6. Quant a la con­
ception de la pratique arlistique qui emerge de la lecture des articles de 
Mclnnes, elle demeure assez complexe. S'LI denonce toute tentative de 
faire du sujet pictural, fut-il national, le critere de Jugement sur l'oeuvre 
d'art 17. il ne prone pas pour autant I'abstraction dont 1I denonce parfois les 
~exces~. Ainsi, couvrant une exposition d'art sovietique qui avait lieu it 

I'Art Gallery de Toronto en 1936, il souligne que I'mtegralion que font les 
peintres sovietiques des tendances modemes de I'art fran~ais et allemand 
presente le merite d'en eviter les exces Ies plus fantastiques l8. En fait, illui 
arrive meme de denoncer le cote esol<~rique d'un courant comme le surrea­
Iisme19. Pour lui raft doit etre comprehensible et accessible a tous. !lIe 
com;oit comme une force vi tale pour la communaute. C'est le cas ecrit-il: 
~ [ ... ] only when the arts are lived in the lives of the people so that they are 
no longer thought of as 'Art' but as one aspect of a fully rounded and nor­
mal existence20: 

On retrouve ici I'ideal d'un art democralique tcl que I'avaient formule 
Ics membres du W.P.A. Neanmoins it ne faudraLt surtout pas conc1ure 

89 



Ji~" Louis1\IUIIlSTOCK, P(l""~ SDUII·Charln. 1941, hUlk sur JIIInneau, ~S .l 6Ocm, CoIl«uOfI de 
l'anl~lC' (Photo: xnlCc dn al:II\IIO cullUrC'lIn, VIIII' de MoolTC'a11 

pour aUlanl que Mclnnes defende une conception de !'arl comme propa­
gande21 ou encore comme vehicule d'un message social, Melanger I'art a la 
sociologie a IOUJours ele dangereux, ecrira-I-iI22, 11 reprochera meme a 
deux artlstes qu'il admire pourtant beaucoup, Fritz Brandtner et Paras­
keva Clark (fig.]), d'avoir. dans ccrtames oeuvres, subordonne leurs passi­
bllites d'expression plastique au message politlque2J , 11 reconnait cepen­
dallt qu'il PUlSSC elre mteressanl de relrouver une cerlame conscience 
sociale a Iravers des oeuvres, en autanl qu'elJe n'mterfere d'3ucune ma­
niere avec la "bonne peinture". C'esi, dira-i-i!, cc qu'arrivem it f3ire cer­
lains arlistes americainsN tOUI comme le pelnlre canadien Louis Muhls­
tock (fig,4) qu'il considere comme un des leaders du petit groupe de 
Montreal. Scion IUI, le cas de cet artiste demontre que: 
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[ ... ] it is possible to paint one's immediate environment to see 
forms and relationships from one's back window, and at the 
same lime to pamt well, alld ill a manner as fine and as native 
10 thiS country as the most gnarled and twisted pllle of the 
most Jagged rock In the North Country. 

Et I! 3Joute un peu plus loin CC qui est la base de sa conception de I'art : 
[ ... ] the purpose of art IS not to ~hold a mirror up to nalure~and 



thus, though evocative qualities may be very important, it is 
the inner structure of a work that is of primary importance25 . 

Cet extrait d'un article de McInnes introduit ici deux aspects impor­
tants de sa pensee critique. Premierement il denonce l'acharnement it faire 
du paysage national le seul theme d'un art canadien. A celui-ci il oppose, 
malgre le peu de cas qu'il fait par ailleurs du sujet pictural, une "scene ca­
nadienne" contemporaine, une iconographie plus urbaine et plus pres de la 
realite quotidienne. Alors que A.Y. Jackson, eminent representant du 
Groupe des Sept, deplorait que les jeunes peintres ne fassent plus que des 
fonds de cour, abandonnant ainsi les grands ideaux d'une peinture natio­
nale26, McInnes defend comme et ant tout aussi "canadienne" la vie des vil­
les27 et retient pour sa serie d'articles sur les "Artistes contemporains" pu­
bliee dans The Canadian Forum plusieurs peintres qui s'interessent it la 
scene contemporaine. 

Mais cette defense d'une nouvelle "scene canadienne" (terme employe 
sans doute par analogie avec 1"'American Scene') ne conduit pas McInnes 
it proner un nouveau sujet pictural national, comme cela se produit it la 
meme epoque aux Etats-Unis. 11 n'aurait fait alors que deplacer la proble­
matique du Groupe des Sept. En fait, et nous abordons ici le second aspect 
de cette pensee it laquelle nous introduisait la citation sur Muhlstock, 
McInnes conc;oit d'abord et avant tout l'art comme un travail specifique 
sur les relations formelles telles que le peintre les pen;oit subjectivement. 

Interest in the North or contemporary life are both meanin­
gless unless they are used as a "pied it terre" for excursions 
into the realm ofform. As John Lyman wrote recently in the 
Montrealer: "The talk of the Canadian Scene has gone sour. 
The real Canadian Scene is in the consciousness of Canadian 
painters, whatever the object of their thought28 . 

Avec les peintres contemporains, ecrit-il, l'interet s'est deplace du sujet 
aux procedes ("matter to manner") et d'un procede de groupe (allusion au 
Groupe des Sept) it un procecte individuel. Par contre, on l'a deja souligne, 
McInnes n'est pas tres favorable aux formes d'art qui tendent trop vers 
l'abstraction. Pour lui, l'experience formelle et sUbjective de l'artiste est le 
produit de son environnement. Celui-ci doit nourrir l'artiste qui, s'il sait 
traduire son experience et les sentiments que lui inspire cet environnement 
dans un travail formel bien organise, pourra rejoindre sans difficulte le pu­
blic et devenir alors une force vitale dans sa communaute29. Cette maniere 
de definir la pratique artistique comme une experience it la fois de l'indi-
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vidu et de son milieu nous renvoie, au-dela des conceptions qui avaient 
cours au sein du W.P.A., a celle defendue au XIXe siecle par Emile Zola 
comme expression de la nature vue a travers un temperament30• En ce 
sens, McInnes, tout comme la plupart des peintres et critiques canadiens 
de cette epoque, ne peut encore vraiment accepter l'abstraction comme 
une des formes d'expression possible de l'experimentation subjective, puis­
que l'art doit aussi etre une reinterpretation du milieu. En fait McInnes de­
fend toujours, bien qu'ille secondarise, le sujet pictural figuratif. Mais con­
trairement a ce que pretend C. Hill3!, ces "ambiguites" de la position 
artistique de McInnes ne sont pas que le symptome de ses positions politi­
ques. En effet, on l'a bien vu, meme s'il pretend a une integration sociale de 
l'art,jamais il n'endosse une conception de l'art comme vehicule d'un mes­
sage social et encore moins comme instrument de propagande. En fait sa 
conception, comme celle de plusieurs de ses con tempo rains canadiens, est 
typique des conceptions de l'art qui marquerent en general la periode de 
transition entre l'art academique et le modernisme. Et si ces conceptions 
affirment en premier lieu la liberte d'experimentation de l'artiste, la pri­
maute de la recherche formelle sur le sujet pictural, elles n'en demeurent 
pas moins attachees encore au sujet figuratif. Elles vont cependant le cher­
cher non plus dans la mythologie grecque ou la religion chretienne, mais 
dans les themes de la vie moderne ou personnelle qui doivent etre exprimes 
de maniere sUbjective et originale. C'est cette conception que l'on retrouve 
chez plusieurs des individus qu'il etait convenu de considerer dans les an­
nees trente comme "l'avant-garde" du monde artistique canadien. 

Liberalisme democratique et conception moderne du realisme: une ver­
sion Jrancophone de la critique d'art progressiste? 

La nature vue a travers un temperament. C'est explicitement de Zola 
que se reclame J.-P. Lemieux dans les pages du journal Le Jour32 presen­
tant en cela une conception de l'art semblable a celle defendue par G.C. 
McInnes. 

Certes on ne saurait classifier le journal Le Jour parmi les publications 
progressistes de gauche. 11 est vrai qu'a priori le contexte clerico­
nationaliste de l'epoque ne favorisait pas le developpement d'une intelli­
gentsia quebecoise de gauche, pas plus d'ailleurs que l'attitude des partis 
socialistes anglophones et leur in comprehension des problemes specifiques 
au Quebec ne permettaient une liaison facile avec les canadiens francopho­
nes. On pourrait cependant arguer que se presenter ouvertement comme 
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defenseurs du liberalisme, du federalisme33 et de l'ouverture a l'internatio­
nalisme ou comme detracteurs d'un provincialisme borne puisse paraitre 
fort progressiste dans le Quebec duplessiste d'alors. Ce n'est pas a ce titre 
que nous nous interessons a cette publication mais parce que les concep­
tions esthetiques exprimees dans la plupart des articles sur l'art qui furent 
publies durant les annees trente se rapprochent des positions progressistes 
deja presentees. 

Bien sur, ce n'est pas tant par une denonciation du nationalisme du 
Groupe des Sept que s'amorce dans Le Jour la polemique pour une redefi­
nition de l'art que par une charge contre le regionalisme quebecois a la re­
presentation duquel on semble vouloir condamner les artistes34. 

Si les canadiens-fran<;ais ont ete si mediocres en lettres et en 
arts, ecrit Jean-Charles Harvey, ce n'est pas par penurie de 
talent, mais par l'absence de liberte. Ils ont ete encarcanes. 
Depuis cent ans ils ont subi un fascisme intellectuel qui les a 
annihiles35. 

Ce manque de liberte qui se refiete aussi dans la sclerose du systeme aca­
demique36 est, selon Harvey, la cause premiere de la pietre qualite de nos 
oeuvres d'art. 

Cette position sera d'ailleurs reaffirmee a la suite d'un article de 
Edouard La Doret qui au contraire attribue notre pauvrete artistique a 
l'absence de richesses nationales. Il note, fort pertinemment d'ailleurs, que 
ce fait oblige nos createurs a etre egalement fonctionnaires ou employes 
d'une compagnie ou d'une communaute religieuse pour gagner leur vie37. 

Cette analyse economiste de la situation est cependant exceptionnelle; en 
regIe generale, c'est surtout le man que de liberte qu'on rend principale­
ment coup able de la pauvrete artistique du Quebec. 

Quant a la vision estbetique mise de l'avant dans les pages du journal, 
elle presente, tout comme celle de McInnes, mais aussi de John Lyman et 
Robert Ayre, les caracteristiques des debuts d'un questionnement mo­
derne. C'est en effet l'expression libre de "l'intelligence" et de "l'emotion" 
du peintre qu'on valorise, le sujet peint etant assez secondarise. Conse­
quemment, on rem et aussi en question les pro cedes academiques: ''l'art 
n'est pas photographique, ecrit J.-c. Harvey, il ne vaut que par l'ame des 
choses [ ... 138." Defendant Alfred Pellan, Jean-Paul Lemieux reprend les 
memes arguments. A. propos d'une de ses toiles, il ecrira en effet: "Ce n'est 
pas une photo ni une copie servile de la nature. Ce qu'on voit dans cette 
toile c'est l'emotion ressentie par le peintre [ ... ] c'est sa sensibilite, son in-
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telligence [ ... 139." Cette ouverture aux courants de l'art moderne va 
jusqu'a la reconnaissance de Picasso dont Lemieux dit qu'il est un "geant 
de l'art contemporain". Avec beaucoup d'a-propos il souligne que: 

Tous les decors de la vie d'aujourd'hui portent l'empreinte de 
ses recherches geniales. 11 a decouvert des mondes nouveaux, 
concretise une vision deconcertante des formes et des choses 
qui nous entourent, image les regions inconnues de la pensee 
humaine, et, finalement, il a construit une oeuvre qui caracte­
rise pour ainsi dire le siecle Oll nous vivons40• 

Cependant Picasso semble etre la frontiere de ce qui est "acceptable" 
pour les auteurs du Jour. Aucun article n'y defendra durant la periode des 
annees trente l'abstraction non-figurative. Pourtant dans un article sur la 
peinture contemporaine, Lemieux reprenait une interessante conception 
de l'art qui permettait d'en comprendre et d'en accepter l'evolution. 11 y 
exposait en effet la these suivant laquelle: 

la veritable oeuvre d'art symbolise l'epoque Oll l'artiste a vecu 
[ ... ], represente la culture de cette epoque et les manifesta­
tions de l'esprit qui la dominent [ ... ]; elle est l'image d'une 
civilisation et la synthese des idees qui la distinguent des au­
tres41 . 

C'est precisement cette theorie qui lui perm et de se porter a la defense 
des oeuvres de Picasso et de Pellan comme representatives de leur temps. 
Mais il rejette de fa<;on radicale deux des produits de cette epoque contem­
poraine, soit l'abstraction et le surrealisme dont il dit que: 

C'est un art morbide et malsain, bien caracteristique de not re 
epoque troublee, une recherche aigue des images de la sub­
conscience. Mentionnons encore l'art abstrait, degeneres­
cence du cubisme, combinaison de couleur pour la couleur et 
de la forme pour la forme, sans preoccupation du sujet traite. 
Raffinement d'une societe decadente42• 

11 est curieux de constater comment le jugement moral vient dominer et 
"detourner" la comprehension qU'avait Lemieux de l'art comme produit de 
son epoque. Mais en fait cette "incomprehension" ou pIu tot ce refus de l'art 
abstrait ne renvoie pas, a notre avis, a un strict jugement moral, pas plus 
qu'elle ne renvoyait chez McInnes a une stricte position politique. Au con­
traire, elle est le symptome d'une conception commune de la pratique ar­
tistique comme devant etre fondamentalement "realiste". Pretendre a la 
suite de Zola que la veritable expression artistique "c'est la nature vue a 
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travers un temperament"43 constitue une indication certaine du fait que, 
pour ces penseurs, le monde exterieur demeure et doit demeurer le referent 
necessaire a toute oeuvre d'art, meme s'il est reinterprete par le peintre. Et 
dans le cas de Lemieux cette comprehension de la "realite" ne s'etend pas 
alors a la realite interieure revendiquee par le surrealisme. Lemieux ne pre­
tend-il pas d'ailleurs que: 

La peinture est l'art de creer des illusions sur une surface 
[ ... ] et que l'oeil du peintre [ ... ] est un miroir intelligent qui 
refiete l'image changeante du monde des choses et les inter­
prete sur la toile avec sa sensibilite et sa personnalite44. 

11 n'effectue donc pas la rupture qui permet le modernisme au sens for­
maliste du terme. S'il peut defendre Picasso et Pellan, c'est en definitive a 
titre de veritables "realistes", c'est-a-dire de peintres qui off rent une inter­
pretation contemporaine de la realite. 

Cette conception n'est pas l'apanage de Lemieux. On la retrouve aussi 
sous la plume de Jean-Louis Gagnon qui prend la peine de faire la distinc­
tion entre peinture naturaliste et peinture realiste, cette derniere offrant 
une "traduction picturale des sentiments humains" qui peut cependant al­
ler jusqu'a prendre "l'allure d'un masque fantaisiste sculpte par un poete 
du Bizarre45." Jean Picard-Ledoux epouse aussi cette problematique du 
realisme dans un article sur Pellan Oll il indique qu'il ne faut pas confondre 
objectivite et realisme. Lui aussi utilise Pellan comme exemple du realisme 
veritable: 

Son realisme [ ... ] est limite par ce qu'il represente en tant 
qu'image, mais illimite par sa fa<;on de l'exprimer, et cette fa­
<;on peut aller aussi loin que possible dans l'abstraction, ou la 
deformation sans rien perdre de sa verite [ ... ]46 

Et c'est en ce sens, de conclure Picard-Ledoux, que Pellan est un peintre 
realiste puisqu'il traduit sur le plan pictural le monde reel qui entoure 
l'homme. 

On note donc dans les chroniques artistiques du journal Le Jour une 
ouverture a l'experimentation formelle en autant que celle-ci continue a se 
referer au monde reel. Le tout se double d'une conception de l'artiste 
comme produit de son epoque. On ne s'etonnera donc pas de constater un 
grand interet pour l'art americain et mexicain des annees trente. On y voit 
a la fois un modeIe d'integration sociale de l'artiste et l'exemple de produc­
teurs sachant allier un realisme "personnel et puissant" a une entreprise de 
democratisation de l'art et d'education sociale. Ainsi dans un article de 
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1938, Jean-Paul Lemieux, apres avoir souligne l'envergure de la peinture 
mexicaine et americaine des Rivera, Orozco, Benton et Woods et leur fa­
«on d'interpreter et syntMtiser "l'essence des choses", fait l'apologie des 
projets gouvernementaux de decoration des edifices publics. "Le gouverne­
ment americain, ecrit-il, en plus de donner du travail aux artistes, permet 
de faire oeuvre d'education aupres du public puisque celui-ci, en admirant 
les murales, apprend l'histoire de la science et de l'art47." 

La conception de l'art teIle que defendue dans Le Jour ressemble donc 
bien 11 ceIle que l'on retrouve dans les articles de McInnes. EIle releve non 
seulement d'une lutte pour la reconnaissance de la liberte de l'artiste 11 l'ex­
pression subjective et 11 l'experimentation formeIle mais aussi d'une com­
prehension du role social de l'art comme travail d'interpretation et d'inter­
vention dans le milieu, lequel ne peut cependant se realiser 11 l'interieur de 
formes abstraites. Vne teIle position est typique d'une demarche que l'on 
qualifierait de pre-moderniste (si 1'0n s'en tient 11 la definition greenberg­
hienne du terme). Renvoyant aux problematiques propres 11 la modernite 
en Europe, au XIXe siecle, elle n'en est pas moins traversee, dans le con­
texte specifique d'une Amerique du Nord vivant une crise economique et 
sociale aigue, par des questionnements sur la fonction sociale de l'artiste et 
sur la nature du monde actuel. Ceux-ci viennent s'ajouter aux ambigultes 
et aux hesitations propres 11 une inconfortable situation de transition entre 
l'academisme national sterile et le modernisme triomphant des annees 
quarante. 

L'art au service de la politique: la critique radicale 

Les ambigui'tes dont nous avons parle precedemment sont caracteristi­
ques des gens qui s'interrogent aussi bien sur les revolutions formeIles dans 
le champ de l'art que sur les revolutions sociales sans pour aut ant subor­
donner les premieres aux secondes. Mais au Canada comme ailleurs s'ex­
priment des positions plus "gauchistes" qui, rejetant en bloc ce qui de pres 
ou de loin pouvait renvoyer aux theories de ''l'art pour l'art", pronaient un 
art au service de la revolution. 

De teIles positions sont, on le devine, surtout le fait de la presse commu­
niste, le Daily Clarion ou New-Frontie08• Par contre on en trouve aussi 
quelques exemples dans des publications comme Canadian Forum Oll 
John Fairfax et Frank H. Underhill y defendent des positions assez radica­
les49. Tous deux s'accordent pour reconnaitre que dans la conjoncture ac­
tueIle Oll I'humanite ne semble avoir d'autre choix que le fascisme ou le so-
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cialisme. I'artiste doit devenir rouge ou mourirJO, Le temps de 
I'individualismc ct dc la lOur d'jvoire est fI!volu. Underhill se desole conse­
quemment du fait que les arlistes canadiens soient, contralrement it leurs 
confreres americains, si peu preoccupes par la dissolution de la civilisation 
Qui se produil sous leurs yeux, 11 deplore le fait Qu'en cetle annee 1936 
ceux-ci s'adonncnt encore a leurs "ruminations rustiques"! 

11 s'atlire cependant une reponse virulente de la part d'Ehzabeth Wyn 
Wood (fig,5), une sculpteure proche de ce Groupe des Sepl qui repn!sen­
tait sans doutc pour Underhillla quintessence mcme de la rumination rus­
lique canadiennesl , Si la passion europeenne pour la iulte des classes, 
ecril-ellc, pcut parfois produire un grand art, elle ne voit par contre pas 
pourquoi I'aniste canadien devrait peindre le proletariat russe ou des cha­
teaux en Espagne. Pour elle le Canada ne panage pas les problcmes de ci­
vilisation des pays euroveens; il ne connait pas de reels problemes de 
classe, de race, ni meme de reaction, sauf nu Quebec. Meme nos million­
.mires sont de "chic types" (fineJelfows) qu'on rencontre sur Ics sentiers du 
Grand Nord, qui ant leurs doulcs el qui. s'ils ont la bonne fortune de trou­
ver une mine ou deux, se la fonl confisquer par le gouvemement! Les artis­
tcs n'onl pas a se meler de la crise economlque. Selon elle, le vrai probleme 
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est d'ordre spirituel et l'artiste ne peut contribuer a la regenerescence spiri­
tuelle qu'en allant se ressourcer sur les rochers et les rivages deserts du 
Bouclier pre-cambrien. La riposte est rapide. Elle se manifeste sous la 
forme d'un article "Come Out from Behind the Pre-Cambrian Shield"52, de 
Paraskeva Clark, artiste torontoise, amie de Norman Bethune, membre 
des comites d'aides a l'Espagne et plus tard a l'U.R.S.S. Pour sa part elle 
exhorte les artistes a sortir du monde irreel des rochers steriles et a s'iden­
tifier a la lutte de leurs freres humains; l'artiste doit s'impregner de la vie 
qui l'entoure. Le role le plus exalt ant qu'il puis se avoir est de defendre la 
civilisation et de travailler a son progres. 

En fait les positions de Fairfax et de Underhill rejoignent en grande par­
tie celles exprimees dans une pUblication communiste, le Daily Clarion. 

Entre 1936 et 1939, les articles sur les questions culturelles ne sont pas le­
gion a l'interieur de ce quotidien et ceux concernant les arts visuels encore 
moins. Une fois exclus les articles sur le theatre, la danse et l'action syndi­
cale des artistes53 (soit une vingtaine) il en reste a peu pres autant sur les 
arts plastiques. La grande majorite ne sont que de courts entrefilets relatifs 
au W.P.A., aux murales d'artistes progressistes americains comme Rock­
well Kent, a des expositions, a des oeuvres ou a des prix obtenus par des ar­
tistes torontois proches du Parti communiste canadien (P.c.c.) comme 
Nathan Petroff et Henry Orenstein. On trouve aussi quelques articles sur 
la culture en U.R.S.S. ou sur des artistes etrangers "mode1es", comme le 
peintre americain et caricaturiste de New-Masses William Grooper, ou en­
core la communiste anglaise Felicia Browne, morte au front espagnol. On 
souligne d'ailleurs a prop os de cette derniere, ce qui est caracteristique de 
l'aspect secondaire que semble avoir la fonction d'artiste au sein du parti, 
que: "it was not as an artist that she offered herself to the advance guard of 
the working class but as a comrade ready for whatever work there was to 
be done54." 

Ce n'est qu'a travers quelques textes un peu plus "consistants" qu'on 
peut concevoir ce que pouvait etre la ligne du parti en matiere d'art. visuel 
laquelle s'appuie principalement sur une interrogation au sujet de la fonc­
tion sociale de l'artiste. On deplore, un peu corn me le faisait Underhill, 
qu'il y ait si peu de producteurs canadiens qui s'impliquent socialement et 
peignent pour des raisons plus vitales et plus fortes que celles d'ordre pro­
fessionnel!55 On leur oppose les modeles de l'artiste du Mexique, des Etats­
Unis ou de la France du Front populaire qui renouent avec la grande tradi­
tion du XVIIIe siecle ou les ecrivains etaient aussi des hommes d'action, 
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etudiant dans la rue et non dans leur tour d'ivoire56. Le Daily Clarion en­
treprend de denoncer l'individualisme et la doctrine de ''l'art pour l'art". 
Neil Stuart va meme jusqu'a associer cette theorie a la soi-disant "deca­
dence" de la France d'avant le Front populaire57 et a celle de la societe en 
general: 

The doctrine of "Art for Art's sake" with its resultant divorce 
of the cultural from social life had caused art to fall into the 
arid wastes ofunrealism, byzantism and fads whose sole use­
ful purpose was to expose the uselessness and bankruptcy of 
the society which had produced it58 . 

Dans un article sur les peintres Goya et Morrice on rep rend aussi cette 
denonciation de l'art pour l'art en opposant au peintre espagnol du XVIIle 
siecle, Goya, le peintre canadien Morrice dont on fait un representant de 
cette theorie [with] "no temperament, no philosophy, no attitude to huma­
nity, no attitude to Nature59." L'oeuvre de Goya, dont l'exposition qui est 
commentee dans l'article ne portait, soulignons-Ie, que sur ses gravures 
des Desastres de la guerre, est presentee comme celle d'un peintre sociale­
ment implique, a l'encontre de Morrice dont on espere qu'il n'aura pas 
d'influence sur les jeunes artistes! Par ailleurs on n'aborde jamais dans les 
pages du Daily Clarion la question de la production artistique en tant que 
telle! Quel interet reconnait-on au travail formel? Si l'on annonce avec Jac­
ques Duclos6o que le socialisme permettra le developpement d'une culture 
liberee de la commercialisation que la dictature economique du capita­
lisme lui impose, on ne sait trop dans quels termes sera conc;ue cette li­
berte. QueUe reconnaissance a-t-on reeUement de la pratique artistique? 
Doit-elle obligatoirement s'en tenir au realisme sous peine d'etre accusee 
de tomber dans les pieges de ''l'art pour l'art"? Ces questions, on l'a vu, 
etaient d'actualite a l'epoque mais on n'y repondait guere dans le Daily 
Clarion. 

11 semble assez evident que pour le P.C.c. la fonction d'artiste doit etre 
subordonnee a la fonction militante. En tout cas le post-mortem de Felicia 
Browne ci-haut mentionne le laisse clairement entendre. L'artiste a un 
message social a transmettre et se "refugier" dans des preoccupations d'or­
dre formel serait faillir a cette mission. Dans ce contexte il semble que la 
question de "revolutionnariser" l'art ne se pose pas pour les tenants de la 
revolution sociale. L'artiste n'est pas revolutionnaire par ses experiences 
formeUes mais par son activite politique et le contenu narratif de ses oeu­
vres. 
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11 faul cependanl nOler que consequemment a la ligne polilique defen­
due par le P.C.c. duranl les annees trente, celui-ci faisait passer I'implica­
lion sociale de I'artiste par sa participation au front-uni anti-fasciste. Or 
concr«!temenl cela a des effets assez positifs. En effet l'adoption de la politi­
que du front-uni par le IlIe lnternationale communiste en 1935 eu pour 
consequence de liberaliser un peu I'attitude des partis communistes occi­
dentaux a regard des sociaux-democrates, des liberaux progressistes et des 
intellectuels avec lesquels on espere creer ces fronts-unis. Au Canada l'ap-

fig.6 Fritz BRANDTNER. AbslMcrion. 1932. ellcre. crayon de couleur et gouache sur papier. 65.g x 
49.5 cm. Agne.« Ethenngton An Centre. (Photo: Agne.« ElhcTmglon Art C"ntrt. Kmgslon.) 
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plication de celle ligne politique a ett!, si ran en croit certarns comment a­
leurs, IIlterpretee de maniere assez laxiste. Cela a permis a des art iSles non­
commumstes et, qUi plus est a I'avant-garde des recherches formelles 
(comme Fntz Srandtner [l1g.6]. Marian $cOlt [fig.7]. Paraskeva Clark et 
Pegi Nicol Macleod), de participer eux-aussi a des comites d'aide a I'Espa­
gne ou a rU.R.S.S. et a des activites anti-fascistes sans avoir pour aulant it 
adherer a des positions de type realisle socialiste comme d'autres artistes 
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plus proches du P.C.C., tels que Frederick B. Taylor (1906-) ou Leonard 
Hutchinson (1896-1980). On ne saurait cependant nier l'importance de 
l'action du Dr. Norman Bethune quant a cet~e implication des artistes 
non-communistes dans des activites patronnees par le P.C.C.61. 

Les positions les plus gauchisantes sur l'art ne rejoignirent en definitive 
que peu de critiques et d'artistes canadiens. Les praticiens vecurent cepen­
dant le dilemme d'une recherche plastique menee la plupart du temps dans 
la solitude de l'atelier (conditions objectives qui les differencient de leurs 
confreres americains integres grace aux projets gouvernementaux dans des 
structures de travail plus collectives) et d'un questionnement sur leur role 
au sein d'un monde en bouleversement. Leur art, tout comme les positions 
politiques qu'ils prirent, reffete cette ambivalence. En effet s'ils defendirent 
la plupart du temps des positions modernes en art, leurs reffexions plus po­
litiques ou humanitaires les conduisirent sou vent a s'impliquer dans des 
luttes anti-fascistes, dans des actions pour la democratisation de l'art et 
dans des demarches aupres des auto rites gouvernementales pour que cel­
les-ci initient des projets similaires a ceux du W.P.A. americain. Ceux-ci 
ne se realiseront pas evitant peut-etre ainsi aux artistes canadiens les 
ecueils de la creation d'un realisme social national tels que les confron­
taient leurs confreres du Sud. En fait les seuls exemples import ants que 
l'on ait de ce "genre" pictural sont le fait de tableaux realises durant la se­
conde guerre mondiale alors que le gouvernement fournira un certain ap­
pui aux artistes charges d'illustrer non seulement les hauts faits du champ 
de bataille mais aussi, grace en bonne partie aux pressions de F.B. Taylor, 
ceux de l'industrie de guerre. De la decoule un corpus de representations 
industrielles et ouvrieres sans precedent dans l'histoire de la peinture cana­
dienne qu'il faudra bien un jour analyser. 

Mais ce type d'oeuvres est conjoncturel et il faut reconnaitre que la pro­
duction de la plupart des artistes reputes alors comme etant "progressistes" 
coincide avec les positions exprimees par la critique d'art. Elle temoigne, 
au niveau des pro cedes picturaux de l'adhesion aux ruptures inaugurees 
par les Impressionnistes et developpees, jusqu'au tout debut du XXe siecie 
par les divers tenants de la modernite en art sans qu'ils aillent, sauf excep­
tion, jusqu'a l'adhesion tot ale a l'abstraction. Traverses par ailleurs par 
des questionnements politiques et sociaux dont on trouve parfois l'echo 
dans le choix des sujets peints, ces artistes n'entendent cependant pas su­
bordonner leur art aces questionnements ni tenter de les reconcilier illu­
soirement dans le realisme social. Bien au contraire, a l'instar des avant-
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gardes europeennes de la fin du XIXe et du debut du XXe siecle, ille font 
avec d'autant moins de difficultes qu'ils voient dans la liberte de l'expres­
sion artistique un gage de la transformation du monde62. 

C'est cependant du cote francophone et dans la periode de l'apres­
guerre que va s'exprimer avec le plus d'eclat cette croyance au pouvoir 
transformateur et revolutionnaire de l'imaginaire artistique. Cependant 
Refus Global n'est pas une radicalisation des termes du debat. 11 constitue, 
outre l'affirmation du rattrapage culturel des francophones, un deplace­
ment de la problematique qui renvoya aux oubliettes les questions politi­
ques telles qU'elles avaient ete po sees anterieurement et ce, malgre la pole­
mique que les automatistes entretinrent avec le P.C.C. jusqu'en '5463 . De 
meme ont ete refouIees de notre si courte memoire historique les premisses 
de ces refiexions et pratiques de la modernite en art au profit de ce qui fut le 
triomphe du modernisme sur la scene quebecoise. Si ce modernisme a 
trouve son expression la plus pure dans la problematique plasticienne, cela 
ne doit plus occulter les origines d'un questionnement sur la modernite qui 
lui est bien anterieur. 

Notes 
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Le present article fait suite a la redaction d'un texte: "Entre socialisme et modernisme: les peintres 
progressistes quebecois dans les annees trente et debut quarante" devant etre publie dans le cadre d'un 
ouvrage sur les communistes au Quebec aux Editions Nouvelle Optique et s'intitulant Le droit de se 
taire. Les communistes au Quebec. Portant sur les pratiques progressistes en art durant les annees 
trente, il met surtout l'accent sur les artistes progressistes, une question un peu mieux connue des his­
toriens d'art depuis la publication d'ouvrages comme ceux de C. Hill sur la peinture canadienne des 
annees trente, de H. Duffy et F.K. Smith sur Fritz Brandtner ou de M.E. MacLachlan sur Paraskeva 
Clark. Par ailleurs, la critique d'art y est assez superficiellement abordee. C'est pourquoi, alors meme 
que les positions qu'eIle developpe ne manquent pas d'interet et jettent un eclairage nouveau sur la fa­
'ton dont furent con'tus, dans le champ de l'art canadien, les rapports entre art et politique, il nous sem­
ble interessant de poursuivre ici, pour un public plus specialise, une analyse de la critique d'art des an­
nees trente. 
1 Sur la distinction que nous faisons entre modernite et modernisme voir notre compte rendu de I'ex­
position "Les Estbetiques modernes au Quebec 1916-1946", Annales de l'histoire de I 'art canadienlThe 
Journal of Canadian Art History. vol. 6, no 2,1982, pp. 234-237. 
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2 Depuis quelques annees des recherches ont ete faites en ce sens. Outre les ouvrages de C. Hill, F.K. 
Smith, H. Duffy, etc. mentionnons de Jean-Rene OSTIGUY, Les Estheriques Modernes au Quebec 
1916-1946, Ottawa, Galerie nationale du Canada, 1982. 

De plus il ne faut pas oublier qu'au niveau de la gauche syndicale ou communiste les liens avec les 
Etats-Unis etaient tres etroits; des revues culturelles comme New-Masses etaient tres regulierement 
lues par les intellectuels progressistes canadiens (voir 11 ce propos Libbie PARK, "Bethune as I knew 
him" in Bethune the Montreal years, an informal portrait, Toronto, James Lorimier and Company Pu­
blishers, 1978, p. 97.) 
4 Pour une description plus complete de ces projets on referera entre autres 11 l'ouvrage de Marlene 
PARK et Gerald E. MARKOWITZ, New Dealfor Art, Hamilton/New York, Gallery Association of 
N.Y. State Inc., 1977. 

"From the obscurity of his own individualism the artist has emerged to see himself as a worker and 
to recognize his identity in the light of a worker producing art for the American people" cite par M. 
PARK, G. MARKOWITZ, op. cit., p. 8. 
6 George Biddle, artiste et confrere de c\asse de Roosevelt lui ecrivait, en mai 1933, afin de !'inciter a 
creer des projets pour les artistes puisque ceux-ci se devaient, 11 i'instar des artistes mexicains, d'expri­
mer, avec la cooperation du gouvernement, la "revolution sociale de notre pays", Ibid., p. 4. 
7 Ce retour massif au realisme est presente par Barbara ROSE dans L 'art americain depuis 1900, 
Bruxelles, Collection Temoins et Temoignages, La Connaissance S.A., 1969, comme une reaction as­
sez chauvine contre cet art mod erne que i'on avait souvent tendance 11 qualifier "d'etranger" meme si 
plusieurs artistes americains I'avaient pratique dans les annees dix et vingt. 
8 Rockwell Kent, cite par PARK et MARKOWITZ, op. cit., p. 9. 

Stuart Davis, Ibid., p. 9. 
10 Lozowick, peintre precisionniste americain, defend ainsi le travail de formalisation et de geome­
trisation qu'il effectue dans ses representations urbaines: "The American worker inevitably lives and 
works with cities and machines. But instead of portraying the apocalyptic city of the German expres­
sionist or the mad and inhuman city of the Italian futurist, the American revolutionary artist pictures 
more as a prognostication than as a fact. He departs from realistic appearance and paints the city as a 
product of rationalization and economy which must prove allies of the working class in the building ofso­
cialism. The revolutionary artists are gradually working toward the acquisition of a synthetic style. 
They insist on the highest technical quality, not however at the expense of the message but only as 
something that can best help the effective delivery of that message. They have profited by the experi­
ments in the art of the last twenty-five years. Thus they utilize the clear cut laconic precision of certain 
younger artists; they take liberties with natural appearance whenever their theme requires it. They 
strive toward a style which must develop and mature as the revolutionary movement grows." Cite par 
Dickran TASHJIAN, William Carlos Williams and the American Scene, 1920-1940, New-York, The 
Whitney Museum of American Art and the University of California Press, 1978, p. 87. 
Quant 11 Stuart Davis il defend ainsi I'art abstrait dont il est un des plus interessants representants: 
"What is Abstract art? [ ... ]It changes, moves, and grows like any other living organism. [ ... ] Art is not 
and never was a mirror reflection of nature]. .. ] therefore in our efforts to express our understanding of 
nature we will always bear in mind the limitation of our medium expression. Our pictures will be ex­
pressions which are parallel to nature and parallel lines never meet. [ ... ] A Painting is a two­
dimensional plane surface and the process of making a painting is the act of defining two-dimensional 
space on that surface [ ... r New-York, Praeger, 1975, pp. 101-102. (Souligne par nous.) 
11 "Why should an American artist today be expected to be oblivious to European thought when 
Europe is a hundred times closer to us than it ever was before? [ ... ] If a Norwegian has the most inter­
esting theory of atomic physics do American scientists make a bonfire of his works on the campus? 
Hardly. If Darwin says that the species evolved, do American educators try to keep one hundred per­
cent Americans from hearing it? Yes, they do in Tennessee [ ... ] (1930) I did not spring into the world 
fully equipped to paint the kind of pictures I want to paint. It was therefore necessary to ask people for 
advice [ ... ] Chief among those were Aubrey Beardsley, Toulouse-Lautrec, Fernand Leger and 
Picasso. [ ... ] Why one should be penalized for a Picasso influence and not for a Rembrandt or a Re-
noir influence I can't understand. (1930) I paint what I see in America, in other words, I paint the 
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American scene. [ ... ] But I use [ ... ] some of the methods of Modern French painting which I consider to 

have universal validity." (1940) (Souligne par nous.) Davis, in Herschel CHIPP, Theories of Modern 
Art, Berkeley, University of California Press, 1968, pp. 521-24. 
12 Pour plus d'information sur la conference de Kingston on pourra entre autres se referer a I'ou­
vrage de Francis K. SMITH, Andre Bieler an Artist's Life and Time, Toronto/Vancouver, Merritt Pu­
blishing Company Limited, 1980. 
13 Barry LORD, The History of Painting in Canada, Towards A People's Art, Toronto, N.C. Press, 
1979. Cette rare tentative de faire une histoire marxiste de I'art canadien ne peut cependant etre citee 
comme modele, I'analyse y etant malheureusement extremement limitee, mecanique et dogmatique. 
14 Margaret F.R. DAVIDSON, "A new approach to the Group of Seven", Journal of Canadian Stu­
dies/Revue d'etudes canadiennes, Nov. 1969, vo!. IV, no 4, pp. 9-16. 
15 Voir entre autres Tim BUCK, Thirty years 1922-1952, the story of the Communist Movement in 
Canada, Toronto, Progress Books, 1952, particulierement le chap. I ou il est question de la lutte pour 
la "Canadian Independence". 
16 On pense a des artistes comme Marian Scott, Fritz Brandtner, Andre Bieler, Louis Muhlstock, 
etc. Dans la meme veine il mettra aussi de l'avant les artistes torontoises Paraskeva Clark et Pegi Ni­
col, le peintre des Maritimes Miller Brittain, pour ne citer que ceux-Ia. On referera entre autres a la se­
rie d'articles qu'il publie en 1937 dans The Canadian Forum sur une dizaine de "Contemporary Cana­
dian Artists". 
17 Il ne faut pas oublier l'influence importante sur cette question du peintre et critique John Lyman 
qui a,le premier, entrepris une lutte systematique contre ce nationalisme artistique. G. McInnes le cite 
a plusieurs reprises dans ses articles. 
18 "World of Art", Saturday Night, "Oct. 27,1936. A propos de couverture d'exposition sur l'art so­
vietique au Canada il faut aussi aller lire I'amusant article de Robert AYRE "Soviet Art Comes to Ca­
nada" dans The Canadian Forum, August 1935, vo!. XV, no 177, pp. 320 et 343. Il couvre cette fois 
une exposition qui s'est tenue a Montreal et qui n'a sans doute pas ete sans susciter des oppositions 
puisqu'il debute par une longue et ironique introduction "rassurant" les craintifs. La rue St-Jacques est 
toujours intacte, y ecrit-il, l'exposition ne nous a pas con vain cue de renverser Bennet, et le maire Cami­
lien Houde trone toujours comme un poulet dans son aspic! Il trouve par ailleurs I'exposition assez in­
teressante d'autant que la revolution a depasse, dit-il, cette periode de gauchisme religieux "eyes front, 
quick march, left, left, left, left [ ... )". Parmi les autres critiques de l'epoque il faut aussi mentionner 
Waiter Abell dont il faudrait analyser les articles. 
19 Voir "Contemporary Canadian Artist no 3 ... Charles F. Comfort", Canadian Forum, vo!. XVII, 
no 195, April 1937, p. 18. 
20 "World of Art", loco cif., 27 octobre 1936. 
21 Ce qui, pour certains communistes du W.P.A. et pour certains muralistes mexicains comme Ri­
vera, allait de soi. 
22 "World of Art", loco cit., on referera aussi a son article du 1I mai 1939 dans Saturday Night, "Light 
Rearted Seriousness", ou il exprime son exasperation face a ceux qui tentent absolument de mettre 
dans leurs oeuvres la "chanson" de la conscience sociale. 
23 "In his painting as in thought, Mr. Brandtner is definitely of the left, but his appeal is most cogent 
when he is not pre-occupied with propaganda. Many of his anti-war pictures fail esthetically through 
too much insistence on the social message they are intended to convey, and, personally, I know of very 
few instances in which art and propaganda have been successfully fused." "World of Art", Saturday 
Night, March 17, 1936. A propos de P. Clark il dit qu'en tant qu'artiste ses oeuvres sont sensibles et 
sinceres mais "by insisting on her plastically extraneous message, she forces herself to speak in italics 
which is not an artist way to secure emphasis". 
24 Bien qu'il soit loin d'admirer tous les artistes americains. Partageant plusieurs ideaux du W.P.A., 
il denonce toutefois I"'over-aggressive social consciousness" de certains americains. Il ajoute "this is all 
right as long as it doesn't interfere with good painting". "Art and Artists", "Canadian Versus 
American", Saturday Night, February 10, 1940. 
25 "World of Art", Saturday Night, October 27, 1936. 
26 A.Y. Jackson ecrivait alors: "La perspective internationaliste, voila ce qui compte [ ... ] certaines 
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personnes, indifferentes a leur patrie, ont tendance a deprecier le mouvement canadien: on en arrive 
ainsi a une sorte de mepris pour tout ce qui rappelle notre pays, a un tel point que lesjeunes d'ici ne se 
sentent meme plus attires par I'immensite du Grand Nord. lis peignent des natures mortes et les fonds 
de cour [ ... ]". Cite par C. HILL, Peinture canadienne des annees trente, Ottawa, Galerie nationale du 
Canada, 1975, p. 26. (Souligne par nous.) 
27 On pourrait entre autres ajouter a I'extrait deja cite sur L. Muhlstock celui ecrit a propos de I'Ex­
perimental Art Group de Toronto (Saturday Night, March 19, 1938, p. 12) qui traite de la "scene con­
temporaine". "Subject matter is only a small part of painting as a whole, but it is interesting to see new 
angles on the Canadian scene. Our city life has so far lacked". 
28 "World of Art," Saturday Night, April 23, 1938, p. 12. Soulignons ici la reference qui est faite a 
John Lyman. Ce dernier n'a pas ete sans influencer McInnes qui le reconnait par les occasionnelles ci­
tations qu'il fait des ecrits de Lyman. 11 y a cependant quelques differences entre la pensee critique des 
deux hommes qui se rejoignent pourtant sur plusieurs plans. Le soucis de McInnes d'integrer a I'inte­
rieur de ses reflexions sur I'art ses preoccupations sur la fonction sociale de l'artiste et sur I'interaction 
positive qu'il doit entretenir avec son milieu I'amene a s'interesser, plus que Lyman, a la question du 
sujet de meme qu'a celle de I'art engage. Mais comme Lyman, il maintient toujours le soucis de la di­
mension proprement picturale de l'oeuvre, sans tomber dans les pieges du realisme socialiste. 
29 Voir entre aut res "World of Art", Saturday Night, May 14, 1938, p. 21; "Upswing in Art has 
Come?", Saturday Night, November 4, 1939; "World of Art", Saturday Night, June 25, 1938, p. 8. 
30 "Une oeuvre d'art est un coin de la creation vue a travers un temperament", formule que I'on re­
trouve pour la premiere fois dans le recueil Proud'hon et Courbetedite enjuin 1866 et egalement publie 
dans Le Figaro du 27 mai de la meme annee. Sur le concept de nature et sur la question du rapport en­
tre realite et temperament dans la pensee critique de Zola, le lecteur pourra se referer au texte de Gae­
tan Picon, "Zola et ses peintres", introduction de I'anthologie des textes de Zola, Le bon combat, de 
Courbet aux impressionnistes, Paris, Hermann, Collection Savoir, 1974. 
31 C. HILL, op. cit., p. 10. "C'est ainsi que les tendances sociales de McInnes I'amenent a s'interesser 
particulierement a un art d'une portee politique et I'empechent en meme temps de priser I'art abstrait". 
32 J.-P. LEMIEUX, "Apen;u sur la Peinture Contemporaine", Le Jour, 18 juin 1938, p. 2. Le Jour 
commence a paraitre le 16 septembre 1937 et sera publie jusqu'au 26 juin 1946. 
33 Alors que la loi du cadenas et plusieurs autres politiques reactionnaires du regime duplessiste 
amenaient les intellectuels anglo-canadiens a le traiter de "fasciste" (il n'est pour s'en convaincre qu'a 
lire les pages politiques du Canadian Forum), il va de soi que son projet nationaliste n'est pas vu du 
meilleur oeil. De plus, avec la montee d'Hitler et de Mussolini,le nationalisme est loin d'etre considere 
comme potentiellement progressiste. C'est au contraire le federal is me qui a cette epoque, apparait 
comme le garant des libertes democratiques. D'ailleurs, les positions du journal Le Jour avaient du pa­
raitre suspectes puisque, si l'on en croit Jean-Charles HARVEY ("Un peu de franchise et de courage", 
Le Jour, 16 septembre 1937, p. I) "Des semaines avant de naitre il (le journal) a eu ses detracteurs. [ ... ] 
Les uns le donnait [ ... ] pour une fondation juive, d'autres pour une feuille de propagande revolution­
naire ou meme communiste [ ... ]"! 
34 Selon Hugues BERGERET, "Point de vue", Le Jour, 19 fevrier 1938, p. 2, le regionalisme est une 
specialite dans laquelle I'humaniste etouffe vite. 
35 J.-C. HARVEY, "En lettre, en art, etre libre ou ne pas et re", Le Jour, 23 octobre 1937, p. 3. 
36 Sur la question du Salon du printemps, de Charles Maillard et de l'Ecole des Beaux-Arts voir 
Emile-Charles HAMEL, "Le cinquante-cinquieme Salon du Printemps", Le Jour, 2 avril 1938, p. 3, 
Paul RIVERIN, "Ecoliers ou professionnels?", Le Jour, 30 avril 1938, p. 3, Jean-Charles HARVEY, 
"Les bourses d'Europe et M. MaiIIard", Le Jour, 28 mai 1938, p. 4. 
37 Edouard LA DORET, "Un peuple pauvre est un peuple sans art", Le Jour, 2 avril 1938, p. 4. 
Emile-Charles HAMEL dans "Les inedits", Le Jour, 9 avri1 1938, p. 2, lui repond indirectement 
puisqu'apres avoir reclame l'aide de I'Etat et de l'initiative privee pour les artistes il revendique "Ia li­
berte dans le choix et dans le traitement de son sujet, et l'on obtiendra des oeuvres de meilleure 
qualite". 
38 J.-c. HARVEY, "Le pire obstacle de l'art canadien", Le Jour, 26 mars 1938, p. 2. 
39 J.-P. LEMIEUX, "Notes sur quelques toiles de Pellan", Le Jour. 14 mai 1938, p. 3. En fait la de-
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fense de Pellan a commence des 1937 dans un article signe ALCESTE, "Un grand peintre: Alfred Pel­
lan", Le Jour, 18 decembre 1937, p. 7. 
40 Ibid. 
41 

42 

43 

44 

J.-P. LEMIEUX, "Aperc;;u sur la Peinture Contemporaine", Le Jour, 18 juin 1938, p. 2. 
Ibid. 
Ibid. 
Ibid. 

45 Jean-Louis GAGNON, "La peinture a Quebec", Le Jour, 3 decembre 1938, p. 2. 
46 Jean PICART-LEDOUX, "Un jeune peintre: Pellan", Le Jour, 14 janvier 1939, p. 3. 
47 Voir Jean-Paul LEMIEUX, "La peinture chez les Canadiens franc;;ais", Le Jour, 16 juillet 1938, p. 3. 
48 Deux periodiques publies a Toronto. L'organe montrealais du P.C.C. au Quebec dans les annees 
trente, Clarte, n'avait pas de chronique sur I'art. Quand il y est question de "peinture", c'est pour cou­
vrir une greve de peintre en BA.TIMENTS!! 
49 John FAIRFAX, "Art for Man's Sake", Canadian Forum, vol. XVI, no. 187, August 1936, pp. 
23-24; Frank J. UNDERHILL, "The Season's New Books", Canadian Forum, vol. XVI, no 191, De­
cember 1936, pp. 27-28. Le titre de Fairfax "Art for Man's Sake" est a comprendre d'entree de jeu 
comme une prise de position contre le "Art for Art's Sake", contre la doctrine de 'Tart pour I'art" qui 
sous-tendait, depuis la fin du XIXe siecle, une bonne partie du developpement de I'art moderne et qui 
marque sa tendance a I'autonomisation. II faut aussi remarquer que si cette question de I'engagement 
est surtout posee dans ces articles a propos de la litterature, e1le ne peut l'etre au niveau de la peinture 
sans soulever encore plus de debats. En effet le modernisme en art visuel exige que celui-ci se degage 
pn!cisement de la litterature, de la "theatralite", c'est-a-dire du sujet pictural narratif pour travailler 
plut6t sur les composants formels specifiques a son medium. 
50 "Red or dead" selon I'expression de Underhill, "servir son epoque ou voir sa fonction disparaitre 
comme inutile", selon celle de Fairfax. 
51 E. Wyn WOOD, "Art and the Pre-Cambrian Shield", Canadian Forum. vol. XVI, no 193, Fe­
bruary 1937, pp. 13-15. 
52 CLARKE (sic) Paraskeva, "Come Out from Behind the Pre-Cambrian Shield", New-Frontier, T. 
I, no 12, April 1937, pp. 16-17. 
53 On rapporte par exemple le 7 septembre 1938 (vol. XVI, p. 4) une demande faite par I'Artists' 
Union de Montreal au T.L.C.C. pour que soit presentee au gouvernement une requete demandant la 
creation de projets federaux qui emploieraient de jeunes artistes a la decoration des edifices publics. 
InutiIe de rappeler que cette requete dut etre inspin!e par ce qui existait deja aux Etats-Unis. 
54 Anna BELL, "Felicia Browne, A tribute to People's Artist", Daily Clarion. Nov. 21, 1936, vol 
XV, p. 3. On serait tente d'ajouter ici que la fonction d'artiste en tant que telle, n'est pas et ne fut pas 
toujours aisee a faire reconnaitre au sein des partis communistes. 
55 Voir B.F. "Goya and Morrice", Daily Clarion, Jan. 17, 1938, vol. XVI, p. 2. "Here artists chiefly 
paint pictures because they have to get into habit, private or professional, of painting pictures. Not for 
any stronger or more vital reason. [ ... ] And art can't go on like that, only the appearance of art can go 
on. Not the real thing." 
56 NeiI STUART, "Where do you stand? Teachers, Doctors, Artists", Daily Clarion. Dec. 23, 1936, 
vol. XV, p. 4. 
57 Rappelons par ailleurs qu'au Quebec des critiques conservateurs s'empresserent d'associer I'art 
moderne au communisme! Voir en particulier Rene BERGERON, Art et bolchevisme, Montreal, Fi­
des, 1946. 
58 Neil STUART, loco cit .. p. 4. 
59 "Goya et Morrice", loco cit .• p. 2. L' Art Gallery de Toronto presentait, en meme temps, des exposi­
tions de ces deux peintres. 
60 B.F., "French Leader Shows True Communist Approach to Culture", Daily Clarion, June 16, 
1939, vol. XVIII, p. 7. 
61 Voir les differentes biographies ou ouvrages sur N. Bethune, entre autres, celui deja mentionne a 
la note 3. 
62 Sur ces questions voir la derniere section de not re texte "Entre socialisme et modernisme [ ... ]", a 
paraitre. 
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63 On y fait allusion dans les ouvrages de F.-M. GAG NON ou dans celui de A.-G. BOURASSA sur 
le Surrealisme et la litterature quebecoise, Montreal, Editions I'Etincelle, 1977. Marcel SAINT­
PIERRE en fait aussi le sujet d'un article a paraitre dans Le droit de se taire { ... ]. Quant aux positions 
de Borduas sur les muralistes mexicains, les artistes americains et canadiens "engages politiquement" 
elIes sont claires: il est contre, preferant, ecrira-t-il, aux oeuvres con9ues comme "expression d'une an­
xiete d'ordre social immediate", celles qui donnent la "fortifiante impression dejamais vu qui seule peut 
nous enrichir", F.-M. GAG NON, Paul-Emile Borduas, biographie critique et analyse de l'oeuvre, 
Montreal, Fides, 1978, p. 209. 
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Resume 

MODERNITY AND THE SOCIAL CONSCIENCE: 
PROGRESSIVE ART CRITICISM IN THE 1930's 

The 1930's in Canada witnessed a pronounced interest in European modern­
ism in art that corresponded with intensified criticism of the Group of Seven and 
artistic nationalism, particularly in Montreal. Concurrently, an economic crisis 
encouraged some artists and critics to reflect on the social function of the artist 
and the ways in which art could be adapted to the service of a new and better 
world. These factors combined to create an interest in such American government 
programs as the WPA/FAP (Works Progress Administration's Federal Art Pro­
jects), and in the debates about the democratization of art which surrounded 
them. This article analyzes three typical examples of progressive positions in art 
criticism from this period: that taken by Graham C. McInnes in his articles in 
Saturday Night and the Canadian Forum, the stance advanced in the newspaper 
Le Jour, and the art criticism published in the Daily Clarion. 

The Canadian Forum, which had ties to the Commonwealth Cooperative Fed­
eration (CCF), underwent a change in editorial policy in 1935. Although 
McInnes denounced attempts to make subject matter the criterion for jUdging 
works of art and so rejected the use of art for political propaganda or promoting 
social messages, he also deplored extreme abstraction. His definition of art as a 
unique practice with its own formal requirements was tempered by a belief that 
art must be a vital force within the community, retaining close links with the mi­
lieu from which it was derived. The result was a conception of art similar to that 
of Emile Zola, who had held that art must be a transcription of reality, but a real­
ity filtered through the sUbjective temperament of the individual artist. In a simi­
lar vein, the democratic liberalism of Le Jour, a Montreal daily, resulted in arti­
cles of art criticism that denounced regionalism and nationalism, and embraced 
most European and American modernist approaches to realism. This outlook ad­
vocated the art of Picasso, but rejected abstractionism. The most extreme of the 
three positions was represented primarily by the art criticism published in the 
Daily Clarion, the organ of the Communist Party of Canada. Articles in this pub­
lication adopted an extreme left-wing stance in which art was expected to pro­
mote radical anti-fascism. 

The most leftist positions, however, were rarely espoused by Canadian artists 
or critics, whose works and articles usually reflected an ambiguity resulting from 
their attempts to reconcile their socialist sympathies, which encouraged the 
democratization of art, with a more modernist approach to the appearance and 
values of art. 

Translation: Arlette Franciere Beissel 
Brian Foss 
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REVIEWS / COMPTES RENDUS 

BOOKS/PUBLICATIONS 

The Lost Craft of Ornamented 
Architecture: Canadian Architectural 
Drawings, 1850-1930 
Jean B. WEIR 
Dalhousie Art Gallery, Dalhousie 
University, 1983 
96 pp., 2 colour, 67 b/w illus., $10.00 

Percy Erskine Nobbs: Architecte, 
Artiste, Artisan/Architect, Artist, 
Craftsman 
Susan WAGG 
McGill-Queen's University Press, 1982 
99 pp., 4 colour, 30 b/w illus., $12.95 

The rise of a Post-Modern architecture 
over the past decade and the rapid growth 
of public interest in architectural preserva­
tion have sparked a broad renewal of in­
terest in the traditional vocabulary of archi­
tecture. It is a vocabulary in which 
ornament plays a predominant role and 
thus the appearance ofDr. Jean Weir's The 
Lost Craft of Ornamented Architecture: 
Canadian Architectural Drawings, 
1850-1930, is timely. In this catalogue of an 
exhibition which sought to bring to light 
"for public consumption" a representative 
portion of "the volumes of architectural 
drawings stacked, filed and hidden away in 
numerous archival collections,"! Dr. Weir 
presents nearly ninety works by some 
twenty-three architects whose practice was 
wholly, or at least significantly, Canadian. 

The remarkable variety of styles and the 
multiplicity of ends which architectural 
drawing must serve are well illustrated by 
the selected works, which include every­
thing from full-scale working drawings by 
Frederick Cumberland, to David Dick's 

miniscule elevation sketches, to a J.W. 
Hopkins presentation drawing containing a 
vignette of nineteenth-century street life. 
As a reflection of more recent practice, 
works by John Parkin and Ron Thorn are 
also included. Indeed, were it not for the at 
times murky quality of some of the repro­
ductions and the unfortunate loss of detail 
as a result of the extreme reduction neces­
sary for the reproduction of many of the 
drawings, Weir's discussion and the accom­
panying illustrations could serve as a useful 
primer on the subject. 

Architectural drawing, however, is not 
Weir's sole concern. As th~ catalogue'S 
double-barrelled title suggests, architec­
tural drawing is linked to the phenomenon 
of ornamented architecture. Weir suggests 
that they share a common origin in the 
early nineteenth-century transformation of 
architecture into a professional practice in 
which drawing achieved a new importance 
as a means of communication between ar­
chitect and client and between architect 
and builder. This assumed link between or­
nament and drawing is further underlined 
by what Weir suggests is the common cir­
cumstance of their demise. As she observes, 
"the art of manually executed drawing 
ended when the use of ornament was elimi­
nated by International Modernism and 
when mechanical methods of delineation 
were generally adopted after 1940. "2 

While this is a thought-provoking thesis, 
it remains, in the context of Weir's discus­
sion, insufficiently developed to be convinc­
ing, particularly as it ignores the increasing 
tendency throughout the second half of the 
nineteenth, and into the early twentieth 
century, for architectural theory and criti­
cism to oppose or qualify the use of orna­
ment. 
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Weir's discussion of ornament suffers 
from other limitations as well. In what is 
perhaps a necessary attempt to sidestep dis­
cussion of what often seem the bewildering 
succession of schools and styles characteris­
tic of nineteenth-century architecture, she 
postulates the existence of a unified stylistic 
period "characterized by the prominent use 
of ornament, rather than structural ele­
ments to achieve architectural distinctive­
ness."3 However, in an unfortunate muddle 
of art historical nomenclature, this stylistic 
period is referred to as the "early modern 
ornamented period" or even as the "early 
modern style,"4 an appelation which more 
usually serves to describe the early produc­
tion of Le Corbusier than of Charles Barry. 

More regrettable, though, is the re­
stricted concept of ornament underlying 
the discussion, a concept limited almost ex­
clusively to the monochromatic carved 
stone facade. While occasional reference is 
made to "carpenter-made" wood ornament, 
such revolutionary developments as the in­
troduction of new building materials, par­
ticularly cast-iron, and of the impact of the 
industrial mass production of ornament, 
are almost wholly neglected, despite the 
presence among the illustrations accom­
panying the text of works embodying and 
reflecting these new concerns. 

Ignoring these important developments, 
Weir focusses instead on theoretical and 
critical attitudes toward ornament. Perhaps 
as a consequence of both the ambitious 
scope of her undertaking and of the present 
seminal state of studies in Canadian ar­
chitectural history, this discussion devolves 
almost wholly upon critical and theoretical 
developments outside of Canada to which 
examples drawn from Canadian architec­
tural practice are appended as a minor sub­
text. While Weir's plaint that "a history of 
Canadian architecture is badly needed"5 
must be viewed sympathetically, the impor-
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tant issue of the Canadian response to, and 
articulation of, architectural theory re­
mains largely unexamined and undefined. 
Canadian architectural practice remains, as 
it were, lost somewhere between the widely 
separated extremes of an architecture 
based, on the one hand, upon the unin­
formed use of pattern books and, on the 
other, upon an informed and knowledgea­
ble commitment to articulated theoretical 
positions and first principles. 

These shortcomings underline the ur­
gent need for studies in Canadian architec­
tural history which, while perhaps neces­
sarily of more limited scope, will examine 
these crucial issues. Thus it is that Susan 
Wagg's exhibition catalogue, Percy Erskine 
Nobbs: Architecte, Artiste, Artisan/ 
Architect, Artist, Craftsman, is a particu­
larly welcome addition to the literature. 

In terms of the polarities of architectural 
practice outlined above, Percy Nobbs lies at 
the second extreme. Not only an accom­
plished architect, Nobbs was a writer, a 
teacher and the articulate spokesman of a 
well-defined attitude toward architecture 
and its allied arts and crafts. Wagg's study 
is useful not only in furthering the under­
standing of an important figure in our ar­
chitectural history, but also in furthering 
the understanding of the growth and evolu­
tion of architectural thought in Canada. 

Nobbs' formation as an architect in the 
Scotland of the 1890's under the tutelage of 
Robert Lorimer, a follower of William 
Morris and of the English Arts and Crafts 
movement, left its impression upon the 
young architect. Vitally preoccupied as it 
was with a concern for craftsmanship, the 
nuance of local building materials, and sen­
sitivity to locale and to vernacular architec­
ture, and embracing a humanistic concern 
with the social responsibilities of architec­
ture, the Arts and Crafts movement was 
predisposed to the development of an in-



digenous architecture in a way that simple 
importations of style were not. 

Brought to Canada in 1903 as the Mac­
Donald Professor of Architecture at 
McGill University, Nobbs soon combined 
his professorial responsibilities with those 
of a professional practice that was to con­
tinue for more than forty years. In her sen­
sitive analysis of Nobbs' diverse journalis­
tic, artistic and architectural output Wagg 
traces the development of his strong com­
mitment to the values and ideals of the Arts 
and Crafts movement as they took root and 
grew in the Canadian context. Whether in 
his adaptation of traditional French 
Canadian forms and building practices in 
his 1922 A.H. Scott house, in his proposal 
for handcrafted alternatives to commercial 
plasterwork in a 1904 article in Canadian 
Architect and Builder, or in his campaign 
for better housing for the poor as Co­
Chairman of the Montreal Slum Clearance 
and Rehousing Committee during the 
Great Depression, Nobbs provided a con­
stant demonstration in his career of what he 
referred to as the "amalgam of talents" 
necessary for the practice of architecture. 6 

It was an amalgam of talents which grew 
out of the interaction of three elements: the 
ideals and concerns of William Morris and 
the Arts and Crafts movement, the particu­
lar demands and conditions of the 
Canadian context, and the unique personal­
ity of Percy Nobbs. In her portrayal and 
analysis Wagg has drawn not only upon the 
architect's extensive literary, artistic and 
architectural output, but upon interviews 
with family, colleagues and clients to pro­
duce a work that is not only of significant 
scholarly merit, but that is a highly reada­
ble and sympathetic portrait as well. How­
ever, in light of the large body of writing 
produced by Nobbs, and particularly as 
several pseudonymous articles have been 
attributed to him, a bibliography would 

have been a welcome inclusion. 
The catalogue contains a large selection 

of colour plates and illustrations of Nobbs' 
work. Some of these, particularly the plans 
and large-scale views, lamentably suffer 
from such a loss of detail in reduction and 
reproduction as to be almost wholly un­
readable. This selection is, however, judi­
cious and serves as a welcome visual corre­
late to the text, revealing Nobbs' abilities as 
an architect, planner, watercolourist and 
craftsman. 

Notes 

Giles Hawkins 
MF A candidate, 

Concordia University, 
Montreal, Quebec. 
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Early Canadian Court Houses 
Compiled by Margaret CARTER 
Studies in Archaeology, Architecture and 
History, 
National Historic Parks Sites Branch, 
Parks Canada 
Environment Canada, 1983 
258 pp., 218 illus., $13.95 

In order to make use of the unindexed 
volume under discussion it is best to turn to 
the Appendix (you will need a magnifying 
glass). Mark where one province ends and 
the next begins, develop a set of symbols so 
that you may arrange the buildings by date, 
develop your own index for architects' 
names and, with the help of county maps, 
construct your own index of counties and 
cities. Then it will be possible to begin to de­
velop an account of court houses in 
Canada. 

The title Early Canadian Court Houses is 
something of a misnomer. The abstract and 
conclusions note that it refers to all extant 
court houses (as of 1976-77) built before 
1914 in the East and before 1930 in north­
ern Ontario and the Western provinces. 
The earliest extant buildings, however, date 
back only to the beginning of the nineteenth 
century. The book consists of an overview 
and conclusions by Margaret Carter, Head, 
Architectural History, Canadian Inventory 
of Historic Building (CIHB), Parks 
Canada; six chapters arranged by in­
dividual provinces, or groups of provinces, 
progressing from east to west; and an Ap­
pendix, arranged by province, that provides 
a small photograph and brief catalogue en­
try for each building. Notes to the chapters 
provide source information, and the bibli­
ography, which is organized by province, 
contains notes of reference to sources and 
locations of non-monograph material in 
each province. 

The focus throughout the text is on the 
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development of legislative and administra­
tive systems which required the construc­
tion of court buildings. Geography and the 
time of settlement had much to do with the 
system adopted. In Newfoundland, where 
settlement can be traced back to the ele­
venth century, the system of law was re­
lated to naval governance and temporary 
settlements. Thus, all courts in Newfound­
land were temporary from 1583 until 1809, 
when permanent courts of judicature were 
formed. Margaret Carter discusses the var­
iety of judicial and administrative struc­
tures in her "overview." Before the union of 
the two Canadas (affecting Quebec and On­
tario) in 1841, and the advent of Con fed era­
tion in 1867 (affecting the rest of the coun­
try), the degree of connection between 
county functions and local administrative 
functions varied considerably from colony 
to colony. Where this connection was close, 
a centralized policy was adopted and public 
works were the responsibility of a central 
authority, the colonial and then the provin­
cial government. The effect of centralized 
government in court house construction 
can be seen in the similarity of court build­
ings. For example, four of the eight court 
houses in Prince Edward Island built by the 
Department of Public Works between 1874 
and 1877 were small clapboard church-like 
buildings with entry through the gable end, 
and tall roundheaded window openings. 

Characteristically, the presence of the 
Department of Public Works as architect 
was concomitant with a period of concen­
trated building activity. In Newfoundland 
six of the extant ten court houses shown in 
the Appendix were built between 1897 and 
1905. All are attributed to William Henry 
Churchill, Provincial Superintendent of 
Public Building, and indeed all except the 
1905 building at Burin are retardataire Sec­
ond Empire with mansard roof and project­
ing tower, translated into clapboard over a 



wood frame. In Quebec, Frederick Preston 
Rubidge (Chief Architect, United Canada, 
Department of Public Works) was respon­
sible for six Palais de Justice, all erected in 
the four years from 1859 to 1863. These 
were all simple neo-Baroque stone build­
ings. The central tripartite pavilion, pedi­
mented and quoined, projects slightly from 
flanking tripartite wings, which in turn pro­
ject slightly beyond a further pair of tripar­
tite wings when required by the building 
program. In Saskatchewan one finds a simi­
lar time cluster of court house construction. 
Some ten out of seventeen buildings, well 
over half of the court houses of Saskatche­
wan, were erected between 1919 and 1929 
by Maurice W. Sharon, Provincial Ar­
chitect. Judging from the poor quality of 
the reproductions in the book, they are a 
rather bland variation on the Georgian 
classical tradition, being symmetrical with 
pitched roofs and elaborated central por­
tals, and having some emphasis placed on 
the corners of the building. 

The reason for the concentration of 
court house building in Newfoundland is 
not accounted for in the text. It is clear, 
however, that the central period of develop­
ment of court buildings in Quebec is related 
to the Judicature Act of 1857, which sought 
to rectify the inadequate distribution of 
judicial institutions. From 1857 to 1866 the 
number of district court houses increased 
from seven to twelve and county court 
houses from two to more than twenty-five. 

Court building in Saskatchewan was re­
lated to expansion of a county and the 
legacy of centralized administration as part 
of the Old Northwest Territories. Saskatch­
ewan became a province in 1905. Court 
houses were designed by Montreal ar­
chitects, until political patronage changed 
this situation. A Building Branch was es­
tablished, then the office of Provincial Ar­
chitect was created, and Maurice Sharon 

was the first to occupy this position. 
Decentralized administration, found 

where a strong county system existed, en­
couraged much greater individual identity 
of court houses. In addition, one can state 
that the quality of building design was con­
siderably higher in places with effective lo­
cal administration. County systems were 
strongest in those areas of the country ini­
tially settled by United Empire Loyalists 
(Nova Scotia, New Brunswick, and On­
tario). This influence of the southern colo­
nies can clearly be seen in the Canadian 
court buildings. For example, the Annapo­
lis County Court House (Annapolis Royal, 
Nova Scotia, 1837), designed by the Grand 
Jury and contractor Francis LeCain, bears 
a close resemblance to the Charleston 
County Court House in Charleston, South 
Carolina, 1789-92, which had also been de­
signed by a jurist, Judge William Dray ton. 
Both buildings seek monumentality 
through neoclassical semi-detached por­
ticos raised on a well-defined base with a 
central tripartite arcaded opening through 
which one enters the building. Articulation 
of the Charleston building is much more so­
phisticated and its influences have been 
traced to the White House in Washington, 
which in turn was probably inspired by a 
plate in James Gibbs' Book of Architecture.! 
A similar approach is seen in the Saint John 
County Court House (Saint John, New 
Brunswick, 1826-29; John Cunningham, 
architect), and in John Ewart's wing of Os­
goode Hall (Toronto, 1829-32). 

A variety of architectural solutions to 
court house building continued in those 
provinces with a decentralized court ad­
ministration. There are particularly distin­
guished Palladian buildings of the mid­
nineteenth century in the Maritimes and 
Ontario in addition to those just mentioned. 
In the Maritimes: the sandstone former 
Halifax County Court House, now the Pro-
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vincial Library (1858-60; William Thomas 
& Sons), and Isaac Smith's cut stone Prov­
ince House (Charlottetown, 1843-48). In 
Ontario all stone or stone and brick: the 
Leeds and Grenville County Court House 
(Brockville, 1841-45; Benjamin Challey); 
the Brant County Court House (Brantford, 
1852-53; John Turner); and Victoria Hall 
(Coburg, 1856-60; Kivas Tully). 

The fine Montreal neo-Palladian grey 
limestone Court House (1851-57; John Os­
tell and his nephew Maurice Perrault) 
should also be mentioned, although it has 
since suffered additions. The Frontenac 
County Court House (Kingston, Ontario, 
1855-58; Edward Horsey) has many of the 
fine neoclassical elements of the Bonsecours 
Market in Montreal built a decade earlier 
by William Footner, who also built the 
Sherbrooke Court House (Sherbrooke, 
Quebec, 1839-41) using the same central 
doric temple porch flanked by wings and 
pavilions. 

Neo-Gothic was eschewed for court 
house building, and for secular buildings in 
general, in the United States. It was, how­
ever, seen as a fitting symbol for temples of 
justice in Ontario, where three castellated 
court houses, erected in the first half of the 
nineteenth century, still stand. These are: 
the Middlesex County Court House (Lon­
don, 1827-31; John Ewart); the Wellington 
District Court House (Guelph, 1841-43; 
Thomas Young); and the Halton County 
Court House (Milton, 1854-55; Clark and 
Murray). 

The architectural expression of court 
houses at the end of the nineteenth century 
was profoundly affected by Henry Hobson 
Richardson's masterful Allegheney Court 
House and Jail (Pittsburgh, 1884-88). The 
old Toronto City Hall and York County 
Court House (1889-1900; James Edward 
Lennox) is one of the finest Richardsonian 
buildings in North America. The other ma-
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jor Richardsonian court house in Canada 
was built in St. John's, Newfoundland 
(1901-04) and was designed by William H. 
Greene. A Richardsonian variant was es­
tablished in British Columbia by Francis 
Mawson Rattenbury in his Provincial 
Court House, Nanaimo, 1895-96. This 
building, with two towers symmetrically 
flanking a church-like gable with gallery 
and Romanesque entry arch, was followed 
by J.J. Honeyman's Rossland Court House 
(1898-1901). Within ten years (1900-10) a 
stretched variant of this form was built at 
the other extreme of the country at Digby, 
Nova Scotia by Leslie R. Fairn. In 1912-13 
Fairn repeated almost the same court house 
at Newcastle, Northumberland County, 
New Brunswick. 

In British Columbia the supervising ar­
chitects of the provincial Department of 
Public Works were responsible for some 
quite dreary buildings from time to time: 
two at the outset of World War I and two 
from the late 1920's are catalogued in the 
Appendix. However, some of the most in­
teresting court house buildings are in Brit­
ish Columbia, which also had a strong de­
centralized county system. One of the most 
noteworthy architects was H.O. Tiedman, 
an employee of the colonial Department of 
Land and Works. His Supreme Court at 
Victoria, built in 1860, has a distinctly Ori­
ental character due to the roof shape and its 
relationship to half-timbered construction. 
Unfortunately, it was demolished in 1957. 
Tiedman was also the architect of the old 
Victoria Supreme Court House of 1887-88, 
which is an energetic, banded, distant vari­
ant of the Richardsonian tradition. A dis­
tinguished British Columbia architect was 
Francis Mawson Rattenbury, who built the 
aforementioned Nanaimo Court House, the 
more eccentric and eclectic "Queen Anne" 
Nelson Court House (1907-09) and the neo­
classical Provincial Court House (Vancou-



ver, 1907-11). J.J. Honeyman also was re­
sponsible for buildings of merit, although 
he seems to have followed Rattenbury's sty­
listic changes in his Rossland Court House 
mentioned above, and, with G.D. Curtis, 
the Kamloops Court House of 1908-09. 

This brief account of the architects and 
buildings extracted by this reviewer from 
Early Canadian Court Houses gives some 
sense of the great interest of this building 
type which permits an understanding of our 
political and legislative history and pro­
vides insight into our view of ourselves and 
of our aspirations. Any student of the sub­
ject is much better served by referring to the 
individual volumes of the Manuscript Re­
port Series of the CIHB, published by Parks 
Canada in 1977-78. These reports on the 
early court houses of different provinces 
were printed in a limited number of copies 
and intended for internal use by Environ­
ment Canada. The aviso notes that copies of 
each issue are distributed to various public 
repositories in Canada. Curiously, these re­
ports are not included in the bibliography 
of the 1983 publication. 

The Manuscript Report Series was devel­
oped from research carried out in 1976-77, 
as follows: The Early Court Houses of New­
foundland by R.R. Rostecki; .. . of Nova 
Scotia by C.A. Hale; ... of Prince Edward 
Island by C.J. Taylor; ... of New Bruns-
wick by C.A. Hale; ... of Quebec by Andre 
Giroux; ... of Ontario by Kelly Crossman; 
... of Manitoba and ... of Saskatchewan 
by R.R. Rostecki; ... of Alberta and ... of 
British Columbia by Edward Mills; and 
... of the Yukon by Margaret Carter and 
Margaret Archibald. These researchers 
were also involved in the chapters of the 
book under review, but responsibilities 
shifted as the Atlantic provinces, and the 
Northwest Territories and Prairie prov­
inces, were grouped together. The regional 
groupings are very difficult to follow be-

cause chronological and geographical or­
ders are intermixed. In addition to being 
more complete and more clearly organized 
by province and territory, the Manuscript 
Report Series also provides information on 
buildings which are no longer extant, and is 
much richer in iconographical sources, for 
additional photographs are included as well 
as design drawings, maps and other docu­
ments. The 1983 publication is not a syn­
thetic analysis of the Manuscript Reports, 
but rather an abridgment of their texts. A 
reductionist approach results in loss of 
clarifying detail and narrative substance. 

Access to buildings in the Manuscript 
Report Series and in the volume under re­
view is difficult and uncoordinated. Court 
houses are arranged by geo-code according 
to county name in the Manuscript Reports, 
and alphabetically by city within each prov­
ince in the recent publication. 

There are many other problems with the 
1983 volume beyond the confusing text and 
the lack of indices and of consistency in giv­
ing data. Lack of care in editing has also 
produced disturbing errors. The building 
shown with the caption "First Court House 
in Montreal, 1800-1813" (fig. 1, p. 79) is ac­
tually a lithograph depicting the court 
house designed by John Ostell and H.M. 
Perrauit, 1851-57, shortly after it was com­
pleted. A recent photograph (fig. 3, p. 81) 
shows the same building today with the ad­
ditions of another storey-and-a-half. This 
error is unsettling visually, for it leaves 
Quebec without a judicial history before the 
middle of the nineteenth century, and thus 
out of balance with the rest of the country 
as represented in the 1983 pUblication. This 
imbalance is further aggravated in the text, 
which makes no reference to the very inter­
esting seigneurial system of the French 
colonial regime. The chapter on Quebec be­
gins baldly: "The first court houses of Que­
bec were not built until the beginning of the 
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nineteenth century, after the Judicateur 
Act of 1793 was passed." 

Other errors occur throughout. For ex­
ample, in the Appendix the photograph of 
the Kamloops Court House, British 
Columbia, is used again to represent the 
New Westminster Court House. The court 
house in Moose Jaw, Saskatchewan, is re­
corded as the work of Darling and Pearson 
in 1908-09 on page 153 in the text, whereas 
on page 226 in the Appendix it is dated 
1928 and credited to Maurice W. Sharon. 
The architect of the court house at Iber­
ville, Quebec, now the Ecole Notre-Dame 
de Lourdes, is Frederick Lawford, not 
"Lawson," and it is very annoying not to 
have the architect's name given in full in the 
Appendix. Architects' birth and death 
dates are never given, but this is undoubt­
edly due to the state of the art in 1976-77. 
Was this still a problem when the 1983 
book was submitted for publication in 
19807 

Photographs present another problem. 
They do not provide information on the ar­
ticulation of volume and materials and they 
rarely show how the buildings relate to site 
or the larger urban context. In addition 
they are poorly reproduced. All this 
reduces the ability visually to read and to 
analyze the buildings. Certainly the photo­
graphs elicit neither curiosity nor interest in 
court houses in Canada, nor a desire for 
their preservation. These purposes were ele­
gantly achieved in a fine book by Step hen 
Britton OsIer, Court Houses in Ontario,2 
based on data gathered by the CIHB. The 
great skill and care taken in the execution 
and reproduction of OsIer's drawings and 
watercolours lead one to sense the care and 
respect of the builders and users of each 
court house as fact and symbol of their so­
ciety. All the renderings were made by 
OsIer in 1977. They give general informa­
tion on volume and site and detailed infor-
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mation on materials and their use. The page 
opposite each image contains a brief cita­
tion from the Research Division of the 
CIHB. Both interior and exterior views re­
produced in the recently-published Corner­
stones of Order: Court Houses and Town 
Halls of Ontario, 1794-1914 3 further whet 
one's appetite to visit these buildings and to 
ensure their preservation. 

For whom is the 1983 publication in­
tended? Because of the poor quality of im­
age, the thin and muddled information, and 
the textbook-looking presentation, it will 
not develop sympathy for the subject in the 
general public. It is certainly not for the 
scholar. It is difficult to imagine that this 
volume would have been a successful candi­
date for a Canada Council or SSHRCC 
grant. As a companion to the Manuscript 
Report Series it could and should have been 
of use as a basic research tool. The Manu­
script Reports require a finding aid with the 
appropriate indices to architect, builder, 
date, client, city and county. A rigorous, 
consistent catalogue entry system needs to 
be established. For proper visual reading of 
the buildings, the small illustrations should 
be ordered by date within each province. 
Architectural nomenclature must be estab­
lished and controlled. These requirements 
are basic to much-needed reference tools 
that the CIHB should have produced and 
must do in the future. To be of use, access to 
records of buildings and their history 
should be consonant with international 
standards and coordinated with record­
keeping of public archives and other 
Canadian institutions contributing to the 
establishment of nationally and interna­
tionally shared standards. 

Phyllis Lambert Director, 
Canadian Centre for Architecture/ 

Centre canadien d'architecture, 
Montreal, Que. 
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David Milne and the Modern Tradition 
of Painting 
John O'BRIAN 
Coach House Press, Toronto, 1983 
144 pp. 62 illus., $12.00 

John O'Brian's book is the first in-depth 
study of the formal and theoretical sources 
for David Milne's work. Although the text 
is not long and the illustrations, called "ref­
erence photographs" by the publisher, are 
never larger than two by three inches, the 
book is rich in ideas, and constitutes a su­
perior piece of scholarship that will have 
continued importance. It was edited by 
Dennis Reid and is part of the recent exten­
sion of the activities of Coach House Press 
into serious studies of Canadian art and ar­
chitectural history. For O'Brian this culmi­
nates an involvement with Milne's work 
that began when he was an M.A. student in 
Toronto and continued with an exhibition 
and the catalogue David Milne: The New 
York Years, 1903-1916 for the Edmonton 
Art Gallery in 1981. The text of the Ed­
monton catalogue evolved slightly to 
become part of the Coach House book. 

Since O'Brian is a writer as well as a 
Ph.D. candidate in art history at Harvard 
University, it is not surprising that his own 
style is assured, disciplined and precise. It 
also seems natural that when he chooses to 
quote from Milne's critics, positive and 
negative, he finds comments that are sharp 
enough to illuminate a whole period of 
opinion; there is a 1912 New York Times re­
view cited on p. 21, for instance, which calls 
Milne's paintings "violently alive" enough 
to "send the pictures around them back into 
a shadowy and invalid region." Elsewhere 
in the book O'Brian quotes one of the most 
beautiful pieces ever written about a 
Canadian artist, D.G. Jones' "A Garland of 
Milne": "No one in France / could make 
such galaxies / of glass and water / intricate 
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with flowers."l 
The effect of O'Brian's enthusiasm for 

writing which goes furthest in shaping the 
book, however, is the attention he gives to 
Milne himself as a serious writer and 
reader. Since the author is uniquely quali­
fied to do such a study it is unlikely that this 
aspect of the book will ever be surpassed. In 
the first of his five essays, after summarizing 
the brief history of Milne criticism and 
scholarship, he describes the major charac­
teristics of the artist's writings. Milne wrote 
a great deal once he had ended his New 
York City residence. Having decided that 
he would live in quieter places, he compen­
sated for his distance from any circle of dis­
cussion for most of the rest of his life by ex­
changing complex, unhurried letters with a 
few other artists and with selected patrons 
and critics; these letters were a means of 
distilling the ideas that affected his paint­
ing. Sometimes he also wrote private, de­
tailed analytical notes on the progress he 
made from one painting to another, and in 
the last decade of his life he produced 
broad, brief essays, such as Feeling in Paint­
ing and Aesthetic Agents, as well as seg­
ments of an autobiography.2 Writing was 
important enough to Milne to be discussed, 
at least on one occasion, on the same level 
as painting pictures: 

The thing is that while I write or 
paint with one hand I have to have 
someone - nature mostly - hold 
the other. I have to have a person 
to debate with, or an object to 
paint from or write about. 3 

Thus, O'Brian's emphasis on Milne's 
writing as "an essential complement of his 
paintings" (p. 36) is well justified. The 
author defines what Milne wrote in terms of 
its lean style, its didactic side, and the over­
all movement it demonstrates from specific 
analysis of works of art to larger theory. He 
also refers to a "peculiarly North 
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American," Thoreauvian attitude which the 
writings project, of having been produced 
out of a spiritually healthy isolation (pp. 
42-43). 

The fourth essay, "Milne's Theories of 
Art," deals with Milne as both a writer and 
a reader. It is a search in literature for the 
sources of Milne's theories, based on the 
premise that "just as the style of Milne's 
New York paintings may be traced to cer­
tain contemporary and historical anteced­
ents, so the ideas about art expressed in his 
writings have their genesis in what he read" 
(p. 87). This premise gives structure to an 
interesting twenty-page discussion, and 
O'Brian demonstrates connections with a 
number of authors who were read by many 
artists of the period: Clive Bell, Ruskin, 
Whistler and Thoreau. However, Milne's 
theories were not rooted so specifically in 
books as this premise states. By the time he 
had read the influential modernist critic 
Bell, for instance, he was already a mature 
artist who had seen and understood the 
work of Cezanne, upon whose work Bell's 
conclusions were principally based, and 
Milne was capable of drawing his own con­
clusions. In fact, the independence of his 
perspective shows in a comment he made 
on Bell's narrow viewpoint in a 1920 letter: 

Bell is almost exactly in the posi­
tion of Ruskin with Whistler when 
he attempts to view a new man (of 
course without Ruskin's great­
ness) .... Cezanne is Bell's Turner, 
he will be the first to miss anything 
outside that."4 

Milne did owe a debt to Bell, as O'Brian 
proves, but the nature of the debt is stated 
more accurately in the first essay, when 
O'Brian says that modernist criticism gave 
Milne a way of stating his theories: "a dic­
tion matching his own unsentimental aims, 
to describe what he had in fact already done 
in his painting" (p. 29). O'Brian points out 



in particular that the phrase "aesthetic emo­
tion" and its formalist implications, central 
in Milne's writings, came from Bell (pp. 
89-94). 

The main purpose of the fourth essay is 
to establish that Milne's ideas, aside from a 
few seemingly contradictory ones, were 
very much aligned with international mod­
ernist principles, which locate the meaning 
of a painting in its line, colour and other 
abstract qualities rather than in its subject. 
Milne's relationship to modernism is, in 
fact, the central theme of the book, and the 
second and third essays, "Stylistic Coordi­
nates I" and "Stylistic Coordinates 11," work 
out a pattern of visual sources for his New 
York City period that is strongly modern­
ist. This close involvement with modernism 
put Milne among the vanguard of early 
twentieth-century North American paint­
ers, although he has not usually been 
viewed in this way. Modernism became a 
powerful force in New York precisely dur­
ing the time that Milne lived there, in large 
part because up-to-date European painting 
and sculpture was being shown at Stieglitz's 
291 and at other galleries, and because 
many young American artists were return­
ing to New York from Europe with en­
thusiasm for the Impressionists and Post­
Impressionists, Matisse, Picasso and other 
great early modern painters and sculptors. 

Milne's pre-1911 paintings reflect, as 
O'Brian explains, his interest in French and 
American Impressionism. O'Brian suggests 
that this interest subsided quickly, but 
Milne himself argued that Monet was his 
one great lifelong influence. This argument 
deserves consideration, especially in study­
ing the Boston Corners landscapes (only 
Trees in Spring, a somewhat atypical oil 
from this important phase, is included in 
the book, although there are a few repro­
ductions of Boston Corners watercolours). 
O'Brian presents possibilities of influences 

from Cezanne and the Cezanne-influenced 
Prendergast, and from the flattened compo­
sitions of New York illustration, on paint­
ings showing the first glimmerings of 
Milne's maturity. I would include Bonnard 
in this list as a direct influence on Milne's 
composition. 

The hundreds of modernist paintings in 
the 1913 Armory Show did not shake up 
Milne's style as they did the work of some 
Americans, but O'Brian does demonstrate 
both that Milne freed himself of commer­
cial conventions soon after and that he 
looked very seriously at Matisse's paintings 
in the show. The author finds that Whistler 
influenced this phase of Milne's painting as 
well, in the 1914 interiors with figures. I 
find more Whistler influence in the paint­
ings around 1911, at the time that Milne's 
etchings were very close to those of the 
older artist. I would also add Japanese art 
to this pattern of sources from the New 
York City context. Japanese art was very 
visible in America in Milne's day. He would 
have known that some of the artists he pro­
fessed to have admired most, such as Monet 
and Whistler, were deeply indebted to Japa­
nese art and as a result their own work, like 
Milne's, emphasized the two-dimensional 
rather than volume and deep space. Milne's 
own familiarity with it later on is evidenced 
by the fact that in his long autobiographical 
letter to Alice and Vincent Massey in 1934 
he referred to prints by Hiroshige and 
Hokusai as naturally as he did to European 
works.5 He probably also knew Arthur 
Wesley Dow's influential book Composi­
tion;6 this agreeably undogmatic, illustrated 
lesson book based on Japanese design prin­
ciples would have been both a visual and a 
theoretical source for the artist. 

While the modernist tendency is the 
most important aspect of Milne's New 
York painting, and while it is strongly ex­
pressed later in his theories, it should not be 
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emphasized so much that other aspects of 
his work seem like contradictions (as on p. 
119, where O'Brian states that Milne's late 
fantasy paintings "ran against the current of 
modern art to which he had attached him­
self'). If modernism is understood as a force 
which distinguishes late nineteenth- and 
twentieth-century painting from what came 
before it, but which mixes with other new 
forces in most of the work of the period, 
then there is a way of fitting Milne's career 
naturally into its age. Very few European 
artists followed modernist principles to 
their logical extremes as did Mondrian and 
the Constructivists; Expressionism, Sym­
bolism, Dada, Surrealism and other tenden­
cies emphasizing emotional and other kinds 
of content entered or dominated the work 
of much of the avant-garde. North Ameri­
can art reflected this mixed attention to 
form and content. Such members of the 
Stieglitz circle as Marin and Hartley 
painted less rigorously formal, more de­
scriptive pictures in their middle and late 
careers. Marin did some compositions with 
figures which compare strikingly with 
Milne's fantasy pictures. Even the later 
"abstract" artist Gorky has been seen as a 
man obsessed with the very personal con­
tent of his pictures, which he hid in fields of 
sophisticated line and colour that no one 
searched for decades.7 

Milne's late work includes many pic­
tures that have an undeniable orientation 
toward content. He did insist on discussing 
these in terms of line, colour, and value, as 
O'Brian points out, but his writings are not 
one hundred percent modernist in tone. A 
change of outlook is suggested as early as 
1933 in a letter describing 
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a rather curious development for 
me. Subject - that is story - had 
played about as little a part with 
me as with anyone I know; yet this 
direction has to do with subject. 

More accurately, and stranger 
still, with titles. 8 

In letters from the forties Milne calls the 
fantasy paintings "subject pictures," the 
strongest possible reference to the non­
formal concepts behind them. Most inter­
esting is the comment he made in 1940 
about T.S. Eliot's writing; "Eliot's welding 
of meaning to music seems to me to be a 
happy one for poetry or painting."9 As a 
younger man Milne might have emphasized 
the abstract "music" in the work (Eliot's 
and his own) without giving such impor­
tance to the meaning. But in the last years 
of his life, working in his studio and only 
seldom directly from nature, he turned to 
images conceived entirely in his imagina­
tion, and their meanings are mysterious and 
full of poetry. 

There is much still to be said about 
Milne's "subject pictures;" the last half of 
O'Brian's fifth essay, "Perspectives of Feel­
ing," discusses them, but not in a conclusive 
way. The first half of this essay, however, 
must be mentioned as a brilliant and beauti­
fully written critical piece. It is about space 
in Milne's painting as a thing which is felt 
rather than described, something related to 
Matisse's espace spiritueZ, and also linked 
by O'Brian to "the paradox of vastness 
found in intimacy" of Proust (pp. 114-15). 
This section alone is enough to make one 
look forward to O'Brian's next book. 

Notes 

Lora Senechal Carney 
University of Toronto, 
Scarborough Campus. 

D.G. JONES, "A Garland of Milne," Under the 
Thunder the Flowers Light Up the Earth (Toronto: 
Coach House Press, 1977), p. 10. Quoted in O'Brian, 
p. 118. 
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David Milne and the Modern Tradition 
of Painting 
John O'BRIAN 
Coach House Press, Toronto, 1983 
144 pp., 62 illus., $12.00 

In recent years a number of fine histories 
and monographs on Canadian and Ameri­
can artists have been published, adding 
greatly to the understanding of these two 
artistic traditions. Most of these books have 
concentrated on one artist or movement 
and have not attempted to place the subject 
within a larger context. This type of ap­
proach has helped to establish the individu­
alism and greatness of North American 
painting apart from European art. David 
Milne and the Modern Tradition of Painting 
by John O'Brian is among the important 
new books which look beyond political 
boundaries to find the relationship between 
the artist's work on the one hand, and mod­
ern painting and art theory on the other. 

When the paintings, watercolours, and 
prints of David Milne (1882-1953) were dis­
covered by Canadian critics, they were fre­
quently described as the product of an artist 
whose work stood apart from any artistic 
school or tradition. Such statements were 
easy to assert, since at the time Milne was 
living alone in an isolated cabin at Six Mile 
Lake in Ontario. Milne was not, however, a 
cultural recluse; he read copious amounts 
of modern literature and art theory. Having 
spent thirteen years in New York City, he 
was familiar with modern art and his own 
early style shows the obvious influence of 
Post-Impressionist and Fauve painting. 
Milne was also a gifted writer, and wrote 
about his own paintings as well as about 
more general theories of art. O'Brian's book 
examines the role that modern art played in 
the development of Milne's style, looking 
beyond his biography by analyzing his rela­
tionship with the time and place in which 
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he lived and by using his own writings, not 
as the final authority, but as simply another 
type of useful source material. 

O'Brian's thesis is essentially that Milne 
was a formalist painter. Support for this 
idea can be found in the artist's writings; he 
considered his art to be "simplifications of 
line and colour, intended to produce a 
thrill, a kick,"l rather than works of art 
created to depict a specific place or subject. 
The book is arranged by topic rather than 
chronologically. O'Brian begins by examin­
ing Milne as a Canadian and in particular in 
relation to Northrop Frye's and Margaret 
Atwood's ideas about Canadian character. 
The study continues by examining criticism 
of Milne's work beginning with the notices 
the artist received in New York newspapers 
and also discusses Milne's own criticism of 
his art. The heart of the book is the chap­
ters written specifically about the New 
York years; a chapter then follows on 
Milne's theories of art and a final summary 
section discusses the apparent contradic­
tions to Milne's formalist aesthetic in the 
artist's paintings of religious subjects. 

In the section on Canadian character, I 
found O'Brian's ideas and his selection of 
quotes to be interesting. "National charac­
ter" is an idea more often discussed in 
Canadian than American art literature and 
O'Brian convincingly argues that Milne's 
art and life were consistent with many of 
the ideas about a peculiarly Canadian out­
look. This idea does not imply that an artist 
must "paint Canada," but merely that cer­
tain attitudes should be prevalent in his or 
her mind. In the discussion of how Milne 
developed his own style by drawing upon 
the innovations of such modern masters as 
C6zanne and Matisse, O'Brian also presents 
strong evidence for the idea that Milne was 
influenced by these painters. Less devel­
oped is the analysis of the relationship of 
Milne's art to contemporary American art. 
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Milne wrote about the lack of interesting 
American art on view in New York, yet his 
paintings clearly draw upon motifs and sub­
ject matter frequently found in the work of 
early twentieth-century Americans. Like 
many other writers, O'Brian dismisses the 
period during which Milne worked in New 
York as a time of artistic decay. Although 
thirty years ago most American art histori­
ans would have agreed with him, today the 
period is better understood as having in­
volved an aesthetic that was simply differ­
ent from that of contemporary European 
art. In addition to American Impressionist 
painting, "tonal" landscapes were popular 
in this period; Milne's choice of subject 
matter for his works may have been in­
fluenced by these broadly painted, expres­
sive works, which present the landscape as 
if it were seen through a haze. Admittedly, 
the period in American art is a confusing 
one, and much of the source material is still 
lurking in archival collections. This failing, 
however, brings up one of the serious chal­
lenges faced by any author who seeks to ex­
amine an artist in relation to traditions out­
side of his own: one must become an expert, 
not only on the artist and his background, 
but also on each tradition which the author 
seeks to compare with the artist's work. 

The question of the audience for which 
O'Brian wrote also arises. Of the books 
published by Coach House, a Toronto press 
that concentrates largely on poetry, drama 
and fiction, David Milne and the Modern 
Tradition is the only book of art criticism 
on the current publication list. Although 
O'Brian writes in a fluid, readable style, the 
ideas presented are complex. O'Brian as­
sumes that his reader has a considerable 
amount of background knowledge about 
Milne (a chronology would have been help­
ful even for a well-informed reader), and 
the black and white illustrations, while they 
are beautifully printed, are so small that 



they only serve as vague reminders of what 
the actual works of art are like. Many of the 
visual points that O'Brian makes are not de­
scribed in enough detail. One has to take 
the author's word that Alcove by Milne re­
calls Matisse's The Red Studio, since the il­
lustrations reveal only that both paintings 
depict studio interiors. Although colour il­
lustrations would have added to the cost of 
the book, I think a few examples would 
have strengthened O'Brian's points. The 
book is short (116 pages of actual text) and 
in certain sections I also wished that the 
ideas were discussed at greater length. I 
found this to be particularly true of the sec­
tions on Milne's reading of art theory and 
literature and its influence on his art; al­
though it is difficult to establish causal rela­
tionships, more detail would have made the 
analysis better. If one knows a great deal 
about Milne already, it is easy to accept the 
fact that he was reading Marce1 Proust 
while living in the Adirondack Mountains 
in New York, but to a reader less familiar 
with the artist his choice of reading 
material might seem odd. 

Three of the five chapters of this book 
were originally published as the catalogue 
David Milne: The New York Years, 
1903-1916, an exhibition organized by the 
Edmonton Art Gallery in 1981. To this in­
formation O'Brian has added two chapters 
which expand the discussion of Milne's re­
lationship to modernism and attempt to 
view its influence in relation to the artist's 
entire career rather than just the early 
period. The book complements two other 
substantial publications about Milne: Rose­
marie Tovell's Reflections in a Quiet Pool: 
The Prints of David Milne (the catalogue 
raisonne of the artist's prints), and the 
August 1973 issue of Artscanada, which 
contained ten pages of Milne's writings 
from 1920 and 1921. Tovell's careful study 
of the prints includes a wealth of biograph-

ical information as well as detailed techni­
cal notes on the production of each print, 
while the Artscanada excerpts make appar­
ent just how seriously Milne was examining 
his own life as an artist. A catalogue rai­
sonne of the paintings and watercolours is 
being compiled by David Milne, Jr. and 
David Silcox.2 O'Brian's study is a worthy 
companion to these texts. For anyone inter­
ested in digging into the questions about 
Milne's art and writing, David Milne and 
the Modern Tradition of Painting is an im­
portant book in its approach and in its at­
tempt to look in a different way at the work 
of a familiar artist. 

Notes 

Gwendolyn Owens 
Associate Curator, 

Herbert F. Johnson Museum of Art, 
Cornell University, 
Ithaca, New York. 

1 Letter to Vincent and Alice MASSEY, 20 Aug. 
1934, Massey Family Papers, Massey College, Univer­
sity of Toronto. 
2 My own study ofMilne's watercolours, The Water­
e%rs of David Mi/ne: A Survey Exhibition (Herbert F. 
10hnson Museum of Art, Cornell University, 1984) 
was published after O'Brian's book. Written primarily 
for an American audience completely unfamiliar with 
the artist, the essay is intended to discuss this one as­
pect only of the artist's work, and also supports the 
idea that Milne was a modernist. 
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The Potters' View of Canada: Canadian 
Scenes on Nineteenth-Century 
Earthenware 
Elizabeth COLLARD 
McGill-Queen's University Press, 1983 
194 pp., 172 illus., $29.95 

Elizabeth Collard's long-awaited new 
book was a greater pleasure to receive than 
many for, by her earlier Nineteenth-Century 
Pottery and Porcelain in Canada (1967) and 
numerous articles, Mrs. Collard is known 
as a meticulous researcher and a crisp and 
incisive writer. 

The Potters' View of Canada is a 
focussed study of that hotly-collected cate­
gory of nineteenth-century English and 
Scottish white-bodied table and serving 
wares that were decorated with transfer­
printed and Canadian-oriented views, 
motifs and legends, particularly for export 
to the Canadian market (though they were 
sold elsewhere as well). The well-known 
Death of General Wolfe transfer-printed 
jugs and teapots, for the most part based on 
Benjamin West's famous panoramic paint­
ing, appeared first in about 1780. However, 
these were for a primarily British 
memorabilia market. 

A deliberate Canadian focus (although 
many non-Canadian scenes were also of­
fered) came only in the 1820's, with the is­
sue by Enoch Wood's Burslem Pottery, 
Staffordshire, of plates with printed under­
glaze scenes of Quebec, Montmorency Falls 
and Table Rock at Niagara Falls. From this 
point on many British potteries began to 
aim at a specifically Canadian market with 
numerous scenes printed not only in blue, 
but in red, green, grey and purple as well. 

Through twelve chapters, the author 
outlines the history and context of the 
transfer-printed Canadian subject ceramics 
that were produced by numerous British 
potteries on into the 1890's. She has iso-
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lated and illustrated most scenes and identi­
fied many of their origins, often in earlier 
engravings or lithographs copied for 
ceramic printing. She has identified as well 
the makers of each scene or type, illustrated 
all known factory marks and, largely 

'through examination of early advertising, 
traced and followed this pottery from the 
factory to its ultimate Canadian markets. 
Collard states at the outset that this is nei­
ther a catalogue nor a definitive list (since 
previously unknown examples are still oc­
casionally discovered). However, I suspect 
the book will be taken as both, and shortly 
expect to see auction listings citing "Collard 
No. so and so," or new surfacings as "not in 
Collard." 

A critique of The Potters' View of 
Canada must be concerned more with 
omissions and exclusions than with in­
cluded content. As far as it goes Mrs. Col­
lard's research is impeccable, but it is 
largely from published sources. A noticea­
ble omission is information based on origi­
nal records (insofar as they still exist) of the 
producing factories, of British and 
Canadian mercantile houses, and of 
Canadian import landings. Thus, little is in­
cluded on actual production dates of 
ceramic patterns and forms, on specific 
printed decorations, on the quantities origi­
nally manufactured, on quantities shipped 
and their destinations, and on landed im­
portations. Such research might be largely 
nonproductive, for early commercial rec­
ords are notoriously poor in description. 
Nevertheless, sooner or later it should be 
tried. The author does state that there is 
much work to be done, most particularly in 
the area of identifying further source illus­
trations for printed scenes. 

"Hard" information on scenes, various 
pottery forms on which they appear, co­
lours, makers, issue date ranges, etc. is in­
cluded throughout the narrative text, but is 



somewhat difficult to glean for quick refer­
ence. Since the book is likely to be used as a 
catalogue in spite of the author's dis­
claimer, a checklist appendix, citing such 
basics in short form, would be a very useful 
inclusion in the next edition. 

As a tightly-focussed study, the book is 
limited solely to Canadian-subject scenic 
and motif transfer printed wares. Thus, it 
does not address identical ceramic forms 
with British, American and other views and 
motifs. Neither does it cover a parallel 
group of British special-order tablewares 
(common in the later nineteenth century) 
bearing transfer-printed legends or motifs 
of Canadian organizations ranging from 
steamship lines and railways to hotels and 
churches. Another similar group is likewise 
excluded: those many English export white­
wares decorated with either integral relief­
moulded or cast and applied Canadian 
motifs, usually beavers and maple leaves, 
rather than transfer printing. Further work 
is badly needed on the latter two groups. 

Overall, this is the best new book to ap­
pear in some years on either Canadian or 
Canadian-context ceramics, and though oc­
casional new or variant printed scenes or 
motifs, or pottery forms, will appear just as 
the author projects, I doubt the subject cov­
erage of The Potters' View of Canada will be 
superceded for decades to come. For his­
torians and collectors of ceramics, it is an 
important work, and an essential one. 

D.B. Webster 
Curator, Canadiana, 

Royal Ontario Museum. 

EXHIBITIONS / EXPOSITIONS 

L'art de l'architecte: trois siecles de 
dessin d'architecture a Quebec/Three 
Centuries of Architectural Drawings in 
Quebec City 
Marc GRIGNON et Luc NOPPEN 
Musee du QuebeclUniversite Laval, 1983 
293 pp. 232 illus., $6.00 

There are those who claim that the art of 
building - or architecture - is the beginning 
of all the arts. Yet in contrast to other arts 
like painting, sculpture, drawing or photo­
graphy, architecture does not generally use 
the museum exhibition as a forum for ap­
preciation. Architecture, in fact, is a public 
art, accessible outside museum or gallery 
walls to all who wish to see. A recent phe­
nomenon in the cultural field is the attempt 
to examine the art of architecture through 
exhibitions. It raises a number of funda­
mental questions. How can one adequately 
examine the theme if the end product, the 
building, cannot (in most cases) be part of 
the display? To what extent can architec­
tural exhibitions, inevitably focussed on 
process, lead to a greater understanding 
and appreciation of the completed master­
piece? Without the principal works, what 
artifacts can a curator choose in order to ex­
plore architectural creativity? 

In response to this challenge, Luc Nop­
pen, Marc Grignon and their collaborators 
(Shelley Hornstein-Rabinovitch and stu­
dents at Laval University) have opted for a 
selection of architectural drawings as the 
means of examining architectural 
creativity. The drawings run the gamut of 
building types, styles and even engineering 
works, with the common denominator that 
all were made in Quebec City and were con­
ceived as part of the creative process lead­
ing up to construction. The earliest is a 
drawing for a mantelpiece (1679) by Claude 
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Baillif; the latest are 1912 designs for resi­
dences by the firm of Tanguay and Lebon. 
This limitation on the time frame is justified 
by the current state of research in the fields. 
Supplementing the drawings are a variety 
of three-dimensional objects, including 
books, manuscripts and carved models of 
the classical orders of architecture. To in­
crease intellectual access to the drawings, 
the curators have added several imaginative 
teaching aids, an audio-visual show on pa­
per conservation techniques, an attractive 
catalogue and a newspaper. 

Despite the careful selection of artifacts 
and the clever use of such "hands-on" teach­
ing aids as the plexiglass flap for alternate 
solutions to Chaussegros de Lery's 1744 
cross-section for Notre-Dame Cathedral 
(no. 10) and the volumetric model to illus­
trate the components of architectural draw­
ings (plan, elevation and section), the exhi­
bition is unfocussed. The authors state that 
the particular aspect of architectural 
creativity that they intend to explore is the 
evolution of architectural drawings in Que­
bec City in terms of content, form, media 
and artistic conventions. The chronological 
arrangement of the exhibition, however, 
tends to diminish this thematic thrust; to 
group works for similarity or contrast could 
have done much to enhance the viewer's 
understanding of how these drawings were 
made and used at different periods. As if 
hesitant to sustain strongly one thematic 
focus, the exhibition hints at, but does not 
consistently deal with, other avenues of in­
quiry, including the evolution of the ar­
chitectural profession in Quebec City, the 
history of Canadian architecture and, in­
deed, the histories of the individual build­
ings for which the drawings were made. By 
contrast, the amply-illustrated catalogue 
handles sensitively the main and ancillary 
themes in a well-argued introductory essay 
and thoroughly-documented individual 
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catalogue entries. 
The accessibility of this technical and 

unfamiliar material could have been im­
proved through the inclusion of more infor­
mation around the drawings and a more 
thoughtful juxtapositioning of related ob­
jects. For example, access would have been 
enhanced by more guidance on the signifi­
cance of the varied and sometimes unortho­
dox formats of some of the drawings 
(whether part of not aria I documents or pre­
sentation pieces), or the curious perspective 
conventions of others (nos. 20, 24, 25, 27). 
And while the catalogue makes clear the as­
sociation between the depiction of a seven­
teenth-century roof frame by Jean Caille 
(no. 4), the reconstructed model by Denis 
Tetrault, and the relevant plates from 
Mathurin Jousses's L 'art de charpenterie 
(Paris, 1702), the three items were spatially 
distant in the exhibition (at least at the Na­
tional Gallery of Canada), thereby prevent­
ing most viewers from grasping their inter­
relationship. In the same vein, spatial 
separation and a dearth of explanatory 
material deprived most visitors of the pleas­
ure of perceiving the subtle and illuminat­
ing linkages between the carved orders of 
architecture made to illustrate the neoclas­
sical teaching of the Abbe Jerome Demers 
(nos. 49-53), the copy of Demers' Precis 
d'architecture, and the architectural draw­
ings of Frangois and Thomas Baillairge 
(nos. 31-32, 36-37, 39, 45, 66). 

Apart from thematic considerations, ar­
chitectural exhibitions may also be exam­
ined in purely aesthetic terms. If the arcane 
subject matter makes communication dif­
ficult, the uneven quality of architectural 
drawings, intended for the most part as 
working tools, often affects viewer ap­
preciation. L 'art de l'architecte is no excep­
tion to this generalization. Many of the 
drawings are dull and workmanlike, lack­
ing the intrinsic aesthetic quality needed to 



be attractive in their own right. Some are 
downright ugly and visually uninteresting 
(nos. 6, 23) or poorly drawn (no. 86). Only 
occasionally do the drawings attain the 
kind of quality that one usually expects in a 
museum context. These include the deli­
cately refined late eighteenth-century and 
early nineteenth-century work of Fran<;:ois 
and Thomas Baillairge, the robust and pre­
tentious competition perspective of the 
1856 Quebec Customs House by Charles 
Baillairge (no. 79), the dynamic ink sket­
ches for the 1880 Parliament Buildings by 
Eugene-Etienne Tache (nos. 90-91; the in­
version of the two components of his given 
name in the catalogue entry is erroneous), 
and the flamboyant 1910 project for a 
Beaux-Arts station by Louis Morency (no. 
102). 

What was the reaction to L'art de l'ar­
chitecte? Reports and visitor statistics from 
the Musee du Quebec (6 April-29 May), the 
National Gallery of Canada (29 July-18 
September), and the Royal Ontario Mu­
seum (15 October-30 November, 1983) sug­
gest that the exhibition awakened consider­
able interest among specialized groups, in 
particular teachers and students of archi­
tecture, art history and engineering, but 
that it had less appeal for the general mu­
seum visitor. The narrow technical theme, 
the lack of supporting documentation in the 
exhibition itself, and the uneven quality of 
the artifacts probably contributed to the 
lack of general appeal. In the words of one 
officer, such an exhibition will never be a 
crowd-pleaser. 

Nevertheless, Luc Noppen and Marc 
Grignon, as well as Shelley Hornstein­
Rabinovitch and the Laval University stu­
dents, are to be congratulated for rising to 
the challenge of exhibiting architecture in a 
museum context and for undertaking this 
pioneering exhibition to make known an as­
pect of our cultural heritage that has hith-

erto been largely overlooked. They have 
made a judicious selection of drawings and 
other materials, created imaginative teach­
ing aids and prepared their documentation 
in an impressive and reasonably-priced cat­
alogue. It is appropriate in this "post­
modern" era, when interest in our architec­
tural past has been rekindled, that L 'art de 
l'architecte has presented to the public these 
images of our architectural heritage. 

Christina Cameron 
CIHB, Parks Canada. 
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Private Realms of Light: Canadian 
Amateur Photography, 1839-1940/ Le 
coeur au metier: la photographie amateur 
au Canada, 1839-1940. Preparee par la 
Collection nationale de photographies des 
Archives publiques du Canada, 
1983-1984. 

Enfin une eXposItIOn qui s'interesse a 
l'histoire de la photographie! Elles sont si 
rares que pour cette unique raison, nous se­
rions tentes de nous taire et de la gother 
pour ce qU'elle represente: un pas dans la 
constitution d'une historiographie cana­
dienne sur le sujet. Neanmoins, une cer­
taine maniere, un certain biais nous empe­
che de nous laisser aller a la simple 
contemplation. 

Lancee a l'ete 1983 a Ottawa et presentee 
depuis a Montreal et a Toronto!, cette ex­
position nous offre 200 photos tirees princi­
paiement des tiroirs de la Collection natio­
nale de photographies des Archives 
publiques du Canada. L'accrochage, sou­
mis a un ordre chronologique rigoureux, 
tente de reconstituer une histoire de la pho­
tographie canadienne a travers 1'0bjectif de 
l'amateur2. Chaque periode est precedee 
par un panneau didactique signe a tour de 
role par Andrew Birrell, directeur de la 
Collection nationale de photographies, Lily 
Koltun, responsable de la section des acqui­
sitions et de la recherche, Peter Robertson, 
John M. Schwartz et Andrew C. Rogers, 
archivistes. L'exposition ne presente bien 
sur que des originaux dont le format, parti­
culierement durant les premieres decennies, 
est sou vent petit; cela va jusqu'a la carte de 
visite qui ne depasse guere 10 X 6 cm. Les 
concepteurs ont donc amenage des temps 
de repos pour que 1'0eil attentif ne s'epuise 
pas trop rapidement. Des epreuves geantes 
representant des amateurs a l'oeuvre ont ete 
installees le long du parcours de l'exposi­
tion; des presentoirs offrent a la vue une 
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partie de la tres belle collection d'appareils 
anciens du musee McCord de Montreal; on 
y trouve egalement quelques publications 
dans lesquelles les amateurs de l'epoque 
pouvaient puiser des conseils techniques ou 
s'impregner de notions artistiques alors a la 
mode3. Ajoutons a cela un presentoir dedie 
aux souvenirs des succes publics de cer­
tains, sous forme de medailles et de diplo­
mes. 

Cependant, les qualites techniques et es­
thetiques des photos choisies constituent le 
phenomene le plus etonnant de l'exposition. 
Tout y est: supports elabores et procedes 
complexes (bromoil, procede au char­
bon, ... ), cadrage impeccable, maitrise des 
lois de la perspective et de la composi­
tion, ... Du travail irreprochable de calibre 
international! Si bien qu'on ne s'etonne fina­
lement pas d'entendre John M. Schwartz 
nous rappeler le grand reproche que l'on 
adressait deja de son temps a la photogra­
phie "picturaliste" canadienne: son incapa­
cite de developper un style qui lui soit pro­
pre. En effet, obnubilee par le desir 
d'imposer son art au meme niveau que celui 
de la peinture, la photographie d'elite cana­
dienne n'a pas pu ou n'a pas voulu laisser 
surgir le moindre souP90n d'inspiration qui 
lui soit propre. 

Si l'on s'en tient a ce que nous montre 
l'exposition, il faut remonter aux premieres 
decennies de l'histoire de la photographie 
canadienne pour trouver une production 
qui depasse le conformisme du moment. Si­
gnalons au premier chef le travail de 
Alexander Henderson. Ses paysages par la 
force de leur composition, le travail de la lu­
miere et la discrete presence humaine, reve­
lent une sensibilite qui s'investit toute en­
tiere dans le rapport entre le sujet et 
l'appareil. Souvent, pendant les premieres 
annees de la photographie, la complexite 
inouie des operations et des procedes, alliee 
a la longueur des temps de pose semblaient 



ranc;:onner l'energie creatrice du photogra­
phe. Rien de tel chez Henderson qui accom­
plit pourtant des prouesses techniques 
lorsqu'il photographie des scenes d'hiver (le 
fraid avait alors la reputation de ralentir 
singulierement les operations jusqu'a les 
rendre impossibles). Ceux qui ont eu la 
chance de voir ses albums consacres a 
Montreal savent a quel point les paysages 
urbains de Henderson possedent le meme 
caractere d'intimite. Vers 1866, Henderson 
devait d'ailleurs passer dans le camp des 
photographes professionnels en tant que 
"landscape photographer"4. 

Cette periode de pionniers, disons en 
gras jusqu'au tournant du siec1e, est egale­
ment la seule Oll l'on sent la presence d'une 
photographie qui, sans etre populaire au 
sens actuel du terme, n'en est pas moins le 
produit d'une approche plus spontanee, 
plus libre que celle de leurs successeurs pic­
torialistes. Nous pensons plus particuJi{:re­
ment aux photos de navires que nous a lais­
sees le lieutenant de vaisseau Roche, ou 
encore a ces images prises par des employes 
de la Compagnie de la Baie d'Hudson ou 
par des epouses d'officiers de la Police mon­
tee qui pratiquerent la photographie pour 
meubler leurs temps libres dans des territoi­
res eloignes. 

Nous croyons toutefois que cette rupture 
peut etre le fruit de la demarche meme de 
l'exposition plutot qu'une fatalite qui enta­
che la photographie canadienne. Tout re­
side dans la definition etroite que l'on a don­
nee du photographe amateur. 11 s'agit d'un 
amateur distingue qui dispose du temps et 
de l'argent necessaires pour se livrer a sa 
passion. 11 est membre de clubs selects Oll 
l'on echange ses experiences, Oll l'on entend 
des conferences et Oll l'on organise des sa­
lons et des expositions. Car cet amateur 
"haut de gamme" desire etre vu et se montre 
effectivement, non sans succes d'ailleurs. Ce 
gout de l'ostentation pese lourd sur 

l'ensemble des periodes couvrant les annees 
1900-1940. Pratique systematiquement, 
cette attitude semble entrer en contradic­
tion avec la valeur d'usage prive que l'on re­
connait habituellement a l'epreuve non­
professionnelle5 . Mais les amateurs 
"serieux" de notre exposition sont des artis­
tes, des auteurs qui ont besoin du regard 
d'autrui; auraient-iIs qualifie eux-memes 
leurs activites de "Private Realms of Light"?6 
Auraient-iIs ete heureux de s'entendre dire, 
en franc;:ais, plein de "coeur au metier", ex­
pression suggerant trop aisement le gagne­
pain populaire?7 

N'allons cependant pas trap loin. On 
pourrait dire que nous cherchons noise 
pour trap peu, d'autant plus que notre ama­
teur ne comprend pas un mot de franc;:ais. 
Pas un seul francophone dans toute l'expo­
sition! Cela est du, repondent les organisa­
teurs, a la methodologie employeeS. 
Comme nous venons de le comprendre, les 
efforts de recherche se sont essentiellement 
portes sur les clubs de photographes ama­
teurs (tel que le Camera Club de Montreal, 
encore actif aujourd'hui), sur les revues spe­
cialisees et les salons. Or cette formule asso­
ciative et les activites qui en decoulaient 
correspondaient chez nous a une maniere 
de faire typiquement anglo-saxonne9. 11 
semble que ce gout de l'organisation n'ait 
jamais emigre dans la mentalite de l'autre 
coIlectif canadien. Un peu de souplesse me­
thodologique et un peu de curiosite auraient 
alors aide a combler ce vide tout en don­
nant, selon nous, des resultats fulgurants. 
On sait quel role les communautes religieu­
ses ont joue chez les franco-canadiens. Et 
bien, la photographie n'y a pas echappe; 
nous avons pu verifier la richesse de leurs 
fonds photographiques qui temoignent de 
la vie passee dans les anciens colleges c1assi­
ques, les hopitaux, les villes, les villages, les 
missions et la campagne. Et l'aspect estheti­
que ne le cede sou vent en rien au cote docu-
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mentaire. Puisqu'on n'a pas hesite a faire 
quelques emprunts a des institutions de 
Montreal et de Vancouver, on aurait egale­
ment pu payer une petite visite aux Oblats 
d'Ottawa qui possedent des milliers 
d'epreuves et de negatifs (souples ou en 
verre) portant entre autres sur les commu­
nautes inuit et sur le developpement du 
nord-ouest canadien; nous pensons egale­
ment aux magnifiques images rapportees de 
Nouvelle-Angleterre par les Soeurs grises 
de Montreal ou encore aux daguerreotypes 
et au ambrotypes que possedent toujours les 
archives du Seminaire de Nicolet. D'autant 
plus que le temps n'a pas vraiment manque; 
dans la revue L 'archiviste lO, Theresa Rowat 
revele que cinq ans de recherche ont ete 
consacres a cette exposition. 

Dans une critique recente de la meme ex­
position 11 , le professeur Miche1 Lessard si­
gnalait une autre piste. 11 s'agit de ces 
"grands concours pour tous les amateurs 
photographes"12 que 1'0n trouve dans la 
presse quebecoise. De 1900 a 1936, nous en 
avons denombn! une dizaine. Jusqu'a un 
certain point, nous pourrions affirmer que 
ces periodiques i11ustres jouaient chez les 
canadiens-fran9ais un role analogue aux 
clubs de photographes amateurs anglopho­
nes: ils permettaient de "faire voir" les pho­
tos d'amateurs, de comparer les experiences 
de chacun et, a l'occasion, de livrer quel­
ques conseils sous la forme de le90ns. Ce 
champ de manifestation particulier de la 
photographie amateur aurait toutefois pose 
deux problemes aux concepteurs de l'expo­
sition. Le premier questionne la notion 
d'original. Vne photo imprimee vaut-elle 
une epreuve photographique? Dans le cas 
precis des concours de photographie, la ra­
rete effective de ces reproductions photo­
mecaniques peut-elle compenser leur faible 
qualite? Quelle serait, en somme, la place 
des moyens de reproduction photomecani­
que dans I'histoire de la photographie cana-
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dienne13? 
Le second probleme a deja ete evoque 

plus haut; il s'agit de la categorie d'ama­
teurs a qui on a reserve l'exposition. Bien 
sur, notre amateur populaire des periodi­
ques resiste mal au vertige des hauteurs qui 
caracterise l'amateurisme des clubs, des sa­
lons et des magazines. Pourtant, un vaste 
phenomene d'appropriation collective d'un 
medium de representation traversait alors 
l'ensemble des couches de la societe. Com­
ment peut-on l'ignorer lorsque 1'0n souhaite 
parler de photographie amateur de 1839 a 
1940? Ce1a semble si difficile que de temps a 
autres, le fan tome des "photographes du di­
manche" se glisse dans les textes de l'exposi­
tion sans que jamais le choix des oeuvres ne 
puisse nous en rendre l'image. Voyons cela 
de plus pres. A la suite de la creation de 
nombreux clubs a partir des annees 1880, 
Peter Robertson presente bien la dualite qui 
s'impose alors a la notion d'amateurisme 
photographique: 

Malheureusement, les concours 
qui accompagnaient les exposi­
tions et Oll on decernait des me­
dai11es et des prix a quelques elus 
accentuerent le fosse qui se creu­
sait entre les amateurs serieux qui 
defendaient des conceptions artis­
tiques et ceux qui attachaient plus 
d'importance au sujet qu'au style. 

A la periode suivante cependant 
(1900-1914), Lily Koltun insiste sur le fait 
que le pictorialisme n'empecha pas le deve­
loppement populaire de la photographie 
instantannee et touristique. C'etait le debut 
du regne des "kodakistes consciencieux"14, 
regne qui perdure plus que jamais au­
jourd'hui. Pour les annees 1914-1930, An­
drew C. Rodgers signale fort justement que 
les perfectionnements techniques incessants 
profiterent autant au "photographe du di­
manche" qu'a l'amateur "serieux". Et John 
M. Schwartz ajoute que dans la periode 



1930-1940, "les photographes du dimanche 
entrerent de plein pied dans l'ere moderne". 
Rien pourtant dans l'accrochage ne nous 
degage du diktat pictorialiste qui semble 
frapper autant le conservateur de 1983 que 
le photographe esthetisant d'avant-guerre. 
Dommage! D'autant plus que le texte de M. 
Schwartz conc1ue d'une maniere qui nous 
semble concerner d'abord et avant tout 
l'amateurisme populaire: 

La photographie amateur dans son 
ensemble, avec derriere eIle une 
longue tradition de succes, reussit 
a survivre. Sa popularite devait 
durer et se repandre au point d'im­
pregner en profondeur la vie so­
ciale et cultureIle du Canada. 

Mais qui trop embrasse, mal etreint, 
pourrait-on nous repondre; une histoire de 
la photographie amateur dans son sens le 
plus englobant necessiterait une mega­
exposition pour laqueIle les concepteurs 
n'avaient pas les moyens. Cela est probable­
ment vrai. Malgre tout, il reste que Private 
Realms of Light/Le coeur au metier est une 
exposition qui se nomme mal lorsqu'elle 
pretend parler de "la photographie amateur 
au Canada, 1839-1940". Peut-etre qu'un 
simple panneau supplementaire definissant 
de maniere precise, en quelques mots, l'ob­
jet et la methode qui ont mene a cette mani­
festation aurait suffit pour que nous la rece­
vions telle quelle: une approche partielle 
mais fort bien documentee d'une maniere 
particuliere de faire de la photographie 
amateur. En ce sens, et en plein accord avec 
l'equipe de la Collection nationale de pho­
tographie, "nous nous consolons en son­
geant aux decouvertes qu'il reste a faire". 

Yves Chevrefils, 
Membre de l'A.R.I.P. 

(Atelier de recherche sur 
l'image photographique), 

Universite du Quebec a Montreal. 

Notes 

L'exposition se rendra egalement en Alberta et en 
Colombie britannique. 
2 Six themes ont ete retenus: les premieres annees, 
1839-1885; les nouveaux amateurs, 1885-1900; la mon­
tee de la photographie, 1900-1914; une poignee de 
photographes consciencieux, 1914-1930; I'apogee des 
Salons, 1930-1940; I'apparition de la couleur. 
3 Citons par exemple The Amateur Photographer. A 
Guide for Beginners, publie a Montreal par la 
Canadian Camera Co., ou encore un exemplaire des 
tres celebres Photogram of the Year, celui de 1905 dans 
lequel on peut lire un article intitule "Pictorial Photog­
raphy in Canada". 
4 Voir ace sujet I'article de Stanley TRIGGS: "Alex­
ander Henderson: Nineteenth-Century Landscape 
Photographer", Archivaria, No 5, 1977-78, pp. 45-59. 
5 Voir I'editorial de lean-Franc;ois CHEVRIER 
dans le no 2 de la revue Photographies, septembre 
1983, p. 7. 
6 Nous soulignons. 

La traduction fait partie du paysage intellectuel 
canadien. Nous I'acceptons et nous comprenons que ce 
n'est pas un "metier" facile. Neanmoins, iI devient par­
fois angoissant de travailler avec les versions franc;aises 
lorsque, dans le cas qui nous occupe, une petite verifi­
cation de routine nous a donne des les premieres lignes 
"non-inebranlables face aux echecs" pour "undeterred 
failure". 
8 Jocelyne LEPAGE, "Musee des Beaux-Arts, Cul­
tart et Ova. Photos d'hier et techniques d'aujourd'hui", 
La Presse, 21 avril 1984, cahier C, p. 21. 
9 Signalons que ce type d'organisation se manifesta 
rapidement au niveau international. En 1859, The 
Photographic News de Londres lanc;ait le Stereoscopic 
Exchange Club dont fit parti A. Henderson. TRIGGS, 
loco cit. 

10 Vol. 10, no 4, juillet-aout 1983, p. 2. 
11 "Aux archives publiques d'Ottawa, des photo­
graphes amateurs ... d'elite", Photo Selection, vol. 3, no 
4, septembre-octobre 1983, pp. 5, 10-11. 
12 L'album universel, 12 juillet 1902, p. 249. 
13 Yves CHEVREFILS, "Reproduction photomeca­
nique et photographie d'amateur: quelques notes sur le 
rapport entre I'histoire d'une technique et le deve­
loppement d'une pratique culturelle" Esse, (Revue des 
etudiants en histoire de I'art de I'UQAM), printemps 
1984, pp. 12-14. 
14 Nous avons trouve cette savoureuse expression 
dans La Revue populaire, novembre 1908. 
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PUBLICATION NOTICE/ NOTE DE LECTURE 

The Watercolors of David Milne 
Gwendolyn OWENS 
Herbert F. Johnson Museum of Art, 
Cornell University, Ithaca, New York, 
1984 
56 pp., 4 colour, 37 b/w illus., $5.00 

The Watercolors of David Milne is an ex­
hibition worth remarking upon for two rea­
sons: the institution which has organized it 
is American; and a presentation of Milne's 
watercolours in a well-chosen survey is 
needed. When (since it does not happen 
often) an American institution initiates an 
exhibition of Canadian historical art, the 
event deserves applause. In the same way 
that Canada is preoccupied (and properly 
so) with researching and reconstituting 
fresh histories of its art, the United States is 
likewise preoccupied with its own national 
art. Doubtless, fresh histories are needed on 
both sides of the border. But there is a price 
to be paid for such self-absorption if it leads 
to the kind of provincialism which over­
looks or minimizes events in the neighbour­
ing jurisdiction, and the price to be paid is 
greatest if the object of investigation is an 
artist like David Milne, who belonged as 
much to one country as the other. (Milne 
lived in the United States from 1903, when 
he left Ontario to go to art school in New 
York City, until 1929, when he returned to 
Ontario to stay until his death in 1953.) The 
historian who misunderstands this, who 
fails to comprehend that locational shifts 
inform sensibilities in unexpected and com­
plex ways, puts himself or herself at serious 
risk. 

Gwendolyn Owens, who organized and 
wrote the catalogue for the exhibition for 
the Herbert F. Johnson Museum of Art at 
Cornell University, cannot be accused of 
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provincialism. She conceived of the exhibi­
tion as a contribution to Cornell's Canadian 
Arts Festival - in itself a notable oddity -
which also brought to the University work 
by Michael Snow and Irene Whittome. 
Moreover, before settling on the topic, she 
canvassed curators in both countries about 
the kind of exhibition that would be most 
appropriate under the circumstances. Fi­
nally, she let herself be guided by a prece­
dent, for in 1922 Milne had exhibited at 
Cornell at the invitation of Christian Midjo, 
a painter on the University faculty whom 
Milne had met sometime earlier in the Adi­
rondacks. Apart from an exhibition which 
Milne had mounted himself in 1916 in New 
York City, it was his first one-man show. 

There are forty watercolours in the pres­
ent exhibition, a number that complements 
the intimate scale of Milne's work and its 
sparse, laconic style. Many more than this 
and the chance of overwhelming the deli­
cate balance of individual works would be 
unnecessarily exaggerated. The selection of 
paintings is equally jUdicious. From each 
period of Milne's stylistic development 
there are examples of representative work -
cityscapes (from New York and Toronto), 
landscapes and still-water reflections (from 
upper New York State and Ontario), com­
missioned work dealing with the aftermath 
of World War I (from France and Eng­
land), domestic interiors, still lifes, and, 
from the 1940's, religious fantasy paintings. 
Among them are paintings which rank with 
Milne's best in any medium: Evening In­
terior, 1914; Sunburst over the Catskills, 
1917 (a gift to the Museum of Modern Art 
and carefully chosen, one supposes, by do­
nor Douglas Duncan, who was Milne's 
dealer from 1938 on); Ice Box and Kitchen 
Shelves, 1920; Snow in Bethlehem, 1941; 



and Radio No. 3, 1946. 
The exhibition encourages reconsidera­

tion of the major interruption from 1925 to 
1937 in Milne's use of watercolour. In the 
early years of his career he favoured the 
medium because it afforded a better oppor­
tunity for his work to be exhibited in New 
York, Philadelphia and elsewhere. After 
1937 he favoured it as an antidote to the 
slow mechanics of colour drypoint. In the 
interim, however, he set watercolour en­
tirely to the side. 

The hiatus of a dozen years, and the 
break in style that is evident with the re­
sumption of Milne's work in watercolour, is 
registered in the exhibition by Black House 
No. 1, 1925, and The Cross-Chute, 1938. 
The former is as linear, colouristically 
dense and dry in texture (much of Milne's 
work in watercolour up to 1925 looks 
deceptively like oil) as the latter is loosely 
drawn, transparent and fluid. Milne him­
self, an inveterate theorizer on the subject 
of his own art, was conscious of the redirec­
tion in his work and was anxious to justify 
it. Shortly before he executed The Cross­
Chute, he wrote to Carl Schaefer: "I am sur­
prised that watercolor hasn't been used 
more by the modernists. It is so direct ... so 
powerful, even brutal, that it would seem to 
be an ideal medium ... because it is faster 
and painting is the instantaneous art - in 
contrast to, say, music, where the time ele­
ment comes in." 

The fully illustrated catalogue essay by 
Gwendolyn Owens is matter-of-fact. It of­
fers an accurate chronology of Milne's 
movements and succinct formal analyses of 
most of his paintings. But it asks few ques­
tions of its material and offers up few con­
clusions. Those interested, for example, in 
an account of the various reasons for 
Milne's eschewal of watercolour for such a 
long period of time will have to consult 
Rosemarie Tovell's excellent pages on the 

subject in Reflections in a Quiet Pool: The 
Prints of David Milne, 1980 (pp. 71-75). 

One might also expect to learn more 
about the 1922 exhibition, but it receives 
only a scant paragraph in the catalogue es­
say. It would be helpful to know, for exam­
ple, what records Cornell retains of the ex­
hibition. Was it one of several art 
exhibitions held around the same time at 
the University? If so, what artists' work was 
included in the other exhibitions? Also, 
have Christian Midjo's papers survived? If 
they have, are there letters from Milne 
among them? And so on. Even if the an­
swers to the questions are negative, it would 
be valuable to have that information. But 
quite apart from these documentary con­
cerns one wants to know more about this 
exhibition simply as a matter of curiosity. It 
is not without poignancy, after all, that of 
the three one-man exhibitions that Milne's 
work has been given in the United States 
two are the result of the hospitality of Cor­
nell University. 

John O'Brian 
Harvard University. 
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AUTHORS' QUERIES / DEMANDES D'AUTEURS 

As the Curator responsible for a major retrospective of the work of the sculp­
tors Frances Loring (1887-1968) and Florence Wyle (1881-1968) to be held at the 
Art Gallery of Ontario in 1987, I am endeavouring to locate as much of their work 
as possible for study and/or display. I am also interested in the work of their con­
temporaries (particularly Waiter S. Allward, Alfred Howell, Winnifred Kings­
ford, Emanuel Hahn, Elizabeth Wyn Wood, and others), induding sketch models 
and drawings. If you own a piece of Canadian sculpture (maquettes in plaster, 
terra cotta, or bronze; reliefs; fountains; plaster casts; bronzes; works in stone or 
synthetic materials) from c.1890-1945, or know of any collectors of such work, 
please contact me at the following address: 

Christine Boyanoski 
Assistant Curator of Canadian Historical Art 
Art Gallery of Ontario 
317 Dundas Street West 
Toronto, Ontario 
M5T IG4 

Tel: 416-977-0414, ext. 323 

I am currently researching the life of Forshaw Day (1837-1903), a founding 
member of the Royal Canadian Academy and Professor of Free Hand Drawing at 
the Royal Military College, Kingston (1879-1897). I would much appreciate any 
information on correspondence, drawings or oil paintings in public or private col­
lections. All replies will be kept in strictest confidence. 

Please contact: 
Allan Pringle 
4965 Fourth Avenue 
Montreal, Quebec 
HIY 2T9 

Tel: 514-521-8502 

Pegi Nicol MacLeod (1904-1949): information on the whereabouts of paint­
ings and documentary material, as well as personal recollections, sought by bio­
grapher. 

Please write to: 
Mrs. Laura Brandon 
17 Greenfield Avenue 
Charlottetown, P.E.I. 
CIA 3M8 
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COLLOQUE 

L'AVENEMENT DE LA MODERNITE AU QUEBEC 
DANS LES SAVOIRS ET LES PRATIQUES CULTURELLES 

(IQRC - McGill - UQAM) 
19-20 avril 1985 

Un colloque sur L'avEmement de la modernite au Quebec dans les savoirs et les 
pratiques culturelles organise conjointement par l'Institut quebecois de recherche 
sur la culture, le Centre d'etudes canadiennes-fran«aises de l'Universite McGill et 
le Departement d'Histoire de I' Art de l'Universite du Quebec a Montreal se tien­
dra a l'UQAM, les 19 et 20 avril prochains. Le colloque est organise a l'interieur 
du chantier sur "L'institutionnalisation de la culture" de l'IQRC. 

Les questions directrices des communications et des echanges seront les sui­
vantes: quels furent en art, en science, en litterature, en musique, dans les medias, 
les decollages et les ruptures epistemologiques? Quel etait le rapport de cet avant­
gardisme des savoirs et des pratiques culturelles a la societe? Comment et pour­
quoi, essentiellement, le rapport a la realite s'est-il conceptualise de fa«on inedite 
dans certains savoirs, dans certaines pratiques? Quelles furent les conditions de 
possibilite, les modalites de transition et l'impact de ces ruptures? Comment la 
modernite s'est-elle institutionnalisee? 
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Presenteront des communications: 

Jacques Blais (Laval) 
La modernite dans la poesie (1900-1940). 

Jacques Allard (UQAM) 
La modernite dans la narration romanesque (1900-1960). 

Andre-G. Bourassa (UQAM) 
La modernite dans la poesie, le theatre et la danse (1940-1960). 

Esther Trepanier (UQAM) 
Le combat pour la modernite dans la pratique picturale et la critique d'art 
(1910-1940). 

Fran<;ois-Marc Gagnon (Montreal) 
La signification de l'''abstraction'' dans la peinture moderne du Quebec 
(1940-1960). 

Marie-Therese Lefebvre (Montreal) 
La modernite dans la creation musicale au Quebec. 



Raymond Duchesne (Tele-Universite) 
La modernite dans le savoir et la pratique scientifique au Quebec. 

Marcel Fournier (Montreal) 
La modernite dans le savoir social. 

Elzear Lavoie (Laval) 
La constitution d'une modernite culturelle populaire dans Ies medias 
(1920-1952). 

Yvan Lamonde (Mc Gill) 
La modernite au Quebec: essai de synthese 

Pour plus d'information, contacter les professeurs: 

Yvan Lamonde Esther Trepanier 
Centre d'etudes canadiennes-fran<;aises 
Universite McGill 

Departement d'Histoire de I' Art 
UQAM 

3460 McTavish 
Montreal, Quebec 
H3A lX9 

Tel: 514-392-5210 

c.P. 8888, Succursale "A" 
Montreal, Quebec 
H3C 3P8 

Tel: 514-282-4192 

139 



ERRATA 

Philip MeA LEER 
Se. Paul's, Halifax, Nova Scolia and SI. Peler's, Vere Slreel, London, England 
(Vol. vii/2 1984) 

Due to an unforeseen delay in the mails, the Editors were not in receipt of Mr. 
McAleer's revised manuscript in time for publication. We regret the unfortunate 
number of errors in the article as published in July, 1984. 

p. 116, line I, "building:" should read as "building," 

p. 116, line 17, "Hollis" should read as "Holies [sic]" 

p. 118, line 25, "were" should read as "are" 

p. 120, line 38, "east" should read as "west" 

p. 121, caption for fig. 6: photo credit to the Courtauld Institute of Art, Lon­
don. 

p. 123, caption for fig. 8: "pI. XXIV" should read "pI. XXV" (Photo: Techni­
cal University of Nova Scotia, Halifax.)" 

p. 125, line 25; p. 129, line 9; p. 136, n. 32, "SI. Martin-in-the-Fields" should 
read as "SI. Martin's-in-the-Fields" 

p. 125, line 35, "order of' should read as "order on" 

p. 126, line 3 and line 9, "Holburn" should read as "Holborn" 

p. 126, line 5, "SI. Andrew's" should read as "SI. Andrew" 

p. 127, caption for fig. 11: "1865" should read as "1685" 

p. 133, lines 2, 3, "While one might ... This is not evident" should read as 
"Their similarities could be explained as a result of a dependence upon the 
same source, one of Wren's London churches." 

p. 134, line 3, "social" should read as "local" 

p. 134, n. 2, line 5, "pp. 35-38" should read as "pp. 35-58" 

p. 134, n. 8, line 3, "by" should read as "see" 

p. 136, n. 31, line I, "According to" should read as "; taken by" 

p. 136, n. 31, line 2, "1859 in 1868" should read as "1859 and 1868" 

p. 136, n. 36, line 6, "(l749-1845)" should read as "(l794-1845)" 
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