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Abstract ' ° ; o

THE ST- HILALRE CHURCH. INTERIOR DECOR&]IONS 1896 1900)
- . oF OZIAS LEDUC

Ozias Leduc was born at St-Hilaire on October 8, 1864 and..

died at nearby St-Hyacintte,, Juebec on June'16, 1955. +During his .
O \A.‘ . % . ) .
long 1ife, he decorated more” than twenty-eight Roman Cathodjc churches,

a

" convent chepe]s; and baptisSteries in Québec anduthe Maritime provinces, ’

o as well as many in the New England States.

———
—

This study i ;; an historical, 1cohograph1ca1 and formal art T
historical ana]z/is of St H11a1re church, Leduc's own parish’ chyrch -

/ﬂ\

and the first commission in wh1ch he' was sole]y respons1b1e fgr
4 %

designing the entire decorative scheme (executed by him and h1s

assistants betweeﬁ”Apri] 8, 1896 and early February; 1897; fifteen

canvases, fourteen Ways of the Cross, and one medallion were completed

P

by May 24, 1900); : -

In order to br1ng the state of the church to the present time, |

the restoration in 1928 1929 and the additions tb the interior in- ]930
193] also hy Ozias Leduc, are examrned, as well as the subsequent repaiprs
in\ 1953 by Leduc's assistant end student Mlle. Gabrielle Messier.

The first two chapters contrtbute to the overal] understanding~"
~and the importance of this commission in Leduc's caregr and evo]utton of
his artistic sty]e". A brief historical and chronological account of
St- H1]a1re church construct1on (1825-1837 and the subsequent years follow-
ing when changes to the interior were made) has been recreated to reveal

the state of the church and Leduc's adaptatwon‘bf his decorative scheme

to the already existdng Neo-Gothic architectural interior at the time

- i J. Craig Stirling . o

by Pap Xt s



. of the 1896 projectJ' Another chapter is devoted to Leduc's éarly career,
. . “‘ ! “ X o
to investigatehis rural cultural background, education and appréentice- ,

Ll

ship in late 19th century Québec.

.

.

) The genes$is of his philosophy of art and personal arfistic.st¥1e
eﬁerge from the St-Hilaire.church project, as well as his clearly defined

. roles as entrepreneur, decorator, and muralist. .

i @

By examining®primary source documentation such as his-personal

-

papers and preliminary drawings for this commission, a'caﬁplex Christian

~ >

\\ symbolism beécomes evident, making him a uniquely important muralist among

LS

\ N ,
. his contemporaries in Québéc, Canada and Europe.
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"Farewell, great painter of mankind,

- Who reached the highest paths in art;
- Whose sculptured morals teach the mind,

And throligh the eye correct the’ heart." ,
‘o 4 ] . 1
David Garrick's Epitaph to Hogarth.
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INTRODUCTION " .

:
3

-

Victor Morin, a friend of-0zias Leduc, initiated the jnquiry‘intg ,

making St-Hilaire church an Historic Monyfient in 1949, At the same

- time, 0zia$ Leduc'wrote GErard Morisset asking what procedure should be

; ° :
ta%en and what requiremehts‘%hou1d be met to qualify St-Hilaire church
as an historical monument and requested his he]p.2 Unfortunately

\ .

their efforts and those of Mme. Edouard Clerk were rejec'sed.3

\ . )
' In an updated letter of February 1949, to his lifelong friend,

_ Monsieur Olivier Maurault, p.s.s., rector of the University of Montreal,

Ozias Leduc expressed his deep concern for the deterioréting intefior..

71£\§t-Hi1airg,church, feeling that it could be preserved if declared

L
. \ . : .
an historic monument. N

"On parle d'agrandissement-d'altérations, pour
. ~notre église de Saint-Hilaire devenue trop étroite pour notre -,
- population paroissiale, qui va s'augmentant rapidement.

Notre église a maintenant un si&cle d'age bien sonné&.
* Construite en pierres des champs elle n'est pas désagréable _
3 regarder. Sa facade, tr@s simple de Tigne offre une masse_qui

s'impose et la fixer dans‘la mémoire. On y tient telle qu'elle est.

Penser qu'on' pourrait 1'abattre pour allonger la nef - fait mal.

Cette E&glise comme vous savez estymeublée d'une des plus

. belle chaire du pays, oeuvre d'un élave de Quevillon et .

- parée bien modestement, sans doute d'un ensemble de mes
peintures executées, il y a cinquante  ans .

.

La chaire comme ces tab]éauane peuvent étre déplacés

11.B.C. Letter from Victor Morin to R.A. Benoit dated January

12,1989,

. 2I.B.C. Lettef from 0.L. to ‘Gérard Morisset, dated January 31,
1949, . .

‘3I.B.C. Gérard Morisset letter to O0.L., dated February 9, 1949; See
also Gérard Morisset letters to R.A. Benoit, February -8 and February 9,
1949; R.A. Benoit to 0.L. dated February 14, 1949; A.N.Q"M., b2 c7, See
February 12 and March 20, 1949, letters from Mme. E. §lerk to Victor Morin.

’ '

e
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_sans un grand risque de détérjoration, ni disposéés"
autrement. que dans leur ordre logique cet . .

L'église au cours du femps a deja subi assez de retouches
de ‘mauvais goQit pour qu'on n'essaye pas d'en emp&cher
d'autres. ~

Si 1'église de Saint-filaire &tait mise sous la protec-
tion de la "Commission des monuments historiques de la
province de Québec" est-ce qu'on aurait pas Tfa, le moyen
de prévenir ce qu'on peut appeler un ma]heur?"1

In 1953, Mlle Gabrielle Mgssier,2 a student of Ozias Leduc,

aided by his comments, restored two canvases, the Death of St. Joseph.

and the Pentecost located at the rear of St-Hilaire church.?

After a delay of sixteen years from(Morin“s request in 1949,
the Church of St—Hil;iré was der]areq ?/monument historique in 196%.
and  the canvases executed by Ozias Leduc between 1898—1900 were classi-
fied as Biens Culturels in 1976.° A; present, the condition of the
1nterior’;s rapidly deteriorating with the paint chipping off the

1ateraT walls and the fifteen mural oil on canvas d1sco]oured by dirt.

The prov1nc1a1 government is study1ng the poss1b111ty of restorat1on \;4

at the present time and will no doubt act without further delay before
the damage is irreparable. N ‘

This study is devoted to an examination of the entire

AN. Q.M., b7 c117 Letter from 0.L. to Olivier Maurau]t dated .
February, 1949.

2Lacrmx 1978, p. 153. Notre-Dame-de-la Présentation -Shawinigan-
sud was comp]eted by ‘Gabrielle Messier in 1955, after Leduc's| death.

3Yves Laframboise, L'Architecture Religieuse dans la vallée du Riche-

lieu (documents 2, mai 197T), pp. 7-8. See also Marie-Thérésg Thibault,
ed., Monuments et sites historiques du Québec (Québec: Ministére des
affaires culturelles, 1978, cahiers 110), p. 98.

.
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3
inter{ior decorative schevie of St-Hilaire church conceived and designed

t

by Ozias ‘Leduc.and executed by his aésistants between April 8; 1896 and
early February, 1897. The fifteen oil.on canvas religious scenes,
1nsp1red by the New Testament and Life of the Saints were completed in

1

Leduc s.studio, Corr‘eheu,] and installed by May 24, 1900.

The changes and additions made to the St-Hilaire church interior -

during the 1928-1929 (July 1, 1929 - January 14, 19 9) restoratlion, as
well as éubsequer)t improvements in 1930-1931, both directed by Ozias
Leduc, are 'a‘lso investigated. ° R _

This detailed factual account cannot be studied without first
considering th{ree important areas of backgrouqd"information which
determined the outcome of Leduc's final plan for the overall 1'nter1'6r
decoratidn :\ first, "the architectural history of St-Hilaire ;:hu‘rch is

o A \

not yet known, therefore it is important to understand the nature and

™ \ A3
condition of the building before Leduc's work began. Second, the early-
career of Leduc prior to his receiving the St-Hilaire church commission

will be documented and summari zed in order to establish the art1:st's'

’background. Third, a review of the critical 1iterature with regard to

’

the interior decoration will be presented. ',

©

These three areas must be explored and elucidated dpon before /

;:he h1s$or1ca1, chrono]ogma], artistic ana]ys1s and evaludtion of ?ﬁ
Hilaire \shmﬂch can be considered so as to p]ace it and its decorat{)r,
0zias Leduc, in proper perspectwe to the t1me and place in whu:h it was
conceived and executed. 4 ' : ' ‘ . ! "
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]Corr‘eh'eu was bu;']{ca. 1892, as stated by Mile. Gabrielle Messier.

7




}Chapter One

Construction of StrHilaire Church

R4

Three sources provide an historical and chrbnological

account of the construction of St-Hilaire church.' a

o

-

A brief summation of 1mportaﬁt information is presented for
the purpose of reiconspructing ﬁhe,appearance of the church interior . b

prior~to Leduc receiving the decoration commission. -Thigfdbgumented

-material combined with a photograph of 4 1o§t preliminary. architectural
drawing_(fig.1) provide an aécurate reconstruction of the chyrch and
ti]lustraﬁ s, more clearly, the task Leduc undertook, in order to’ X !
successfully dgcorate the church with the already existjng ph&sica] ‘
. architectural interion. . | .
The. photograph of, the lost preliminary drawing fOr St-Hilaire
church bea:s the following inscgfption "“Sketches for the New } -
A]tars - Sta11e and Bishop's Throne for &he church of St-Hilaire - 0 f

/

°

o ]An accurate account of the procedures leading up to and

, including the construction of St-Hilaire church is preserved in

L the Livres de Comptes of the parish. The second source is an

' interesting, but brief history of the church and community of
St-Hilaire deposited at the Bishop of St-Hyacinthe Archives, which
vas compiled and written by an anonymous author during the late 19th
century. It contains many references to letters and Notarial documents
now 1ost. The third source is a newspaper article from Le Courrier
de St-Hyacinthe ca. 1914-1915 written by Chanoine Saint-Pierre (pseu-

* donyme G. - P.A.) which supplies some additional information.

A
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Y. Lanford (undecipherable word). ul:

- The. authent1c1ty of the arch1tectura1 draw1ng with the

q;compady1ng 1nscr1pt1on ts reliable. The sca]e -(high 1atera1 wa]]s)

-1

N s M;@i(;
o
"

/JS exagggrated, which makes. the drawing appear visionary. The

e
JEVL N -

view of the undecorated wa]] and ce111ng surfaces of the cho1r area
and the 51de aisle aré unm1staka§1y St-Hilaire chugch. |

‘ The interior of St-Hilaire church iS‘concgived in the
Neo—thhic'sty1e, a sty]e which Gérard Morisset believed had been

imposed by the Campbéll Fam11y, the British Se1gneurs,2 who

“had purchased the,Rouv11]e Seigneury on April 16, 1844 from Jean-

) ) ‘ . ~3
Baptiste Hertel de Rouville.3 : i

- ) | \ . | \
B ' J &

. yd e
]Nowhere in the Montreal City Directories between 1820-1860
does the name Y. Lanford appear or a similar name 1ngrespect to

an_architectural firm. The name Y. Lanford appears nly-three times.
in connection with St-Hilaire church, other than this architectural

drawing. The earliest mention of Y. Lanford is in a documented letter - °

dated, November 22, 1928 (S.H.S.A., Leduc requested this information .
from Gustave M111et during his restoration of St-Hilajre church in 1928- °
1929). In this letter from Gustave Millet to Ozias Leduc, he relates
information about the construction of St-Hilaire church. Millet states
that Y. Lanford was the architect in the employ of the Campbell

- family, the local seigneurs, who designed ‘the Manor House, the

Iroquois, House (lodge) and St-Hilaire church. (He also mentions
Mr. Sommervitle as Y. Lanford's assistant. The other two sources
are derived from the first. The second account is an updated brief
© .text written by Leduc stating ,the exact information, no doubt copied
7 from Millet's ihformation (A.N.Q.M., b2cl1. Undated loose sheet).
The third account mentioning Lanford's name is found in the final
documented inventory report by Gérard Morisset and Jules Bazin dated
September, 1987 (I1.B.C., Fonds Gérard Morisset, dossier St-Hilaire
church) which was probably based on Leduc's notes, as Morisset
had requested information about St-Hilajre church.
2There 1s\n0*documentary evidence to substantiate this.

30 E.S.H., dossier Saint-Hilaire, Vol. 37, p. 57. @ -
¢ )
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’ent{:e project took twe]ve years to acconp1lsh from 1825 to 1837.

The task of construct1ng a church had been d1ff1cu1t and the
1

\

Until, 1837, the- peop]e of St-H11a1re had attepded either Be]oe11. .

church,\ the community directly opposite, across the Richelieu river,

1 ";(\
while those .Tocated in the Southeast area of th& large agricultural

The of 'cial request for

permission to build ] church was filed on December 12, 1824 and
F)
permission was granted by the Bishop of Québec onffby 18, 1825.3

Pommuni ty hq<shipped at Rouvifle church.

On this same date Mgr. J.-0 Plessis' asked Frangois-Joseph
Dequise, Curé of Varennes to select the location and d tegmine the
d

dimensions of the proposed church. On June 15, 1825 M.

\

deputy marked the future site Jf the church and presbytery
erecting a cross on the chosen spot and determined the church\should

measure 120 x 50 feet (French measurement).4 Mgr. Plessis apprqved

the future site of the church on September 3,

5

dimensians. On November 5, 1825, the elected officials of the'

‘future church initiated a campaign to raise the necessary funds to pay

for the project.6

L)

E !

. . “ [ 4
\ ]A E.S.H. , dossier Saint-Hilaire, vol. 30, . 120.

tration de M. Bélanger, deux grandes questions’ sont en présence,
1'Erection canonique de la paroisse de St-Hilaire, et ]a construction
d‘un Eqlise.. La premigdre eut une fin heureuse et assez prompte, la
seconde tra1na en longeur pendant 12 ans, et n'eut une.solution -

finale qu'en 1837. ‘ ) ' ' “
21bid. p. 139. |
3bid. \ , |
YpE.SH., dossfer Saint:Hilaire, vol. 30, p. 141.
51b1d. , , :
6 | ~ ..

1825, but.he rejected the

a7 : - «
"Sous 1' a&m1n1s-

-

b{ officially

’

i

PR Ty
k)

BECR S St




\
Al .

Jean-Baptiste Herte] de Rouv111e, selected to organize the
pnéJect resigned o; May 22, 1827] frustrated by the arguments over
th d1mens1ons for the proposed church, Qyt two years later on July 15,
18? \\he again consented to head the committee to build the church. 2

On January 25, 1830, the f1rst payment was made by the "Synd1cs" |
to Aug:§tqn Leb]anc, architect from the parish hf Sa1nt -Grégoire de

N .
Nl;o]et, d1str1ctaof Three Rivers, to construqu;;\stone church measuring

]oo\x\so feet>\<au1ts Yen platre" and "une sacristie de 30 x 24 pds."3
\As 1ndic€tgd in the contract between Leblanc énd(the barish
" a “maitrefmggon" was -also hired. On” February 9, 1830, the Syndics
4

selected JosepQ\Poyon "wa1tre magon, entrepreneur résidant 3 Montreal-."
F1nanc1a1 prob]ems\tonb1ned w1th the interruption of work ‘caused lengthy

de1ays As ‘well, an\unforeseen acc1dent resuiting from structural

-

problems, nearly term1ndted the prOJect ) ‘ -
‘/’ "Les murs de 1' EgT1se ma]fatts 3 1a hote et mal Jo1nts,
succomb&rent sous les poids d'un combTe encore plus
+ malfait; ils se fendirent et ‘furent préts de s'écrouler
: avec le toit au printemps 1832. -Cet accident imprévu
par 1¥sa complatement Tes habitants et acheva de 1es démorale-
ser, "

' : t R

bid., p. 142. - 0 T

2ibid. | SR - /

3Ib1d See- Append1x A] The architect se]ected was Augustin Leblanc
(1799-1882), a sculptor and entrepreneur -general- from Saint-Grégoire de
N1colet St-Hilaire church was his earliest commission as Luc Noppen ;n
Les églises du Québec 1600-1850 (Québec: Fides, 1977)t pp. 108,
212, 232, 234, 278, noted Leblanc worked' atthe Church of Saint- P1erre,
Sore] (1833) Church of Saint-Charles Borromée at Portneuf (1840-1848);
__decorated the vaults at Saint-Denis sur Richelieu (1844); and enlarged the
“nave and designed the facade for the Church of Saint= =Grégoire, Nicolet, (1850-
1855). See also Ramsay Traquair,The 01d Arch1tecture of Québec (Torontq\\
MacMillan Company Ltd., 1947), p. 297. - E) - !

7.E.S.H., dossier Saint-Hilaire, Vol. 30, pp. 142»]43.0 S
? 51b1d.,p. 146. . ' ~ h
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\\:y June pf‘1834, a new agreement was reached between the Syndics
aﬁd Augustin Leb]anc.] Two s%ructura] changes were made from the original
contract. First, cxterna]]y, the church was to have only one belltower
Mmaking the church structurally st?onger.‘ Secondly, tﬁe interior
vau]tingqtaé to be constructed of wood to bolster its strength, racher than

the plaster and putty vaulting proposed in the first contrgctﬁa]

i
A

s agreement. Besideé the new church's structural prob]ems there.

e
were economic hardshﬁps, crop failures, a severely cr1t1ca1 re—eva]uat1on
< . -'-"‘( - N

of the seignorial sysiem a cholera ep1dem1c and the political unreg; '
caused by the 1837 rebellion. Even with these a]nnst 1nsurmountab1e
economic, soc1a] and political d1ff1cu1t1es, the bened1ct1on of the
JNEW church took place in the autum of 1837. 2
In Macsﬁ» 1842, Curé Joseph Quév1]1on began his search for a
”maTtre-menu1s1er";‘whc would exccute wooden vau1t1ng for the' St-H11a1re

e
churcﬁ“inter1or. Shortly thereafter, on April 10, 18.}//;;to1n; Provost
a "maTtre-menuisier de Beloeil" wa¢ chosen for t e job and given a

. monetary advance.3 On September 10, 1843 Antofne ﬁrovost was paid for
péinting thc vaulting and colums in St-Hi]aire(cﬁﬂ;cﬁiﬁ”ﬁﬁp Jandary -
8, 1849 two experts findré Craig, "maTtre-sculpteur de SfAntoi' and

Joseph.Langier "maftre-menuisier de Beloeil" were employed to examine

Ibid., pp, 149.
bid., p. 16.

A.P.S.H. Livres de Comptes (1837-1888), p. 14b; See alsp
A.E.S. H., dossier Sa1nt Hilaire, vol. 30, p. 25.

1
2
3
4 <

*

A.E. S H 3 dossier Sa1nt Hilaire, vol. 30, pp. 146-147. See Appendix A2.

-
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the work of Antoine Provost vThey found Provost's work to be deféctive,'.

but more 1mportant1y noted that the choir area conta1ned two empty frames
wa1t1ng to receive two canvases, ] There is no other information
concerning these two canvases. On February 21, 1859, Toussaint Gui]log
"maTtre-menoisier de St-Hﬁlaira" was chosen to construct the jubé

containing forty—ﬁix benches.2

@
On January 25, 1855 the work on the jubé-was nearing completion,
and was evenfua]]y terminaféd at some unknown date in 1855.3 As

a . ]
well as ‘work on.the jubé, located at tha}rear of the church, a contract

was awarded to "Joach1m Auth1er et Féﬁ?x Martnn menu1s1ers de St- H1Ia1re"
on October 22, 1854 to bu11d the altars and seats in the cho1r area. 4
Between 1855 and 1871 therﬁ\were minor repairs done to the interior

woodwork‘and repaintﬁng.5 ‘

In the Spring of 1876 new :engravings of thevugys,of the "Cross

A E.S.H., dossier Saint-Hilaire, vol. 305p. 17.

~ .. . dans Ta Choeur de T'Eglise, deux chasis
en simple cadre pour y recevoir des toiles,
tel que dit aux . . . marchés."

2p.E.S.H., dossier Saint-Hilaire, vol. 30, pp. 24-25.

- ". . . Jubé de 22 pieds de profondeur pouvant 4
contenir 46 bancs semblables & ceux de la nef
ainsi que tous autres ouvrages jugds nécessaires

. pour appuyer solidement e dit Jubé le tout

s livrable fait ét parfait le 24 Dec. 1853." -

3A E.S.H., dossier Saint-Hilaire, vol. 30, pp. 24-25. See also,
A.P.S.H., L1vres de Comptes, pp. 54-61. C

4A E.S. H dossier Saint-Hilaire, vol. 30, p. 25. .
JRestaient encore a faire de 1' Eglise les Autels et
les Stalles du Choeur, de la Sacr1st1e, le Vestiaire
et les Confessionnaires.

See also A.P.S.H., Livres de Comptes, pp. 52, 54-55.

SA.E.S.H., dossier Saint-Hilaire, vol. 30, p. 30. On July 6, 1866,
the walls of the Interior were repainted. Sege item no. 1, pp. 32-33. On
January 4; 1871 it was suggested a part of one of the lateral walls be
rebuilt and repainted and its, windows re-made.-

<4
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were given to St-Hilaire church.] It was de‘cided, in 1378, to -

v

emb€11ish the interior of the church, as well as the Sacristie. "

AN

In the Livres de Coﬁbtes two payments are recorded (one in 1878,

the other in 1879)}0“ the “entrepreneurs Provost et Martin. "3 @

The work was described as follows: ‘
. ) o . . ,2 ' §~
". . . le MaTtre-autel fut refait tout a neuf; les
allées de la nef rétrécies, les bancs renouvelés,
exhaussés et adaptés pour quatre places chacun, et
ce d'aprés une délibérgt. Des fabriciens en date du
5 Janv. 1879, 'on fit disparaftre ]e Banc d'oeuvre et
1'on ménagea une place pour les Marguill, une partie

du Banc Seigneurial. Le 2d Jubé fut terminé, Je R

premier réparé et 1'on ajouta-a celyt un append1ce
pour loger 1'orgue et les chantres nd

o

“The prOJect was completed in Januarx; 1879.

"Toutes les peintures furent aussi renouvelées ghr‘a ‘

les ouvrages en bois; on y imita en chéne blanc

W/toutes les parties suscaptibles de 1'€tre. Dans la
Sacristie, les vestiaires, confessionaux furent
reparés et les peintures refaites. Ces diverses :
améliorations oterent a 1'Eglisse 1'air somble (sic)
qu 'elle révélait de vieille date et lui donnérent tout
1'éclat et le brillant de la jeunesse et de la gaite."

\ This impressive transformation of the interior space was .

réported in the Tocal newspaper:

"L'Eglise de St-Hilaire a'subi des réparations intéri-

eures considérables. Le nouveau maTtre-aute] est .

trés joli. Les dorures et.les peintures, qui ont été .,
.. fajtes dans 1a nef et autres ané{mama¢1ons, tout de wette, .

L3

T0.E.5.H). dossier Saint-Hilaire, vol. 30, p. 50:
2Ibid. QV , : '
3A P.S.H Livres de Comptes, pp. 136, 138b. .
0.E.S.H., dossier Saint-Hilaire, vol. 30, p. 51. o
S1bid., p. 52. \ o - L
l‘ ) N
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/ﬁ‘ég]ise une des plus riches et des p1us-é]égante§ AT “a
que 1'on ?uissetencontrer dans les paroisses de méme .
_&tendue. " - ,

‘ 0ne of the f1na1 add1t1ons, from this early period of the St-

Hilaire church 1nter10r was the purchase of an organ for six hundred

do]]ars in 1883 from Mr Brodeur, an“organ manufacturer from Saint-

. .
. . <
by . . . N

; : . . CcONCLUSION
. ~ . . »‘ '» ! s T
" This study has shown that 4§humber of'craftsmen-ahd ﬁrtisans

-

L from St- H11a1re and nearby commun1t1es over a per1od of many years,\

contr1buted to the shap1ng of. the Neo-Gothic 1nter1or of St- Hf1a1re
v )
church. The archqtectural drawxng, no doubt,. §erved as a model for

these art1sans“ Ramsay Traquair statedvthat it was ‘common practice

4] M '

S in 19th century Québec for specialists to be contracted to execute their

particular’ areas of spec1a11zat1on 3 x”

: Another fact which emerged was the use of wood in, the construct1on
of church bu11d1ngs, 1nev1tab]y ]ead1ng to'a h1gh percenﬁage of destruc—
t

t1onsVEy fire. Th1s, along with the élimatic changes had a devastat1ng

effect on the bu11d1ng mater1a1 and its 1ongev1ty was ephemeral Wood

J was used because of it ava1]ab111ty and 1nexpens1veness, however deterio-

-

1Le Courr1€r de St-Hyacinthe, February 1, 1879. . .

25 p.S.H., Livres de Comptés, p. 147 (1882). Curé Vézina_called

a meeting of the Marguillers for September 17, 1882 Whereuwpon it was

decided to purchase an argan. See-also p. 152 (1883) for $600.00
‘N\urdce This organ was repTﬂced by a Casavant Brothers. organ-in 1929, .
when. 0zias Leduc was vestoring his or1g1na1 ‘decoration. ° .

“\
L

S 3Tragua1r, op. cit, . c
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[y B




X/
153

s ®

\ 0 . N K ] 2\
) ‘ "«A_ . ) «
rat1on made repairs constant . . ‘ o
.d. ) -Thé church is a ref1ect1on of the peop]e who bu11t and decorated

. 1t and an 1nterest1ng soc1o]og1ca1 1ns1ght 1nto the par1sh Pterre
‘ ‘ Savard d1scussed the 1ntense r1va1r1es “that existed between par1shes °
:o“ to buj]d and deporate churches‘dur1ng the 19th century.] His stpdy
| stressed thef%mportant role Gf thé:eérish priest, not ondy with regard
. to spiritual gutdance and directing the)1oca1 affairs of the‘parish,
-but also }he t@gk;of emp]oying artists and craftsmen (with the help

2

of the‘Margy%11er$) to execute works for the chtrch. o

The church df'St—Hi]aire‘interior decbration is ‘conceived in
_the Neo Goth1c style, that was f1rst popularized in Europe between u
1775 1845 then transmitted to North America at a s]1ght1y 1ater date
The first important Neo- Goth1c work in Canada was Montrea1 5 Notre Dame
“Church des1gned or1g1na11y by the Irish arch1tect James 0 Donne11 (1774-
1830), between'1824—1829.2 Therefore, the conception of the 1nterjor
decdratibh of StiHi]air§ thhch,.was evant-garde. ' s .
In conc]usion,xthie segtion indieates some of the.prob1ems of
a typica1'rdra];J9th century pariéh; the de]a;s; bureaueracym monetary
difficuities” howeJer, it also shows tﬁe patience and persetenence of

those involved in the project. This truism is reflected in the 1896-

1900 ﬁeterior decorative program designedlby Ozias Leduc.

< 2
[

“ ]P1erre Savard, "La vie du clergé québéco1s au. XIX siacle" ¥

Recherches sociographiques, vol. VIII (no. 3, 1967), pp. 259-273:
o 2The Neo-Gothic influence infiltrated Canada thrdughout the

United States, especially the New England States. SN

\ .
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. Chapter Two

.

: . Leduc's Early Career

i

-

.

0zias Ledqb was born October 8, 1864 at Sajiint- H11aLre de Rouv111e

[y

to Antoine Leduc and Emilie Broui]1ette.] Oz1;E§aas the second of ten -

childre;‘and was baptized Joseph Azarie Leduc on October 9,11864. He
completed e]ementary schoo] in the é&cole du R@ng des trentes; then
attended the école modéTe under the careful guwdance of his teacher .
M. Jean-Baptiste Nectaire Ga11peau.2 The fo]]ow1ng report of schoo1

conditions and the curriculum was recorded by one of the schoo1 inspectors

and gives an 1ns1ght into the early educat1on of Ozias Leduc, the student.

"L'&cole modéle de garcons sous la direction de

M.J.B. Nectaire Galipeau répond-bien” aux désirsde la

plupart des intéressés. -48 &leves sont inscrits au

journal, 1'assistance de 40. Presque tods ont. répondu

d' une manidre satisfaisante aux'questions que je leur

ai faites sur 1'arithmétique, pratique, le calcul mental,

Ta tenue des .livres 3 s1mp1e entrées, 1' a1gébre, le ’
mesurage, le style épistolaire, le manuel d' agriculture, ..
Ta grammaire ang]a1se et franga1se raisonnables. M. ‘
Ga11peau enseigne aussi 1a musique vocale et instrumentale.’

v

Although there is no mention of art instruction, Leduc revealed
to éérand‘Morisset in a letter many years later

", . .ce.maTtre d'école (J.B.N. Galipeau) a encourage'
et fac111ter ]'étude de votre serv1teur, en Jui fourn1ssant

s
November 25, 1861, as indicated in René Jett&, Mariages de St- Charles,
1741-1967, St-Hilaire, 1799-1967, St-Jean Bantiste 1797-1967, Otterburn

Park, 1960-1967 (Québec nB. PontB‘ﬁanEF’1969) p. 14T
2

no. 1 from 1873 onward. The parwsh of Saint-Hilaire had been d1v1ded
into four educational.districts in 1856.

3A E.S.H., doss;er St-Hilaire, vol..37; p. 60.

Anto1ne Leduc and Emilie. Brou111ette were married at Sa1nt H11a1re,‘- 

Mr. J.B.N. Galipeau (1848- 1918) taught students in the Arrondissement

SN
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dwas self-taught.

" Raoul Barréq(1874-1932), Henr1 Beau (1863- 1949) », A. Carli (1861 1937)

‘ 14
de'belles images 3 copier.i] ) ’ , '
At a 1at¢r date, when asked .to provide personal information for
a biographical-dictionary. of Canadian artists, Leduc maintained that he
2"However,' his name appears on the 1tst3 of students

attending the Salle Nordheimer, a Montreal Art Institute of study

organized by L'abbé Joseph Chabert (1832-1894).4 While in existencé,

this school was-attended by most of Quebec s finest young artlsts, i.e.

GeorgeS‘ﬁélfosse (1869-1939), Charles Gill (1871-1918), Charles Huot

A
N st S A o e, e kiR S S S

(1855-1930), Ludger Larose (1868-1915) and Joseph St-Charles (1868—195 )s
to dame only a few, many of whom Leduc remained in' contact with during
various étages of his .career. Courses in drawing and desian WereVémpha-

sized in'the school's curriculum re-inforcing the interest in drawing .

‘which Leduc had acquired and had been nurtured by fis &cole.modéle B

-

. instructor J.B. N. Ga11peaui

These factors.contributed to the tormation of his aesthetic

apureciation‘of'drawing, which he considered to be the. intellectual’ /s
‘ aspeétlof a picture. 5. ‘ :
Many of Leduc s colleagues at the Sa]]e Nordhe1mer developed .
a further knowiedge of art through European trave] and study at Euro- ' ‘a TN\

pean academies. Young Canad1an and American artists eagerly sought

N.Q.M g%tter from Ozwas Leduc to Gérard Morisset dated July 9, 1954
2A N.Q.M. b7c103 Letter from 0.L. to Mr. Falardeau, July 1, 1935.

3Em11e Falardeau, Artistes et artisans au Canada (Montrea1. ' ,
Ducharme, 1943), third series "Rapin," p. 47. . For more information . - *

_on the career and art school'of Abbé Chabert see also (éline,, Lariyiere- !

Derome, "Un professeur d'art au Canada au XIXe s1éc1e 1'abbé& Joseph

‘Chabert" R.H.A.F., Vol. 28 (No. 3, dec. 1974), pp. 347-366.

. 4Qpim’on Publique, December 21, 1882, p. 609 announces the reopening
of Abbe Chabert's school. ' .

§ Lacroix, 1978, p. 104, " ; t !



% 0.L. dated Feb. 11,

-cercle du livre dé France, 1960), p

15 7,

training at Munich, Dusseldor'f ! London, Rome and Pam’s.2 The 'advantages

of European study under European mas{ers of art, past and present, were

LY

“ not only socially prest1g1ous but lucrative. ,This is apparent when

prices obtained for works by Suzor-Coté (1869-1937) are contrasted

with those of Qu.ebec-t'rained‘, Ozias Leduc.3 In Leduc s case, it was im-

possible for him as a young man from a rural background with'1imited

+

financial resources, to study:in Europe. At this time, Montreal was

>.considering plans to establish a school of Fine Arts and grant certain

students the chance of studying in the great academices of Europe, either

at Paris or Rome.qL
.
ized,

Unfortunately, these plans were not immediately, ref)aJ-
ther‘efo‘re, European training was on]y available to those who
could finance themse'l\'/eys~ (*in.e. fe;mily wealth or patronage).
_ It,was the policy gf fhe R0|;|an Catholic clergy of Quebec to
employ European bom and traiped artists rather than commission local

young artists. to execute official portraits gnd church decor'ation.5
[ ]

As an altemative to European -study Leduc sought apprenticeship
/ N o ! ' .
within his own province. According to Gabrielle Messier, in 1883 Leduc’

-worked as a statue painter for M. Beaulac of ?he Atelier T. 'Carh‘ in
. B :

o

’

Nicolas Pevsner, Academies of Art, Past and Present (New Yark:
Da Capo Press, 1973).

The Dusseldorf Academy and ‘the Americans (Atlanta: The Fh'gh Museum of
Art, 1972).

Laurier Lacroix, "Le§’//‘\rt1stes Canadiens copistes au Louvre 1838~

1908" J.C.A.H., Vol. 11 (no. 1, 1975), po. 54-70. Sylvain Allaire, "Les
canadiens au salon officiel de Paris entre 1870 et 1910: sections peinture
et dessin” J.C.A.H., Vol. IV'(no. 2, 1977-78), pp. 141-154,

3A N.QM. b3 c 10 b3 c11. L.A. Boyer of the law firm Dandurand

Brodeur, Boyer, comrmssmﬁed Leduc to copy the Suzor-Cote painting La
Bécasse, because the original was too expensive. Letters from L.A. Boyer'
March 21, 1899 and October 28, 1964.
4

"Les Arts a Montréal, " La Presse. November 13, 1894, p. 2.

SGérérd Morisset, Coup d'oeil sur les arts en Nouvelie France
(Québec: Charrier et Duga1 1941), pp. 55-70.

Gérard Morisset, La Peinture traditionelle au Canada- frangms (Ottawa

t

: Le
. 134. According to Morisset the influx
into Québec by "mediocye" Italian artists was tremendous betause of the demand
for their works by the Roman Catholic clergy.

v
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Montreal and began "frequent1ng the studio of the church decorator Luigi
Cappello (actwve in 1874- 1882) and is said to pave done some drawing ‘
for ﬁhe sculptor Louis-Philippe Hébert (1850-1 i75.”2 In 1888, he

WOrkéd wath Cappello an the decoration of Yamachiche church, Maskinongé

. ' L)
3 It was probably during this comm-

County (destroyed by fire in 1958).
ission that Leduc met’ Joseph Ado1phe Rho (1835- 1905)4 a sculptor and
painter with whom he apprent1ced 1ater at Bécancour.

; Leduc executed the religious canvas The Bapt1sm of Christ, although

Cit s s1gned by Rho and offered "par Yes nembres canadiens-frangais du

i

quatridme pélerinage en Terre Sa1nte en 1890" to the Chapel of St-Jdean-

i

" in-Montana, Jérusa]em.5 He exhibited two religious canvases Christ on .

the Cross after Bonnat (]833-1922) and Mater Dolorasa, after Guido Reni

(1575-1642) at the Salle Cavallo, Montrea].6 In 1891, Leduc copied

7 Commissioned for Notre-Dame-de-1la
3

Paix church in Verdun. Also, in 1891, he painted a work entitled Saint-

Ary Scheffer's Descent from the Cross

Charles Borromée (after an arigina1 work by Charles LeBrun) for. the church

]Marie-Louis Lebrun (1859-1939) ,wife of Luigi Cappello, who when A
widowed married her cousin 0zias Leduc in 1906. See J. Russell Harper,
-Early Painters and Engravers in Canada (Toronto: University of Toronto
Press, 1977), p. 57. See also A.N.Q.M., b 3 ¢ 14. Cappello's tapestry - ‘.
school was located at 17 Place D'armes, Mt] , at the same address of
Leduc's first patrons L.P. Brodeur and L.A. Boyer of the firm of Dandurand,

-Brodeur and Boyer, Barristers and Sol1c1tors, who commissioned oil- pa1nt1ngs
ﬁn the 1890's.

20stiguy, 1974, p. 194. y

3Abbé Napoléon Caron, Histoirte de la Parowssé'd Yamachiche. (Trois-
riviére: P.V. Ayotte, 1892) pp. 85-94, With the death of Cappello ca.
1888-1889, Leduc then apprenticed with J - Ado1phe Rho (See Montréal City
Directory, 1888-1889).

4Harper op. cit. p. 264.

Ost1guy, 1974 p. 195, See also Histoire des Beaux Arts: Notions (Mon-

tréal: Soeurs des Saints Noms de Jésus et Marie, 1937), p. 288.

S0stiguy, 1974, p. 194. L
Ostiquy, 1974, pp. 17, 110; See, also Lacroix, 1978, p. 149,

-
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of Saint-Charles Borronéé/de Lachenaie.' In 1892 Leduc directed work
. / ’

in the choir areaioflfhe Church of St-Paul 1'Ermite, exécuting some.
. \ .

medallions in the nave vau1tiﬁb depicting heads of ange]s.2 Leduc

ceceived sgme notable publicity in art circles for the exhibition of

his Nature Morte, Livres at the 1892 Art Association of Montreal's Spring

Exhibition.3 He was awarded one hundred dollars for the "best painting
by an artist under thirty years of age, not a Royal Canadian Academician

or'Associqte."4

‘Although  J.R. Ostiguy stated Leduc started his work
ﬁn the .church, of St-Charlgs Borromée de Joliette in 1893,5 documentary
'evidence proves otherwise.6 ' \ ’

The year 1893 was an anniversary year for Jb]iette; "e cinduan4
tenaire de 1'érection canonique de la paroisse de St-Charles Borromée
de Joliette" and a hi§tory'of the Joliette community was published

called dJoliette I1lustré, which \qas reproduced in serial form in the

Joliette ﬁéwspaper L'Etoile du Nord.7 The celebration of this specié]
anniversary was marked By a number éf cul tural-activities and city beau-
tification projects. One of these projects was the aggrandisation of
‘the'new cathedral's interior. The commission For decorating the interior
of Saint-Charles Borromée had been awarded to Mr. "Joseph Thohas Rousseau

(1852 ?\gtill active 1895); peintre décorateur distingué de St-Hyacinthe

]Lacroix, 1978,‘p. 149,
SArcadia I (no. 2, May 16, 1892), p. 33, '
‘ZOStﬁguy, 1974, pp. 195-196. ‘

The progress of the wbrk can be traced in the Joliette newspaper
‘L'Etoile du-Nord.

7A]bert Gervais, Joliette I1lustré. Numéro-Souvenir de ses noces
d'Or, 1843-1893 (Joliette: T1893) )

B
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in October, 1891‘ J.T. Rousseau not on]y des1gned the interior

decorat1ve schene but also acted as a general contractor and organ1zed
his workshop of vagious artists to perform particular functions and
speéﬁfic works.

"M.J.T. Rousseau, peintre et artiste dé&corateur de
St-Hyacinthe, ayant entrepris comme tel tout ce qu'il
y a & faire & notre nouvelle &glise, est arrivé
ici Ta semaine derniére, avec tQus ses hommes. Cés
derniers aussit6t descendus de chars se mirent en frais
de se choisir des maisons de pension, les travaux qui
les amenaient au milieu de nous, devant commencer incessamment
et durer un certain temps. Ce contingent de travailleurs se
_ compose d'ouvriers tous habiles dans leur métier., "2

@ °

On November 5, 1891, the painting and ornanentation of the church

¢

1nter1or was progress1ng rap1d1y and four local Joliette artists were

ment1oned as participating actively™in the execut1on of the work, Nérée and

Alfred Goulet, A. Crépeau and Georges Desau]njers.3 _Leduc was to

b :
. execute twenty~four canvases for the nave transepts and choir area

depicting scenes from the 1ife of Christ and the Mysteries of the Rosary.
His nane.does nbt appear in local newspapers until much later, .
however on December 5, 1891 a comment was made concerning the canvases.

"Quand les tableaux auxquels on travaille seront
terminés et figureront aux -endroits qu'ils doivent
occuper les congaisseurs seront émerveillés de ce
qu'ils verront!

. '

021as Leduc received a letter from L.M. Vadeboncoeur on October

30, 1893 praising his work

"Par un beau soleil de 1 avant midj J ‘af pu ®

‘
contempler avec délices:votre 951er1e de tableaux
Tugchos de Joliette," L'Etoile du Nord, October 8, 1891, no. 9, p. 3.

f? 2“Honneur a un canadien", L'Etoile du Nord, October 29, 1891, no. 13, p.3.
3"Echos de Joliette," L"Etoile du Nord, November 5,'1891, no. 14, p.3.
4Lacro1x 1978, p. 149. ‘ e
5"Echos de Jo]1ette," L'Etoile «du Nord, November 5, )891, no. 14 p.3..
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& 1a volite du ghoeur de 1'&8glise St. Charles. On _
« _s'apercoit qu 'Dieu vous a guidé dans votre grande

conception.” Que Dieu, mon cher Monsieur continue
.a vous favorisez."l

According to an excerpt from ~L‘Etoﬂe du Nord dated November 2,
1893, the five Leduc compositions in the choir area had( been 1‘nstaHed."

"Nous devons aussi un mention speciale aux cinq

' magnifiques tableaux qui sont placés dans la
volte au-dessus du-choeur. Notre &glise, lorsqu'elle
sera Ee/r;minée, sera 1'une des plus belle de la province."

— ’ ¢

By February 15, 1894 Leduc\lQ\d ‘c'omp1eted the canvases in the

vaulting of Joliette Cathedral.
"C'ast.d St-Hilaire et non & St-Hyacinthe.que demeure
— - M.0" Leduc, 1'habile artiste qui a si magnifiquement
terminé les tableaux qui devront completer 1.ornementation
de 1a vodte de notre église. M. Leduc est un_artiste.d'un
réel mérite qui a droit a nos fé&lici ’cations.“3

~ On October 18, 1894 L'Etoile du Nord proc]aiingd with ci/vic pri de‘
and enthusiasm, o ‘

"Les travaux ‘@ 1'église de cette ville sont conduits
avec beaucoup d'activité. D&ja la facade a atteint
une hauteur considérable. A T'intérieur de 1'église
on pose actuellement dans leés volites du transept
les tapleaux du rosaire représentant les mystére
joyeux. Encore quelque temps et notre temple Sﬁra
un des plus riches et des mieux finis du pays."

In a letter to 1'abbé Eugéne Martin of Jdliette, many years
«  later Leduc revealed the eclecticism which would be characteristic

of his approach to religious decoration evidenced throughout his long -

productive career.

'

TAN.QM., b 3 c 4. _

ZuEchos de Joliette," L'Etoile du Nord, November 2, 1893, no.13, p.3.

3“Echos ‘de Joliette," L'Etoile du Nord; February 15, 1894, no.28, p: 3.

’4”Echos de Joliette, "L'Etoile du Nord, October 18, 1894, no.11, p.3..
v :
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"On peut dire que ces tableaux sont plutdt que des

copies des arrangements d'aprés des reproductions

photographiques on gravées d'oeéuvres d'artistes la

plupart biens connus. On encore, pour quelques uns,

gue ce sont des interprétations tfés libres, des3in

et couleur, des maftres choisis."

" Leduc's apprenticeship with Adolphe Rho and Luigi Cappello,

» exposed him to certain technical methods with regard to religious

o

" mural decorgtion, increased his knowledge of traditional religious

art, Christian iconography and exposed him to works by European

artists. His skills and ingenuity were tested successfully in the

- coritssion at Joliette in 1893. ‘Accolades from the citizens of Joliette,

,-tﬁe AAM Award in 1892, his participation in the Chicago Columbian

Exhibition 2 of 1893, as well as being a resident. in St-Hﬂalire,
no doubt, contributed to his rec\eiving the 'commission to, decorate his
own parish church. *

St- Hﬂawe church’ was the ﬁrst ma jor commssmn in wh1ch he
was totaHy re5pons1b1e for designing the overall decorat1ve scheme and
adapting it to the already existing Neo-Gothic architectural interior.
He was to perform the function of a general contractor, responsible fqr !
overseeing.all aspects ‘of the work (estimating costs, selecting materials,

employing local artisans, etc.).3 His ability to manage and discharge all

obhgatwns regarding every aspect of a commission evolved from his ~-

v

"A:N.Q.M., b7 c100; Tetter from O.L. to abbé Eugéne Martin, |
Joliette, dated August k 1932. )

2Canad1an Department of Fine Art, Worid's Columbian Exposition, 1893,

Catalogue of Paintings (Toronto: C. Blackett Robinson, Printer, 1893). See

catalogue entries no. 73, Nature Morte, Oignons; and no. 74. Nature Morte,
. 6tude 2 Ta lumidre d'une chandelle.

3Lacrmx, 1978, pp. 149-153. Leduc was general EUﬁ,,%ractor for the
subsequent comm1ss1ons at St. Ninian's Cathedral, Antigonish, Nova Scotia,
(1902-1903); St. Mary's, Manchester, New Hampshn‘e (1906); Ste-Geneviéve;

Pierrefonds, Quebec (1926); and Sts-Anges- Gard1ens,%Lach1ne Quebec (1930-
. 1931). . ’
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Chapter Three -

Primahy‘and Secondary Sources and a -
Review of Critical Literature t

@

- Little has.been written about the interior decorative

scheme of St-Hilaire church or the caﬁvases, however this neglect with

regard to mural painting in Canada is typicgi of the prejudice of

1l

authors to place easel works in higher estegp. Saint-Hilaire,

, rurally located, has received less recognition than St-Enfant J&sus

de Mile-End (1916-1919) or the Baptistery of Notre-Dame church (1927-
1928, 1930) both in the city of Montréal . Attention was‘first drawn

to these two urban commissions through ‘the writings of 01ivier Maurault,

P.s.s., who hgd been 1nvo]ved in Leduc;rece1v1ng both decoration DFOJECtS.]

.Almoﬁt ten years after the death of Leduc, in the mid-1960's,

bnly three written texts were devoted solely to his specific ?e]igious

b L
commissions. N

J.R. Ostiguy relates: 4. . . that in Canada Henri d'Arles (pseu-
¢ ne : Y '
donym of Henri Beaudet, 1870-1930) planned a monograph on the subject of

s
e

) 1Maurau]t introduced Leduc ‘to the Christian.and medieval symbolism
through the written works of Emile MaTé" and Louis Réau. Olivier Maurault,
La Chapelle du Sacré-Coeur, Eglise du Saint-Enfant-J&sus(Montr&al, 1921).
ATso contained in Olivier Maurault's, Marges Histoire (Montréal, L1brairie
d'action, 1929). Olivier Maurault, La Paroisse {Montréal: 1929).

Leduc designed the cover for La Paroisse.

2Hervé B1ron, "Le chant du cygne d'Ozias Leduc” Le Mauricien Médical
(avri1 -mai-juin 1964), pp. 49-64, This descriptive text, interdispersed
with quotes by Leduc, explains the decorative scheme at Notre-Dame-de-la
Présentation, Shawinigan-Sud, executed between 1942-1955, comp]eted after
Leduc's death by Mlle. Gabr1e11e Messier.
Jean-René Ostiguy, Etude des dessins préparatoires a la décoration
du baptistére de 1'église Notre-Dame de Montréal (QOttawa: The Nat1ona1 ‘

Gallery of Canadd Bulletin 15, 1970). LT A
" Laurier Lacroix, La décoratwon religieuse d'Ozias Leduc a 1'évéche g~

Sherbrooke, (M. A Thesis, Un1vers1ty of Montréal, 1973). See also, r
Laurier Lacroix, La chapelle de 1'évEché de Sherbrooke: gquelgues dessins -

" préparatgires d'Ozias Leduc (Ottawa ~The National Gallery of Canada, Bulletin

30), 1977 ' : '

« ,;dz
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the deco}ation‘of the church of St-Hilaire but lost his manuscript

nl

and photographs duringda trip. Aside from this i]l-fated attempt

at a monograph, nothing has been written to place St-Hilaire church
;/iaterior decoratiord into the evolution of Leduc's artistic career. The
matqriél for this thesis is extracted from both primary and secondary

sources. \

S The St-Hilaire Church Arcﬁives provide no correspondence between
the artist Ozias:Leduc and the commissioner , curé Laflamme or the
parish, for the-origindl ca. 1896 decorqtidn of the church ig;efior
(although for the !928—1929 restoration and later additions of 1930,
1931, there are 1ettér§ between Leduc and the curé). Thf; lack of
‘documentation can be explained logically and simply. Leduc’1jyed‘1n i
- ~ St-Hilaire and therg was no need to convey thoughts and ‘messages by
lettér if curé Laffaﬁme and 0zias Leduc could communicate verbally.
Between 1595-1900 Leduc{s time wa§ occupied solely with the St-Hi]aiFé o
commission. Howeyer from 192?-1931'Leduc was not only océUpied with the
SE—H{laire restoration, but also was’abéent from Saint-Hilaire working o
" _——"on other commissions. This explains the letters for the 1928-1931’
w

restoration, preserved at the Sainf-Hi]aire Church Archives. .

The St-Hilaire Church Archives provide anvacgy%ate picture

through bills, account books and financial statements. This economic

information, which is dated, gives a definitiVe documentéd chronology of

N .

.................. ~the work's progress.

.The commission's progress can be sketchily traced in the cor#esﬁ

N

pon@gnce between’Saint-Hi1a1ré parish curé:uQ.M. kaflamme and the Bishop

of Saint-Hyacinthe (between 1895-1900). It also reveals the economic woes

]Ospiguy,_1974, p’. 101, footnote no. 7.

e
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clerics afd tourists who visited the church not for the purpose of search-

N : ‘ | & -

of a smal] rural parish.

"

Another important primary source is.Leduc's personal,documenta- P
tion: that is, letters to and frbm Ozias Leduc during his lengthy 1ife

concerhed with St-Hilaire church. This material helps decipher the

E i

religious symbolism inVolved at St-Hilaire church and clarify Leduc's %
{

-

aesthetic principlies and working manper. Besides the pérsona1 documentation
contémporary~to the actual commission circa 1896, there are letters
written to Leduc by admirers of the St-Hilaire éhﬂrch interiora These

T

letters of praise appear late in Leduc's career, and are from 1nd1v1duals, b

ing out and studying the mural work of Leduc, but merely as tourig

visiting a small rural town and discovering its hidden treasures.

The newspaper accounts, especially those found in La Presse :

BN

and Le Courrier de St- Hyac1nthe contemporary to the or1g1na1 commission

formulate a descr1pt1v€ factua1 and aesthetic appreciation of the work v

Although printed,- these contemporary sources can be considered as primary. =

] ' '
Another invaluable source for accurately dating the progress of the

project ié the St-Hilaire Convent daily journal. Not‘only is it a
valuable asset to the chronological .order of the work, out‘also it
reflects a re1igious'aesthé%1c appreciation of the interior decorative - o o

scheme,, ; ' . > .

s, ‘ ‘. -
These primary sources_reconstruct an accurate chronology and

“
g

,factual account of the church comm1ss1on T

<}

The secondary sources are subjective, personal 1nterpretat1ons )
on works of art written by authors and €ritics. Only a few'art1c1es -
were writteh in art journals and perdodicd1s\during Leduc's 1ffot1me- ‘1: ;T' j
wh%]e the majority appeared after his death WMoét supp]y biographical 1nforma-

t1on, contain a brief descr1pt1on of a part1cu1ar work, are accompan1ed

by visual reproduct1on( )~w1th capt1on( ) -and lack any specific art .
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histom’ ca1 criticism or analy.éis During the late "r940's and 1950's

The Assumptwn of the Virgin canvas from St-Hilaire chur‘ch was. reproduced

“frequently for Roman Catholic rehgmus pmpaganda, as well as' mentioned

‘by a number“of wraters.] 'j

In 1921, Monsh’eur Olivier l4auraﬁ1t, p:s:s. ,~(pseud6nym, Louis
Dehgny) mentions the churéh of St-Hilaire as one of Leduc's prihcip]e
decoratmns, a1ong with Famham(church and the Cathedral of St- Hyacmthe 2

Jean Chauvm' s book Ateliers (1929) has a, repro‘duction of the Assumption

of the V1rg1n canvas fmm the church of St- Hﬂame 3 Chauvin visited - .

Leduc 5 ateher Cor‘r‘eheu, at a prf;oduttwe t1me Leduc was working on

[

- the Notre Dame Bapt1stery, Montréa] the Church of- St Hiladire restor'atmn,

just hiaving completed the decor’atwn of the Conven't at Samt Hilaire; and

»

the B1shop S Chqpe), Sherbreooke. The bmef description of Leduc and his

\
accomplishments are laudatory,.and attempt to link Leduc to European
]

‘printed letter of September 25, 1924 (A.N.Q.M., b2 cl19) mentions
thé quas1 -miraculous nature of the "Sainte-Vierge" painting.

v

Jean Chauvm, Ateliers (Montréa] _Les Editions du Mércu@e 1928), p. 1,19.'
Ateners

« Maurice Gagnon, "La Peinture moderne. JLeinture re11g1euse“ Techmgue,
(rvbntréali(); Vol. XV/(no. 4, ayril 1940) p. 251,
A.N.Q.M.“B2 c7 For Leduc's Tast commission in 1942 ‘at Shaw1n1garB he stated:
“"Visite de Mons. le curé Arthur Jacob qui apres maintes’
. considérations actepte enfin une réplique de 1 'Assomption
o de 1'&qglise de St-Hilaire completé par uné representation
’ ‘ dela trésSainte-Trinité avec les anges - Couronnement de-la

- Ste-Vierge."
Henri M. Guidon, "A propos d un dessin. Oz1as Leduc, ‘peintre marial"
Messager de Marie Reine des Coeurs, Vol. '(no 5, Janvier 1949) pp. 1- ,
7. | o’

" Reproddction of Assumption of the Virgin canvas in Le’ Messager du Trés
. Saint ‘Sacrenfh, VoT CIII (Novembre 1950), pp. 289-296.
.Biron, op. cit., pp. 49-64.
. "En septembre 1951, comme en témoigne son journal, il a,
_ fait accepter pour la deuxigme partie de la volte, 1'Assomp-~
" tion, une réplique d'une peinture de 1'église de Saint- H11a1re"(p 63).
Ozias Leduc et Paul - Emile Borduas (Montrea] Les Presses de 1'université
"de Montréal, 1973), pp. 25-26. ' l\ .
Ostiquy, 1974 p. 29, -fig. 15, pp. 124-125. : .. .
Lacroix, 1978, p. 26,.fig. 10. ’ <

Maurault, op. c1t > La ChapeHe du Sacre Coeur: thse du_Saint-Enfant-

Jésus. p. 7. See also. o Maurault, o op. cit., Marge d' h1sto1re p BOQ' .
3‘Chauvm, op. cit., pp. 118- 126 : J \
y )

J.M. Laflamme (curé.of St-Hilaire from 1894- 1900) in a ot




re]igious'&ecorators and symbolist.artists.
. Duriné this period Gérard Moriéset and Jules Bazin visited Sti
‘Hilaire church, (September, 1937 and April 73 1938) té prepare an
"% inventory of artefacts and, parjsh papers.1 Their purpose was to °
record the state and condition of the'works and overall decorative “,;
i iﬁtgrior,,as‘wé11 g§ identify tﬁe iconography and‘describe’the céqvases
. and decorative %nterior. v: I
In a 1937 general book on art h1story, Leduc s pr1nc1p1e decora-
tions are 11sted as Saint-Hilaire, Farnham, Saint- Hyac1nthe Saint-Enfant-

¥

' Jé;us, M11e End, Montréal, and Rougemont.z In a 1938 article Olivier
Maurault ;tated: ”La‘partie religieuse esi sans ddute la plus importante
ede 1'oeuvre d'Ozias Leduc: . . ! I1 est sur cependant que les plus anéiennes
de ces entrepr1ses sont 1a cathédra]e d'Antigonish et lese§glises de
: Dover, de Saint-Hiltaire, de Farnham, de Rouqemont - ce]]é,l1 détruite

par un incendie. ud

v In 1940 Maurice Gagnon gives a descr1pt1on of the ssumgt1on

of the Virgin canvas at-St-Hilaire church and a short analys1s of 1ts

organization and colour schene.4
Ozias Ledu¢'s careful and meticulous work method-at St-Hilaire
" church. is mentioned in Paul Gladu's 1953 article which states:
" "0zias Leduc travaille avec lenteur et précision. ¢
A ceux qui Tui reprochentvcette lenteur, je montrerai
1! 1n¢er1eur de 1'église de Sa1nt Hilaire. Une vingtaine .

\ ! i ) -

1I.BZC., ?bgds Gérard Morisset, dossier St-Hilaire church.
%ﬁstoire des Bd#ax Arts:ilotions, ap. cit., . pp. 291-292.

011v1er Maurghlt "Ozias Leduc, peJntre mystique, " Le

Mauri cien (February, ]938) .p. 5. . "
4Gagnon, op. cit., pp. 281-253. //r ' R
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N "+ . - de grandes compos‘itions s'y prouvent.‘ Une décaration
trés élaborée y couvre les murs qui sont en platre
et le plafond. Le -mémé pinceau qui a-.inventé ces scénes
a couvert les espaces vid?s d'un effet mosaique qui
. : © témoigne de sa patience." -

In 1954, an article by Father André Lecoutey,s.p., discusses
»genera]]y the religious decoratjons by Leduc, but does specify in several

passages thé importance of the church of“St—Hilaire in Leduc'S“artistic

evolution.

"Son évolution vers un technique et une facture décoratives
. est évidente quand on compare 3 de moins anciennes,

ses peintures de la cathé&drale de Joliette. Elles

remontent a 1892-1893 et comptent parmi ses premiéres

oeuvres religieuses. L'influence du tableau de chevalet

s'y fait sentir, et, placées trés haut, 1'éloignement

en fait pérdre les nuances. 0zias Leduc avoue bien*

\ simplement, et sans plus chercher, ce qu'on luj
\ ' demandait; des scénes inspirées de gravures connues
T dont i1 a harmonisé les couleurs au cadre. Sa liberté

d'artisté &tait forcément 1imitée. Ce fut une expérience ,
profitable, car -ses peintures de 1"&glise de Saint-Hilaire,
de quatre a cing ans postérieuras,ont un sens de la
décoration plUs accusé; simplicité et franchise -
des plans, contours plus précis, absence de clair

" obscur et adoration adoucie, Yechegche d'une composition
dans le mouvement et 1'arabesque."

/} "Cette évolution s'affirmera et donnera a toute son

+] ’ oeuvre réligieuse un caractdre nettement décoratif,
comme les peintures dg 1'E&véche de S rooke’, . .
influencées, semble-t-i1, par le gout de 1'éEpoque %

o . 1900 pour la ligne et les arabesques ondulantes."3 -

Lecoﬁtey 1ikens the figure of the servant in the Christ in the

-

House of Simon canvas to that of & work of Puvis de Chavannes.

"A 1'&glise de Saint-Hilaire, dans 1'épisode de °
Marie-Madeleine, une servante au second plan est

modelée avec une simplicité qui 1'apparente aux
.]Pau1 Gladu, "Le peintre Ozias Leduc," Petit Journal (November 29,

1953), p. 61. ’

2 pndre Lecoutey, "Les Décorations Religieuses d'Ozias Leduc,®*
___Art et Pensée (n8. 18, juillet-aout, 1954), pp. 184-186. :

SIbid.., p#iss. i

o

franchement, que, pour ce travail, 11 a exécuté tout B

v
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° personnages de Puvis-de Chavannes. "]
‘\

Lecoutey refers to the introspective att1tude of St. Matthew
the evange11st, 1n the canvas of that name. ‘ .

"Le paysage dans lequel est p]acé,Sa1nt-Matfhieu: ]

bien que composé& pour 1'ordonnance du tableay, a

la verité et la sincérité d'une vision 1ntér%eure,

synthése, d'une contemplation de la nature."<.

In 1973, a conference devoted to studies on Ozias Leduc.aﬁd»

Paul-Emile Borduas produced five papers. ‘Jean Ethiér-B]ais':disse?ﬁar

tion develops the theme of the artist in relation to his cultural milieu.

Ethier-Blais introduces some new ideas in his sociological . approach: to

I «
Leduc and his art. Specific references are made to the.church of St-

{

Hilaire and its individual canvases and particular featdres within the
c;)mpositions.3 - o - '
In 1974, Jéan-René Ostiguy, who had written previously a number
_of articles on Leduc, organized the 1955 Leduc exhibition,vpub1ished‘an
extensive catalogue to accompany an internafionai travelling exhibition»
on Leduc. Although the exhibition represented a divgrsity of Leduc's
artistié production, Ostiquy devoted his cata]oguetes§ay to developing
the theme of Leduc the symbo]ﬁst abd ﬁe]id%ous pﬁinter. ‘
This catalogue waé the first progressive achievement with regard
to 'the advancenentiof a more scientific and profeséiona] approach to
Leduc scho]arship.4, | ' '

’

In 1978, an exhibition catalogue devoted solely to the drawings

s

Tlecoutev, op.cit., p. 186. | S
21hid. s ‘ ' )
.3

-

Blais, 1973, pp. 15-56. See specifically brief <¢omments on four

St-Hilaire church canvases: Supper at Emmaus, pp. 24, 40; Assumption, p. 25;

St. Matthew, p. 26; St. Mark, p. 26 ,
4Ost1guy, 1974 (;aialeéue entr1es, no. 4, p. 194 no. 15, p..29. 3f(

) - ‘ ’
.
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of Ozias Léduc was'pub1ished.] Both these catalogues included.entries
| dealing with seve?al'St~Hi1a1ré»church‘canvases, as well as providing
. a valuable means by which.to stud§ the.workfng nethod of Ozias Leduc
‘ With the except1on of these last two pub11cat1ons, previous
wr1ters had based the1r ideas and conc]us1ons on personal 1nterpreta- ’
' At1on. In a]] fairness these early authors,d1d not have available
documentat1on to evaluate obgectwve]y, Leduc s work.

Paul- Em11e Borduas, the most famous student of Oz1as Leduc

'

wrote that the St-Hi]aire church decoration had inspired him as a young

man. He stated: ‘
» 3
"Mais, d&j& je connaissais sa peinture par cette petite
église de Saint-Hilaire qu'il a généreusement décorée
et qui court présentement le danger d'&tre sabotée par
> ', de maladroites réparations. De ma naissance a 1'dge
d'une quinzine d'années ce furent les seuls tableaux-
qu'il me fut donné de voir. Vous ne saugiez croire
combien je suis fier de cette unique soufce de poésie
pictuirale a 1'époque ol Tes moindres impressions pénétrent
au creux de nous-mémes et orientent & notre 1nsu les
assises du sens cr1t1que "2 ‘ESS

1Lacro1x 1978, cata1ogue entry no. 10, p. 26 and photdgraphs
of St-Hilaire canvases see ill. 15, p."37; no. 43-45, p. 157;
no. 50, p. 159; no. 57, p. 164.

2Pau1-Emi1e Borduas. "Quelquesy pensées sur 1'oeuvre .d"amour
et de r2ve de M. O%ias Leduc." Camédian Art, Vol. X (no. 4,
1953),-p. 158. See also Blais, 1973, p. 140. ' ;

For an investigation -of the influence of Ozias Leduc upon P.E. Borduas'

and the relationship between the two artists, see Frangoise LeGris,
Borduas et la peinture re11gjeu5e (M<A. thesis, University of Montréal,
1972). ' ‘ . "
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u commuhity, the ggntracf could have been verbal.

'P]omb1 ers Hated November 25, 1895.

Chapter Four
Genesis of the Contract

[

A. Introduction B
’Two prob]eﬁs arosé during the researching of this thesis
.project, and as yet rémain unresol ved. Néither hinders the sfudy'pf
this church, but both must be mehtiéned. . ‘
First, no contract for the decdration of the church of St- H11a1re
betlveen the art1st Oz1as Leduc and the commissioner curé J. M Laflamme
*has been 1ocated.] The lack of a contract in re]atiqp to such a 1arge
and'1Mpdrtant undertaﬁiﬁg seems highly ifregu]ar when, a handwritten
contract‘exi;%s between curé J.M. Laflamme and the fimm o% Archambau]i
et Therrien, Plombiers, for the installation of a heating system which
preceded.tﬁé chJ;Eﬁ dgcoration.2 |

—Fhere are two possible explanations as to why no contract was

located despite an investigation of all research resources. InaSmuch as

, St- H1]a1re church was the first comm1ss1on in wh1ch Leduc was required to

v

design the entire decorative scheme adapted to the a]ready ex1st1ng
interior architecture; and as he was a resident of Saint-Hilaire and

a member of one of the most promihent founding families (1653) of the

ISt-Hitaire Church Archives; St-Hilaire .Convent Archives;
Archives nationales du Québec & Montré&al, Fonds Ozias Leduc;
Archives Eveché de Saint-Hyacinthe; and the Archives for Regional
Notarial Documents for St Hilaire Parish, Marieville, Québec have
been checked. ) . N

2A P.S.H. Letter from J.M. Laflamme to- Archambau]t et Therr1en,

. 4
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.

’
. The second expfanation is that‘the cdntrgit could have been. des-

troyed. ThelCahiers de comptes de la fabrique de St-Hilaire indicates

that a journal was kept invo]ving.fhe 1896-1897 decoration of the interior

of St-Hilaire church.T This documentary record of the progress of the
project has per’ished.2 It has been relat®d to me that a number 0% be;-
sonal documents ye;e‘QEiffoyed accideﬁtly after Leeuc's death on June
16, 1555,3 which would explain the lack of personal papers between the
years 1882-i900,4 including the missing contract and journal.

Leduc's part1c1pat46n in the actual execution of the overall
decorative scheme for St- H11a1re church 1nter1oF“W§§ very un11ke1y, how-'
ever, he supervised very carefully his overall decorative plan and
application of his designs and motifs to the already existing Neo-
Gothic architectural interior of the church.® This working method %s
substantiated in later commissions, where his active ihvoLvemenf in the

execution of his designs was minimal. His approach can be likened to

that of the head of ‘a workshop,_who employs competent assistants and

~workmen to carry out his designs.. The work must meet his standards,

specifications and satisfaction, as well as those of the commissioner.

14

JA.P.S.H.; Cahiers de comptes de la fabrique de St-Hilaire (Jan.1,
1893 - Dec. 31, 1932), see p. 24, "April 10, 1896: Pour les travaux
de 1! Eglise, voir détails 4 1'oeuvre", and page 26" June 23, 1896:

.L'Eqlise, voir détails ‘au journal de 1'oeuvre,

A.P.S.H., Troisi@me Livre des D&liberations de 1'oeuvre et Fabrique
de la paroisse de Saint-Hilaire depuis 1889 & 1926, p. 105.

‘The secretary of the Bishop's Archives at-St-Hyacinthe:investigated

documents supposedly deposited there but have been Tost.

?J.R.‘Ostiguy and Laurier Lacroix intimated these facts to me,
as told to them by Gabrielle Messter. This information was re-affirmed
to me by Mme Gertrude Leduc.
San.q.m.

5Accordmg to M. Raoul Vien during the 1928-1929 St Hilaire church-—

¢

\restoration, every morning 0zias Leduc superv1sed and out11ned the work

e expected to be done each day.

L 4
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> y Y : ' LR L3 '\'\
Ozias.Leduc received the commission-to plan and execute the

‘decorative scheme of the interior of,St-Hilairq.church in October 1895,

In the abéence.of a contract; it was difficult to determine “the exact’
date on which the project was initiated. ‘

An art1c1e 1A£La.Presse, stated that the proaect began in May,
1896, however, in exam1n1ng the payments made to the workers 1nvolved
in thetdecoration of the church, it cén be established that work o
commenced on April'8, 1896.% | By

The account books reveé] that the consfrubtion of St-Hilaire
church, its ongoing repairs, subsequent decoration by Ozias Leduc
between i896-1900, énd'its 1928-1929 restoration and additions were

MR

fipanced comp1ete1y.by the Jocal parishionerspthrohgh public subscrip-

tion, special taxation, donations and other fund raising activities

(such as bazaars and tombo1as).3

(.

B. Final Costs .

4 - [}

The St-Hilaire Church Archives recorded the total cost of
renovations and the decoration for the church interior at §7,500. The

amount raised through donations, both individual and bazaars were

1 . 1

documented by curé J.U. Charbonneau, J.M. Laflamme's successor.

"Le mémoire du.colt approx1mat1f des dépenses pour .
terminer et décorer 1’ interieur de 1' ég11se de Saint-
Hilaire a été déposé au Secrétariat de T!évéché de

]"La Paroisse de St-Hilaire", La Presse, December 19, 18965

2A.P S.H. See payments made to Emery, Félix and Ulric Martin
recorded\pn their individual t1me sheets of Apr11 8, 1896. See
appendix B1. . ; -

3See appendix B2.

-
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Saint-Hyacinthe. Les dépenses sont &valuées a
environ sept-mille cing cent dollars (7,500. 00) et \\<

cost of the 1896-1900 restoration and decgration of the church was
roughly $4591k33.2 These figures conflict with the'final'estimate"
recorded by J.U. Charbonneau of $7,500 and more than double the first

estimate by J.M. Laflamme although the new church bell and repairs and

decaration to the organ are not taken into account. Mile Messier
séeted that some of the costs of Leduc's éix-nﬁnth.trip to London and
Pa}isiwere paid for by the Fabrique de Saint-Hilaire.3 These sums
have not been taken into account.

bzias Leduc'sﬁname did'not appear on a time sheet\for this
commission, because it was customary from this project on thaf he.be
péid in large sums during the course of the commission un1e§s financial |
difficu]tjes existed {i.e., He was paid from 1907-1913 for his work .

at Farnham executed in 1905;1906).4

]A.P,S.H. Troisidme Livre des D&liberations de 1'Oeuvre et Fabrique

" de la paroisse de Saint-Hilaire depuis 1889 a 1926, p. 105.

See calculations append1x B4

3An all-expense round- tr1p to Paris to view the 1900 Paris Exh1b1t1on :
cost $145, according to an advertisement in La Presse, May 29, 1900. &

4 S

A.P.F, : o

:
H
i
i

] e e

ont &6té couvertes par des dons généreux
de différentes.personnes qui ont répondu a1’ appe] .
de leur 2818 Curé J.M. Laflamme. Le 20 Aout, 1900. - g
J.U. Charbonneau, ptre."l g ‘
The total documented payments made to the workers'(Leduc's /ﬂ ; .
assistants) were $1467.54 (Appendix B1); the amount paid to Ozias: i
. Leduc for désigning the overall decorative scheme and the fiftéen §
C . . ‘ . |
.canvases, one small medallion and fourteen Ways of the Cross was $1200 (Ap- ?
. pendix B3); the materials for the project totalled $1048.59(Appendix B4); ]
the cost of installation of a heating system was $875. Therefore the &
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" The pre]iminary drawihQS'for the;adaptation of his decorative

P

w o

" scheme to the already exﬁs%ﬁﬁg Neo-Gothic architectural interior of

St-Hilaire church are preserved at‘the Archives nationales du Québec a

e

a Montréal ], as well as in pr‘vate co]lect1ons The motifs‘desiened

- o

by him for the nave ceiling vau1t1ng and other m1nor decorat1ons are

also located at the A.N.Q.M. Leduc is mentioned as designer for, the

overall decorat1ve scheme as we]] as. the canvases at St- H11a1re church

*in the Daily Journa] recorded by the Convent of the S1sters of the Holy

Names of Jesus and Mary at St-Hilaire and the La Presse article of

i N ~
December 19; 1896. It can- be established with these facts that the
fifteen canvases were conce1ved apd executed by Ozias Leduc. "A bill of

sale from.Dupuis Fréres charged to Leduc for fifty- four yards of

_ canvas is dated dune 11, 1896 and affords additional pPoof of Leduc's

participation. Photographs (ca. 1898-1900) show the canvases in various

stages of completion, leaning against the walls of Leduc's studie.2

The ﬁissing contract and journal would have contributed towards .

a more complete study, however, the existing sources estab1ish'aﬂ

chronology and reconstrﬁct an historical and evolutionary progress of

-

the pr:oject.3 These sources date-precisely the duration of the commission

to decorate the St-Hilaire church interior; the time sheets reveal who

was involved, how long and how much each assistant was paid; the bills

.
- ° -

for materials purchased give an insight into the costs involved and

materials utilized.

N.Q.M., b1 cl0. - , )
2s figs. 26, 27, 28, 29, 38, 39, 45, 59, 92. See also Ostiquy,

1974, 1]1 3, p. 196; Lacro1x, 1978.. F1g ‘c, p. 36 and i11. 15; p. 37.

3A N.Q.M.; A.E. S. H.; A.C.S. H ; ALP.S.H.; Le Courr1er de StqHyac1nthe-

and La Presse, newsnapers

oo

e e ot i b AP et st s s b i
.

L ki, e

¥



C. Materials

' : ' \ , .
]Recurds of the m§ter1als bought 1n garly April by the "Fabrique

de St-Hilaire," reflect the type of work which was.underway at this
!

early stage of the project. \
: A bi11 from A. Ramsay & Son, Montréal, dated April 15, 1896
1isted pﬁrchases of pure white 1ead, pure shellac, oil, stencils -

numbereq, indicating specific designs from available patterns, large

2h

amounts of plaster and putty, as well as putty andfscraping knives;

coincided with payments made to three workers, Emery, F&1ix and Ulric

t

‘Martih.] From this information, it can be deduced that the existing Neo-
Gothic wooden frame interior of St-Hilaire church was in the process of - -
, reparafﬁon,and that the ceiling and walls were being prepared for painted

decaration.

-

At this same time, small quantities of péihms were purchased,

however; as the project progressed the amounts increased, until late

December, 1896, when purchases decreased in volume indicating, that the

final touches were being made to the interior decorationuz‘

"' D. Leduc's Assistants -

~The time s%eets (see .Appendix B])‘indicate that ten men were involved

A

lap.sH. | : ] g
. 2A N.Q.M., bl c 30. The paints used in this original project
. conformed to the brands and colours, used by Ozias Leduc for the
'1928-1929 restoration of St Hil&ire church.

«
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\
at various-points, during the course of t\E\PPOJect 1 A photograph
(f1g 2) car 1896 shows ten men pos1ng in front 5;7IR§ chair area of

" St-Hilaire church. From this group of ten, seven have beeg’1dent1f1ed
positively, however, on]y three of the seven are represented in the
time sheets. Although the time sheets and the photogréph do not
corre;pohd,'the financial statements prove the following ten men's
participation in the projecg: 0zias Ledhc, Origéne Leduc, Louis-Philippe
Mart1n, Emery Mart1n, Félix- Mart1n, U1r1c Martin, Louis Belisle, C. Mil- '”5%:
lette, Eugéne Desaute1s, and Edmond’ Lemo1né

According to the trme,sheets, Emery, Fé11x andlU1ric Martin

were the only men\involved 1n(~he project during the initial stage
(April 8, 1896). The first payment to Louis-Philippe Mart{n was ‘issued
Ma& 2, 1896. During the summer months L-P‘uMertinncontinued work-on
the project alorie as the chef aseistants tended the farms gnd‘apple
orchards until eariy autum 1896, when they heturned to complete the
St-Hilaire interior decoration.2 | '

E. Evolution of the Project

. Accordingito J.R. Ostiguy, Leddc;s involvement in designing a
. .re1igjous canvas for St-Hilaire church may have taken place. as early as

1891. The }ost canvas, Saint Hilary Raisfng_the Child Who Had Died

Without Baptism, for which three preliminary studies exist in the Natiopal

1A.P.S.H., see time sheets, apbendix‘Bl ‘-

2A P.S.H., see appenaix B1 for spec1f1c details. Emery Martin was

’ the first to return in September, followed by F&lix and Ulric Martin
in October. Others hired to assist in the work were Louis Belisle,
ilovember; Eugéne Desautels - September; Edmond Lemoine - December;
Origéne Leduc - December ; .C. Millette - September.

c
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Gallery of Canada collection and one other drawing is preserved at the
A.N.Q.M., "was commissioned about 1891 by the pastor of Fhe church,
" L.C. Blanchard (at St-Hilaire from 1889-18§4). The na'nting seems

to have disappeared arounu>the time of the arrival of new'pastor,

J.M. Laflamme, at the end of 1894, "1 The man credite with'initiating,

£y

the project to rgdecorate and repair the church was 1/abb& Joseph-Magloire
Laflamme (]848-1926)2 who replaced the late Louis- C1é phas Blanchard?
as -curé of St-Hilaire church as announced in Le Courr'er de¢ St-Hyacinthe

newspapz% April 21,‘1894.4 Laf]anme received word personailly from th®
Bf%hop',

f St-Hyacinthe, Msgr. Moreau, of his new posting on Aprj]izo,

18045 \ |
The earliest mention of the project to repair!and rcdecorate

Sf~Hi1a1re church is documented in a letter of September 15, 1894 from‘

the Biéhop of St-Hyacinthe to the new curé of St-Hilaiye. From the,
. [
correspondence, it is obvious that the two men had discussed the

matter previously. K
Msgr. Moreau suggested that the local parishioners and other
persons donate monies to finance the undertaking,

"Comme i1 est tout a fait dés1rab1e que certainés| réparations
sojent faites 3 1'interieur de votre é&glise. Je n'ai pas
_objection 2 ce que. vous employiez a ces tableaux:les
reliquats ou excédents de recettes de la fabrique {intérets de
- dépenses annuelles était payés et fidélement rencontrées.
Comme la paroisse est encore en répartition pour la-
construction du presbyt&re il ne serait pas juste de peser de
nouveau sur elle pour ces nouvelles dépenses. Vous|pourriez pour

“]Ostiguy, 1974, pp. 111-113.

2J B. Allaire, D1ct1onna/}e b;ggraph1que du c]ergé canadien- -francais,

(Montééa] 1908-34), Vol: 2, p. 329. ]1
the, April 17

"Ev8ché de St-Hyacinthe, " Le Courrier de St-Hyacin R -
1894, no. 22, p. 3. Obituary notice of abbé Louis-Cléophas Blanchard.; ™

4"Echos du Jour" Le Courrier de .St-Hyacinthe, April 21, 1894, no. 24,

p. 3.

1894), p. 440. See also A.C.S.H., Book I (1850-1910), entry for-April 31,
1894,

5A.E.S.H'., Registre des Lettres, Series I, Vol. 17( } Nov. 1892-1_dct.

~ o
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vous venir en aide dans cette oeuvre de z&le pour la

beauté de 1a maison de Dieu, solliciter Tes dons et les
offrandes de personnes généreuses de votre paroisse et
d'ailleurs. J'ai la conf1ance que la-divine Providence - -
vous donnera son appui."

A

. N
: . On November 19, 1894 curé-Laflamme wrote the Bishop® of

#

St-Hyacinthe éoncerning the proposed repairs and decoration for the.éhurch

interior and the installation of.a heating system which the church
‘\- - ‘\ o
lacked. - - o ¢ ‘ ' ;

"Avant de faire exé&cuter les travaux de 1'intérieur pour
décorations, j'ai pensé 3 améliorer le systéme de chauffage...
le méme systéme d€ payment que pour les décorations que votre
grandeur a déja approuvé. Permettrait-elle ces travaux de
chauffage?"2

4

Cure Laf]anné realized the importance of installing a heating

system to preserve the paintings: “IT fut résolu teut d'abord d'intro- ‘

duire un $ysteme de chauffage 4 1'eau chaude _premiére nécessité pour

nservation des ein ure une éqlise."™
“la conservation d tures d' église.’ L a

The Bishop of St Hyac1nthe granted perm1ss1on to proceed with
both proaects in a letter of the same date November 19, 1894,

"En response 2 la votre de ce jour. .Je vous permets
d'améliorer le systéme de chauffage de 1'église pourvy .

que comme pour les décorations intérieures: vous ne preniez
rien sur la Fabriquﬁ; qui a bien assez 3 repcontrer la dette,
que .pase sur elle." . '

On December 1, 1894, ‘MégY Moreau conveyed his confidence in

J. M LafTamme to successfully comp]ete -the two proaects S ]

IA.E.S.H., Rggjstres des Lettres, Series I, Vol. 17 (1 Nav. 1892-
Oct. 1894). no. 555. Letter from Msar. Moreau to J.M. Laflamme, TN

Sept. 15, 1894. : ,
k&f"

2A E.S.H., Letter from J.M. Laflamme to the Bishop of St- Hyac1nthe,
. Nov. 19,1894,

3”La Raroisse de St-Hilaire," La Presse, December 19, 1896, p. 1.

4A E.S.H.,Registres des lettres, Série I, Vol. 18, no. 52.
Letter from B1shop of St-Hyacinthe to curé J.M. Laflamme dated Nov.
]9 1894, .

5A.E.S.H. ,-Registres des, Lettres,.Serie I, Vol. f8 no. 65. Letter.
from the B1shop of St-Hyacinthe to curé J.M. LafTamme dated December 1,
- 1894. , .
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Laﬂamme s response was 1mmed1ate and m a 1etter of Decer({oer 2,

. B o 1894 1nd1 cated that he * not only had prob]ems wnth the ‘renovation 6f the
Cop ' church 1nter1or but felt a lack of religious enthusiasm and morale '
N N N ? ‘
e e spirit.among his parishioners.
} . RERCNIPEE trouvs 1'égljse dans une triste, bien triste
/! état aussi que le; vest1a1re- si je tiens a . . . de;l
réparations qu1ses c'est pour la gloire dé Dieu et att1rer
o ce peuple que\s'dtait é]otgné de 1'église - on dit que
P A expér1euse prouve qui si un curé a que1qu oetfvre ’
é fa1re, c est n arr1vant dans une, paro1sse " '

On December 8, 1 94 the Soeurs des Samts Noms de Jésus et Marle

- @

(SSJM of$ St- H11a1re conve

. .
. a
A’ ’

t celebrated the Fif 1eth anmversary of its

- - found‘mg at the msttgatlon of Mrs. E.T. Campbeﬂ "'Notre Conmunauté
-compte aujourd'hui 50 ans, g décembre 1844-1894. 2 .“
L . . To celebrate this spec1a1 event, 1t was dec1ded on April, 15,

. ‘:1895 that the convent shou]d be patnted and decorated. The comm1ss1on

o
S

L. was granted to 1oca1 artists, N, C6té and the Martin brothers, who executed
Leduc's designs f()r 1896-1897-St-Hilaire church interior. |

"Nous avons le courage d' entreprendre de nouvelles ° 5
. réparations et de grandes encore qu1 vont commencer '
) - , immediatement et qui dureront jusqu'au mois de septembre
. bien slr. ‘M. le Curé nous y engage fortement et il s'engage
. N & nous aider de sa boursefet a nous donner des moyens de .
. ) faire face & ces dépenses. Si sa.bqurse &fait aussi
- grande que sSon coeur, nous n aur1ons pas d'1nqu1etudes pour,
g ’ C T'avenir, mais ils faut avouer qu'il est presque aussi pauvre
* L, _—_ que nous dans Te momen I1 en sera ce qu'il pourra, mais
‘ T'entreprise est donné Mess. Frs. Martin et N. Coté. I1
doivent crépir la maison a 1'extérieuryplanchir les murs
o et tout peinturé extergeur et intérieur\ La chapelle sera .-
: peinturée et décorge." .

. - ’ * . 4
A p#blic meeting was held on June 18, 1895,\to discuss the,

L possibility of raising the necessary funds to financeé both the convent

) ]A.E.S.H., Letter from J.M. Laflamme to the Hs}hop, December 2, 1894.
0. PAC.S.H., Book 1 (1850-1910), entry for December: 8, 1894. . . O
3§.C.5.H., Book 1 (1850-1910) ‘entry for April 15, 1895. '

o~ . T [
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“+ and church decorations by.the parishibners.1 ' ' -

40
’\ .

i

\\ The pa%nting and deoorating of the St-Hilaire Convent chapé}
wasjébmpleted on Septembeﬁ 26, 1899 for the modest sum of $100.

"Les décorations de la chapelle sont term1nées et nous
avons eu le bonheur d'y assister & la messe ce matin.

Notre petit temple est gracieux et joli dans sa ftraiche
-toilette qu1 n'a colté que la faible somme de $100. C'est
1'ouvrage d'un jeune paroissien, Mgns1eur Philippe Martin,
peintre-décorateur de profession.

Public subscription fell shortof its objective, so on October

' 30, 1895 curé Laflamme wrote the Bishop of St-Hyacinthe asking his per-.

£ . . . . . - . ’
mission to organize a special lottery in order to finance the proposed .

-~

interior decorations of the church.
M . une loterie spéciale”que je ferais avec la permission

du minigtre de 1'agr1cu1ture .“+ . en aide a notre oeuvre

parpissiale "% - ™ - :

o

On October 31, i895 the Bishop responded .positively to the
curé's plan for a lottery to f1nance the much needed repa1rs and
decorat1on of the church. A |

"Je renouvelle bien volontiers la Tettre que je vous

donnai 1'an dernier pour engager les personnes généreuses

& vous secondez dans les travaux d'embellissement que
~—— -vous voulez effectuer dans 1'intérieur de votre église.

Je approuve (sic) de plus la loterie que vous vous

proposez de faire dans le méme, but et pour laguelle. Je

vous souha1te sliccés . "

'

‘ “  In a three page letter from Archambau1t et Therrien, p1umbers,

" to curé Laflamme dated N%vember.ZO, 1895, the company outlined care-

fully, its plans to install a qehtfa] heating system in the church ,

1A.C.5.H. , Book 1 (1850-1910), entry for June 18, 1895.

2A C.S.H., entry for Septembe? 26, 1895. ) T~

A.E.S.H. 1etter ‘from J M. Laflamme to Msgr. Moreau dated October

3
@%@?9189§“‘77'

3 J
“n.E. S.H., Registres des lettres, Serie 1, Vol. 184J Oct. 1894-
530 Dec.- 1895) no. 482. Letter from Bishop of St Hyac1nthe to curé

“’J M. Laflamme dated October 31, 1895
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and sacristyal Curé Laf]amﬁe accepted their proposal and”hégotiated when

" and how the payments would be made. I v .
" "Les conditions de payment seront.cing cents dollars aprés
les travaux executés et donnantsatisfaction et 1es reste 9
des huit gent cinquante dollars tout au cours de 1'année."

The heating systems for the church and presbytery were .installed

to the satisfaction of the curé and "marguillers"” on February 13, 1896.3

Curé Laflamme expressed his- doubt¥ about the project,‘hjs f;ustrations
and anxieties concerning the apathy among his parishioners and financial

misgivings about the parish, in a long letter to Msgr; Moreau on February
17, 1896. - S

"J'ai tenu tout d'abord a travailler .dans ce sens pour

.faire d1spara1tre la batisse du presbytére trop beau

peut étre pour 1' &tat ‘pitoyable ol se trouvait 1'Eglise.

L'état des finances n'gtait pas tré&s satisfaisont a raison
© surtout de la nudité Jé la sacristie, vestxare, etc. Aprés

avoir fait les réparations d' urgences, J'ai préparé la

squestion des réparations de 1'intérieur, mais ni

comptant que sur les dons volontairesdes gens.

Laflamme blamed the cbmmunity'ﬁ recent probWems on two events,

-

the poor trbp yield and the fire which destroyed Beloeil church on

«”

TA.P.S.H., three letters dated Nov. 20, 1895 from Archambault et
Therrien - Plombiers to. Rev'd. J.M. Laflamme.
"Nous garartissons Te parfait fonct1onnement de tout 1'appareil
et une température égale et constante-'de 55 a 60 dégrés
de chaleur dans 1'église et 65 a 70 dégrés dans la
Sacristie dans les grand froids de 1'hiver et celd
sans forcer les limites de la.fournaise: . . . Nous nous
ﬂ proposons de faire et poser -un appareil de chauffage a
eau chaude dans votre:Eglise et Sacristie pour la
somme de Huit-cents cinquante piastrés - $850.00."
The letter continued giving the exact 1ocat1ons for the pipes and. heat1ng
system throughoit the church.

2A P.S.H., Tetter from J.M. Laf]amme to Archambault Therrien-
Plombiers dated Hov. 25, 1895. This letter indicates a discussion
between the two parties was initiated Oct. 27, 1895.

A.P.S.H., Cahiers de Comptes.de la Fabrique .de St-Hilaire (Jan. 1, 1893~
Dec. 31, 1932), p. 24+ Three payments were mggg to Archambault et .Therrien:

Jan 2. - $300: Jan 16-$200: and the final pay

h.PS.H.,

nt of $375 was made Feb. 13,

*

letter from J.M. Laflamme to Msgr. Mored dated Feb.17,1896.

ek A

e e e haria



- ‘travaux imprévus et nécessaires.

_the request for ¥1nancia1 assistance was rejected. Curé Laflamme

< 42

1

. December 7, 1895. He described the"difficu]ties he encountered per-

suad1ng the peop]e of the par1sh that their money had been wel] spent
in 1nsta111ng a kgam1ng system which was safe (some apprehens1sn on -~
the part of the parishioners after the fire in the Beloeil church)
and necessary to preserve the proposed interior decorations  and canvases.
He also complained that the doors of the church were in a d11ap1dated
condition.

Laflamme estimated the tofa] cost of repairing and ;EEdégsrating‘
the church interior to‘be approximafely $3,500, only $500 would be paid
by the "Fabrique w2 He asked Msgr. Moreau to help finance the proaect if.

efforts .to ra1se the funds failed.

"J'ai tant confiance que cette (bourse)? votre Grandeur -
(a) ? me venir en aide efficacement et des maintenant.

Car les travaux pressent et les comptes doivent.Etre k]
payés. Le but des argents de fondations que votre Grandeur a
approuvé est fixé par 1'intention donateurs et . ’ A
le montant acqu1s al' entreprene 1"intérieur - je

ne demande rien pour 1'intérieur ?ais bien pour les

Curé Laflamme assured the Bishop that he would be re-imbursed

when the'parish was in a better financiat position. Unfortunately,

t
3

believed, however, that his own enthusiasm for the rg-decoration

]A.C.S.H., see entryufor December 7, 1835. For details of the Beloeil
church fire see: "Un Eglise Incendige," La Presse, December 7, 1895, p. 12;
" 'église de Beloeil, " La La Presse, Décember 9, 1895, p. 15 "L’ incendie de ,

Beloeil," Le Courrier de St-Hyacinthe, December 10, 1895 no. 121,

2Economic problems were not 1nd1genous to Saint-Hilaire, from 1893—

.-96, there existed a state of economic depression in North America,
partly due to-the Railway Bankruptcies in the U.S. See p. 116,

]

James B. Hedges, Building the Canadian West . . . Land'and Colonization
(New York: MacMillan Co., 1939). In examining“he L1vres de comptes

- between 1894-1899, the books barely bajanced. After 1900 an economic

recovery records a surplus of funds.
3A P.S.H., letter from J.M. Laflamme to Msgr Moreau dated Feb 17 0

© 1896.
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cogmunity.

Na donatjon from Rev. Joseph Jodoin of $1000.00 on February 13, 1896.
On April 23,

the costs. for the church decoration and repairs.

In a1

L7
2,

to the Bishop stated:

to ins

e

43

of the St-Hilaire church woﬁld have a positive effect o the whole

"St-Hilaire était & mon arrivée dans une &tat moral plus
.triste que St- Ma?hias et guére 'mieux au point de vue
financier. T ‘

J.M. Laflamme's financial problems were somewhat relieved by,

2

“the possibility of organizing'a secondl1ottery to lessen the burden of

3

etter written on Aﬁgust 7, 1896, he requeéted permissionz

‘Des travaux considérables s'exécutent dans notre é&glise.
Les paro1ss1en< on organise une séance ou il y aura
musique, etc.

Further correspondence dated September 21, 1896 f;om'Laf1amme
"Les travauX de 1'EgTise ne sont pas terminés et 1e5
- Choeur surtout qui est“atfuellement en réparation."

On October 28, 1896, J.M. Laflamme asked the Bishgp'S'permission

tall the new "Chemin de Ta Croix dans 1'Eglise de St-Hilaire. "6

‘ The new. 01] on -canvas fourteen -Ways of the Cross were installed

Co ]
2

Ibid.

A.P.S.H., Livres de Comptes, see entry February 13, 1896;

See also Troisiéme Livres des DEliberations de 1'Oeuvre et Fabrique de

la Par

oisse de Saint-Hilaire depuis 1889-1926, p. 76. Rev. Joseph A

Jodoin

was the curé de Saint-Grécoire, Iberville. He attended a literary

conference at Beloeil in the presence of Bessette, Dr. Choquette, L.P.

Brodeu

Presse,
Ires>e,

r and Ozias Leduc, reported in "Conference de M. Bessette, " La
August 16, 1899, p. 7.

1896, curé Laf1ahme, in a‘1etter to Msgr. Moreau, suggested

de faire de musique et'd'enEretien religieuse dans 1'é&glise.”

Lot

3A.E.S.H., Registre de Lettres, Serie I, Vol. 19 (Jan 1, 1896- Nov. 14,

1897),

4
5
6

no. 114, letter from J.M. Laflamme to Msqr. Moreau, April 23, 1896.
A.E.S.H., lettér from J.M. Laflamme to Msgr. Moreau dated Aug. 7,
A.P.S.H.$.Septémber 21, 1896, letter from'Laflamme to Msgr. Moreau.
A.E.S.H., letter from J.M. Laflamme to Msgr. Moreau, Oct. 28, 1896.

1896..
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! fh1s was Leduc's first

at St-Hilaire church on November 1, -1896.

commission to execute the Ways of the Cross . The d Tode1s he chose

were the engravings of A. Pétrah,after the Austrian painter and engraver-
" Furick (active dﬁring*tgggigth century). He relied on t%?:e engravings
for subsequent commi;sibﬁztgﬁ St7yinian's, Antigonish, No;a Scotia (1902-
1903) and St-Romuald ; Farnham, Québec (1905-1906) churches.’

A grandiose festiva] was held on December 8, 1896, the day of
the Immaculate Conception at Saint-Hilaire, attended by a number of high
ranking membérs of the clergy. They participated in the inauguration and
benediction of the new'interio; decmration'of the St-Hilaire church.

MA 1'6glise, c'était aussi grande fé&te ce soir: Sa Grandeur,
Msgr. Decelles, co- adjudeur de Sa Grandeur Msgr. Moreau,
‘faisait aux paroissiens de Saint- Hilairé 1'honneur de venir
lui-méme inaugurer’ les nombreuses réparations et décorations’
magnifiques que vient de subir 1'&glise. Sa Grandeur les
. . en“a félicités chaleureusement et elle a eu des paroles
e tout particuligrement &loquentes pour exalter le z&le et
) le d&vouement - sans compterla généros1té du pasteur
qui a du accomp11r autant avec aussi peu de resources et un
temps auss1 Timité."
"Je n'aurais jamais cru, a dit Sa Grandeur. en sour1ant
qu'on put faire quelque chose d'aussi beau avec 1'églis@
de St-Hilaire." ,
"Ces peindures tout 1'otuvre de monsieur Ozias Leduc,
jeune artiste de cette paroisse. N& aux sein des ravissantes
beautés qu'offre la nature sur le penchant de la montagne.

. C'est encore ‘13, dans un petit ermitage 3 moitié caché sous. . .

dure, que ce jeune artiste modeste dans son mérite
Réel. . . et & la pratique de son art favori. Tout le
monde s'accorde & dire que 1'ouvrage qu'il est 3
compléter est un coup de maftre."

From this description and a spécial'artic1e iﬁ La-Presse,Leduc's

decqrative scheme could not be evaluated as.the project was incomplete.

According to the article, the church n'avait pas encore regu de peinture

1A P.S.H., Troisigme Livre des Dé11ber=t1ons de L’Qeuvre et
Fabr1que de 1a paro1sse de Saint-Hilaire depuis 1889-1926, p. 77.

Lacro1x, 1978 p. 78, no. 42, i11. 31; i1l, 32, pp. 149-150.
3A.C.S.H., see entry for December 8, 1896. -
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2 un po1nt qu e11e &tait peu convenable pour le cu]te, 3 and mentioned
'that Leduc and his assistdnts began their work in ekyly May, 1896.

" .. au conmencement de mai dernier, le\travail
de décoration commencait’ réso]unent mais avec réserve,

a raison de fonds qu'il fallait trouver et réunir au
fur' et d mesure. Gr3ce a 1'action concentrée de certainess
personnes z&lées, une organisation se fit et fut, & un

"moment donné, le point d'appui de 1'oeuvre grandissante.
Un fait est a signaler, c'est que ces travaux de décorations
son exécutées par des enfants de la paroiss®, MM. Leduc
———-- —~"et Maktin, qui sont déja connus du public. Les plans ont
) 8té faits par'M. Ozias Leduc, jeune artiste de St-Hilaire,
fort apprécié @ Montréal, ou i1 a exposé plusieurs tableaux
a'l'ecole des Beaux-Arts, et & Chicago, lors de 1'exposition
universelle. 11 est modeste mais plein d'intelligence et
d'activité. M. Philippe Martin, jeune peintre de talent
de - 1a paroisse le secondait dans 1'exécution des travaux.
". . . Lors d'une retraite donnée en octobre dernier,
]a nef’ fut dépou111ée de ses échafauds et ne presentir
le succés de 1'entreprise: mais cependant en face ?
du choeur inachevé et obstrué, tout Jugenent gtait suspendu "

The important fact stated in this arficle was that none of the |
fifteeﬁ canvases designed by Leduc for the church, were insta]]eq at this
.benediction. "Les tableaux ne sont pas encore installés dans 1'église.
M. Leduc y travaille encore.”3 -

A At a public meeting,ﬂheld on December 28, 1896, it was decided
that a bazaar would be held in the Convent at éaint-Hi]ajre¢from
January 247, 1897, to raise additional funds with which to finaqée the
- church repairs and decoration.4 The amazing sum of $2130.00 was Faiéed

-

at this six day bazaar.5 1 C .

On April 28, 1897, curé Laflamme wrote to Msgr. Moreau summarizing

~ the affairs of the parish. He mentioned aﬂloan, authori zed by the

' ]"La Paroisse de St-Hilaire," La Presse Decémber 19, 1896, p. 1.
21919 . .
3Ibid. o

4A,C.S A.C.S.H., entry “for December 28 1896.

~

5"Bazar," Le Courrier de St -Hyacinthe, January 12 1897; no. 135, p. 3
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o
"marguiller's" to aid the parish's affairs, especially concerning

either the acquisition of a new organ or the repair of the old one,
"Avec 1'agrandissement ‘de la place des chantres et ouvrage:a.la
boite de 1'orgue."]
In"accounts of expenditures for H896,acdré Laflamme stated
that he paid $1,500 for church repairs. fJ'ai payé ﬁne quinzaine
de cents piastres bour’1es réparations que 1a}fabr§que aurait &té
obligée de faire nécesséirement pour la conservation de I'Egh’se.”2
> | ,yﬁrther work was to be done in 1897 and hé re-estimated the

total cost of repa1rs, restorat1on and redecoration at $7, 000

‘ In a 1etter dated May 2, 1897 to Msgr. Moreau, curé Laf]anme thanked

the B1shop for arranging to send another priest to he]p in the\édmlgistra—

tion of Saint-Hilaire parish, because "J'ai en beaucoup d' ouvrage.
p . In early May 1897, Ozias Leduc left 'for a six month European
—trip.5

Leduc was sent to Egropé'by curé J.M. Laflamme to perfect his

’
' . o

' craft, as he mentioned in a letter written more than thirty years -
later.

"It y avait la des artistes en formation et dont j'ai
envoyé-1'un d'eux a Paris pour perfectionner ses talents

o et son expérlence pour une oeuyre d'art re11g1euse, que 1'on
peut appeler ainsi par les remarques de 1'opinion en
général et aussi des statues, de leur choix et dé leurs
position dans leurs niches et sur les autels.'

v

‘ ]A.P.S:H., 1ef¥er from curé Laflamme to Msgr. Moreau, dated April
28, 1897. ‘
21hid.
3Ibid.

A.P.S.H. Letter from J.M..th1amme to Msgr. Moré’ﬁ,'qu 2, 18§7.

5Laurier Lacroixﬁ "The dream hountéin of Ozias Leduc" Arts‘Canada,
October/November 1978, issue no. 222/223, p. 14. Lacroix clarified
- the errors of the previous authors. .

¥ N.Q.lM. b2 ¢c19. Typed letter of January 26, 1925 Tro J.M. Laflamme
to his Farnham par1sh1oners
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He arriyed in London,‘spaying at the‘Craven Hotel, Charing Cross,
from May 19;25,] then, continued on to Pari; where hg,fegistered at the
Grand H6tel Corneille, rue Corneille, from May 26- Quly'7,2 at’which time
he met and socialized with anoiher Canadian pdinter, Murray Prendergadt
(d.;1899),3 Raoul Barré, and Mr. R. Brunet.® While in Paris, Leduc rented *

a studio at 103 rue Yaugirard from July 1 - December 1897,5 where he

executed preliminary drawings and studies for his St-Hilaire church

A

X canvases.6

Leduc met with other artists at a society founded for Canadians

u7

in Paris ca]1ed "La Boucane. His name appeared five times in Paris-Canada

] » “ .

,magazine in regard to social functions he attended.8 Leduc Teft Le Havre

on Christmas Day, December 25, 1897 aboard the liner La Bretagne bound for

TAN.Q.M., b3 ¢ 8. | S

21b1d. . C | :

3"M Murray Prendergast " La Presse Apr1] 12, 1899, pz 10, obituary”
notice. - ‘ . “~

4

AN.Q.M., b 3 ¢ 8. Letter of June 13 and September‘és 1897. Prender-
gast, Barrg, Brunet and Leduc Jo1ned “La Boucane" at the same time, June 2,
1897. .

A N.Q.M b 3c8. Lease for studio dated July 1, 1897.

A N.Q.M., b 4 c 38. Letter from Raoul Barré- to O.L. dated Sept 29, 1929,

. 7On the found1ng of La Boucane, see "La Boucane," La Presse, November
27, 1894, p.-3i

80n.\June 1, he 1s,mentioned as arriving in Paris ("Les Canadiens d
Paris," Paris-Canada, no. 11, June 1, 1897, p. 4). He is included in
a list of new members of La’ soc1été canad1enne de Paris or "La Boucane"
presented at the society's meeting on June 15 ("La soci&té canadienne
de Paris," Paris-Capada, no. 12, June 15, 1897, p. 5) and attended a
reunion on July 1 ("La société canad1enne de Paris," Paris-Canada, no. 13,
July 1, 1897, p. 5). A]though his name does not, appear among the guests
attend1ng a banquet held in honour of Sir Wilfrid Laurier, he had received -
a number of. invitations to gala functions while the Canad1an Prime

Minister was in Paris. Leduc attended the fureral of a- young Canadian - e

artist named Ernest Girard, held at "la ‘thapelie de la Vierge, a .
1'Eglise St-Sulpice," with other members of "La Boucane" on October 1 ("Les

- Canadiens & Paris," Paris-Canada, no. 19, October 1, 1897, p. 3). His name
was mentioned for the last time for attend1nd a "La Boucane" meeting on
October 23, ("La Boucane," Paris-Canada, no. 21, November 1, 1897, p. 4).
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Specific details regarding the reoertoire of visual ihages which
might have influenced OZias.Ledue for the St-Hilaire church commission B
remain obscure due to the lack of documentation. There are, however,
a number of drawfngs executed while inyParis, particularly for the St-
°H1]a1re church commission which exist in pr1vate col]ect1ons 2 Based
upon style, crayon and execut1on on an uniformity of paper, the maJor1ty
of single draw1ngs (deta1]s of hands, feet poses) come fhom one sketch-

book. The rema1h1ng drawings on a different type'of bapen indicate

"the existence of other disassembled sketchbooks. An investigation of'

'exhibitions in Paris between May and December 1897, the duration of

Leduc 5 stay in Paris, is reported in the Gazette des Beaux Arts. 3 The

Par1s1an sa]ons showed works by contemporary French and Eng11sh artists’

. such as : Jules Breton, J.P, Laurens, L&vy-Dhurmer, G. Desva]11eres,

Aman-Jean, Boldini, Brangwyn, René Ménard, Eugéne Carhiére, Harpfg- = -

nies, John Everett Mi11ais:,Burne-Jones, and G.F. Watts.

]ANQM b3c 8.

2A Paris sketchbook, open faced, appéars in a number of Leduc
canvases where it is -given a prominent place in the structure of the
composition, see Ostiguy, 1974, p. 190 reproduyction of Still-Life with

- Weeping Lay Figures (ca. 1907) and see also Lacroix, 1978, p. 159, 111. 50

For another view of the same Paris sketchbook opened at a different -

page, see Lacroix, 1978, p. 164, i11. 57. \Unfortunately the sketchbook

has been disassembled. The majority of drawings is preserved in one -
particular pr1vate collection, however, individual sketches belonging to'the

. original are in the possession of other collectors.

o
,,,,,,

3Gazette des Beaux Arts, May-December 1897. Espec1a11y note the exh1-
bition of "Sainte Geneviéve ravitaillant Paris assiégé, carton de
la compos1t1on -de M. Puvis de Chavannes, and "Dessins de M. James Tissot
pour 1'i1lTustration de La Vie de Notre-Seigneur Jésus-Christ." An exhibi-
tion, of works by James Tissot was held at the Salle Windsor, Montréal.
See'"Les Tableaux de Tissot," La Presse, November 7, 1899, p. 9.,
and a review of the exhibitién by Louis Frechette in "La Vie.de Jésus
Christ par James Tissot," La Presse, Noyember 8, 1899, p. 5. See aiso
Le Rosaire, December, 1899, p. 361. L . :
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:\\ From this group of ertists,'the majdrity of works (both.scu1pture‘
and;painting) exhibi;ed were of‘mythoipgica1 and religious iconography.
The most popplar subjects were female nudes or éemi-draped,fidures‘in
cbnﬁemp]ativé or classical poses in landscape settings.

A It Was from these typeé and imeges that Leduc drew. Upon
his return to Montreal, Leduc\utilided the fema%e nude, mythological
and allegorical figureslas personificatdons of dature in his mood

¥

. landscapes to explain natural phenomeha.r The four evangelist canvases

at St-Hilaire church are:strongly reminiscent ip and meditative

mood of these images exhibited continuously i the P&risian salons.?
Unti] he visited Paris, Ozias Leduc's

'gl, as his art education had been limited to copying: reproduct1ons in

periodicals, newspapers, engravings and popular prints,: etc. Through

a series of apprent1cesh1ps he became acquadinted with the work methods

of his masters and acquired knowledge of religious art and mural palnting

‘while on assignments in- many Québec cﬂyrches. Leduc had reached the stage

| in his career where it was necessary to increase his khpwledge qf both

past and contemporary art to satisfy the eipectations of his. codmissioner
Par1s, the art center of ‘the second half of the n1neteenth cen£:ry

was the ]og1ca1 place of study,4 espec1a]1y for Canadian French-speak1ng

art1sts

During his absence an important religious ceremony took place |

]Ostiguy, 1974, Erato (Sleeping Muse) 1899, p. 30; fig. 16, p. 126;
“Lacroix, 1978, p. 27, no, 11 Erato (Muse in the Forest) ca. 1906, p. 41,
fig. 27, pp. 137-138; Endymion and Selene ca.l910, p. 44, fig. 30, p. 140.

2See F.S. Challener's poster of a semi-clad reclining female
‘allegorical figure for the Ontario Society of Artists, 24th Annual Exhi-,
bition of Paintings, May, 1896, reproduced in Canad1an Collector (January/
.February, 1979), p. 13. ‘

3Verba] communication with Gabr1e11e Messier. ,
45. Allaire, op. cit. pp. 141-154; ;acroix, op. cit. pp. 54-70.
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~with the ha]f—fiﬁished canvases leaning against the walls.

50

~

at St-Hilaire church, the ce[ebration of curé Laflamme's sacerdotal -

jubi]ee.y As described in J.M. Laflamme's diary, the church had beeh. .

decorated.specifica11y for the event by Leduc's assistant L.P. Martin:® 3 .

"Ces inscriptions vraiment artistiques furent
executées par M, Philippe Martin, qui les offrit

gracieusement, Des banderoles de diverses couleurs, -

tombant entre les colonnes, faisaient une ceinture
délicate autour de 1'é&glise et présentaient un trés
' * beau coup d'oeil. Les niches si saisissantes du.
’ choeur, Te calvaire, le Sacré Coeur et Notre-Dame.
de Lourdes avec tous leurs personnages, joints a
.. 18 riche parure de 1'autel, on f&¥ admiration
L.de.tous les E&trangers nous a-t-il &té dit."2 N
. ~ o
Y . The Bishop of St-Hyacinthe mentioned his pleasure at seeing the
i . & R X M
beautiful transformation of the St-Hilaire church inter™r. "I1 me

faisait certainement plaisir d'aller voir de mes yeux les belles et

importantes décorations et ornementations dont vous avez dotées et:

enrichies votre &glise et sacristie."3

§

Upon Leduc's return, He‘continued to work on the preliminary

drawings- and sm$11 0il on paper colour studies ;;\hgd created in Paris
for his religious compositions at St-Hilaire church. There are a

numbér of photqgﬁaphs of Leduc, his family an% friends in\his studio

As recorded in La Presse another Hmportant ceremony took
at St-Hilaire churéhcs "Dimanche dernier, a eu bien & St-Hilaire, la
benédiction d'une cloche vénant de Londres."® The article also stated:

"La &écoration de 1'égtise . . . était du meilleur goﬁt."7 On April 2,
: ,
2

"A Saint-Hilaire," La Presse, October 27, 1897, p. 8.
A.P.S.H.,"d.M. Laflamme's diary, pp. 4-5. - ‘ A

.. %A.E.S.H., Registre des Lettres, Series I, Vol. 19 (1 Janv. 1896-
14 Nov. '1897). Letter from the Bishop of St-Hyacinthe to curé Laflamme

. dated June 16, 1897.

Yostiguy, 1974, p. 196, no. 3; Lacroix, 1978, pp. 36-37, 197,
no. 4, i11. 15, See’figs. 26, 27, 28, 29, 38, 39, 45, 59, 92.
5

- O1bid; -
T1p1d.

’

"A Travers Les' Provinces-St-Hilaire," .La Presse, Oct. 21, 1898, p.é.

o
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1859, \thre’e of Leduc's canvases were installed‘in ‘the nave. "'Ce matin

il y a en messe so]gnneﬂe fanfare beau ;:‘P;;nt; et de plus, la bénédiction

de trois nouveaux tfqbleaux dans Ta nef," ‘ !
Besides continuing work on his religious canvases for St-Hilaire

" churc, Leduc was involved in a number of other artistic activities. He

' sent paintings to be exh1b1ted at the Art Association of. Moni:}re’a]y2 and the

R. C.A\. exh1b1t1ons.‘ He had been commissioned to illustrate Dr Emest

Choquette's novel Claude Paysan3 andla smaH 011 painting itlustrating

) ,
a scene from Choqﬂltt“e_'s 1898 novel Les Ribaud. At this time Leduc was

not only an artist but also a teacher at the convent at St-Hilaire. ,
"Retour de Sr. Supérieure et de Sr. M. Ermérie, .Sr.

M. Didace reviendra le 17 accomoaqnée de Sr. M. Eustochium

et de Sr. Louise de Savoie qui devront passer avec

,nous une partie de la vacance recevant des lecons de 4
peinture de notre artiste de St-Hilaire, M. Ozias Leduc."

He was also 1nterested in literature and attended a "conference

de M Bessette" in m1d Auaust 1899 at Be]oeﬂ.5

14

St-Hﬂaire parish- celebrated the one hundrédth anniversary of

o

A.C.S.H., entry for April 2, 1899. "

2Consu]t appendix C for Leduc's exhibitedworks at ‘the AAM and R C.A.

3A.N.Q. 1., b3 c10. Mote letters of May 30, July 5, and,October 11,

1899 from Dr. Choquette to 0.L.  See also Ostiguy, 1974; p. \% no. 17;

1

©p. 1273 p. 33, no. 193 p. 129, Lacroix, 1978, ». 30, i11. 105
p.33, no. 15; p. 35, no. 16. .

4A.C.S.H., entry for July 15, 1899. Leduc nave drawing and painting
. lessons at the Convent of thg Holy Names of Jesus and Mary, Saint-Hilaire,
a practice ne continued with many other religious orders-throuahout

his 1ife. Summer courses included Enalish, French, and music. "Dessin

et peinture: croquis de paysage d'aprés nature en plein air." The lenath ¢-
of the term was from July 2- September 4.

5"Conference de. M. Bessette" La Presse, August 16, 1899, p. 7. :
"Parmi les personnes prasentes d-cette conférence. . .' M.L.P. Brodeur,
M. le doct quette, M.0. Leduc-peintre, M.J.dodoin. . . " Many
years latg letter dated June 24, 1931 from Ledug to curé Albert
Levesque of Saint-Hilaire, he expressed his Tove of 11terature.

‘ "Mes amis savent mon grand intéret dans toutes Tes choses de 1 '"Art
et dans celles de 1a litterature éqa]ement En art je suis plut6t un’ a
productmn cpla dans mon mteret dans 1'autre je suis un pietre cohsomma-

teur " (A.N.Q.M., b7c 99).

. 32, no. 14;
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its foundation with'an important reli-gious ceremoriy and musical extra- t
|

t\ " vaganza on October 22, 1899. ] The .event 'was mentioned in La Presse wﬁ{ch

. stated that the church interior had been c0mpﬁete1v restored with the ex-

caption of the instal¥ation of the remammq leduc canvases. T _—
" .. intérieur compl&tement restauré comme nous 1'avons “ "
.déja dit, sera omé et décoré avec art. Des.ouvriers A
sous 1a direction de M. Leduc qui est i terminer certains e
tableaux d'une grande richesse poursuivent actuellement les T
demiers préparatifs.’ "2 ) : ‘ Cot
[
|
{

On February 17, 1900 curé J.M. Laflamme wrote Msar. Moreau "

3 H

asking permission to hold another bazaar:to aid in the continuiné

,

s

St-Hilaird church project.3 The Courrier de Sf—‘Hyaciﬁthe announced the

bazaar took place between February 24-27.

"IT\est donné au profit de 1'église paroissiale / i
PRI L qui yient d'6tre décorée avec un golt rémarquable . L
L ’ et omée de tableaux de prix. Ce sera un excellente 7 : :
occasjon pour visiter cette oeuvre, vraiment artistique ) ' :
A de 1'gveu de tous, les oeuvres d'art ont droit d'éEtre
o encounagées dans notre jeune pays. On dit que ce bazar 4 .
‘ de campagne sera des plus beaux et des mieux organisés." )

$800. > \ !
"St-Hilmire: Le bazar s'est terminée par un résultat’ assez .
satisfajsant. Les mecettes se montant tout prés de $800. .
T M.M. Philippe Martin et Origéne Leduc, artistes, ainsi que M. Jos. !
Vincent {étaient les hdtes de M. Desrochers, N.P. durantj}1es ¢
bazars . '|6 > co
Curé L'af{lamme recewed a letter from Msgr Moreau on May 3/’900

a - 1“Centena1 re 3 St-Hilaire," e Courrier de St- -Hyacinthe, October 21
’ 1899, no. 99; p.} 3.

0 2"Un Centenpire," La Presse, October 21, 1899, p. 9.
A E.S.H., fletter from J.M. Laflamme to Msgr. Moreau.

. A.C.S.H., joumal entry February 24, 1900. See also "Gr‘and’ bazar
a St-Hilaire," Le Courrier de St-Hyacinthe, February 20, 1900, no. 146, p.3.

5"‘Nouveﬂes de Partout-St-Hilaire," La Presse, March 7,71900, p.3."

- C1bid, L . : -
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‘ment was n‘lade in the Courrier de St—Hyacinthe‘. ‘ -

- ' ' ) \\ : v A
1900.° o L ‘ ,
In J.M. Laflamme's final letter to Msgr. Moreau, as curé of St- ]
ilaire parish he stated his pgsona] satiéfaction‘that all the projects . , 4
he had undertaken had been suq;essquy completed, with a special -refer- ) . ,
ence to the interior decoration of the church. ’ %
"Je vous parle bien intiment ici, en toute confiance-
ck sera me grande gatisfaction pour moi de laisser ,
le tout en bon ordre. Oni.ne _peut s exphquer ici qu'il L N
ne reste aucune dette de 1 oeuwe de 1'intérieur de - . ‘ 3
1'église. nd ' )
* \\
~ The remaining Leduc canvases were 1nsta11ed in St- Hﬂawe church . '
at the religidus festival ce]ebratmg the Ascens<ion on May 24, 1900, a i
W S
triumph for both Leduc and curé Laflamme. g
"Monsieur dit pour la demnié) ‘

" "Le regrette curé de Famham,” Le Courmer de St- Hyacmthe May 8,

! ! B . - . ". “ 0 " L ‘ , ‘ ii
informing him of his new post as curé of Farnham, Québec.] The announ<ce- , !

"Le'Rev. M. Laflamme, curé de St-Hilaire deviendrait
curé de Farmham._ M. Charbonneau, de Ste-Héléne irait .
a St-Hitaire..." .

~ The curé announced his appointment to his parishioners on May 6,

paroisse. “L'8motion est grafide. Ce jour est fixé& pour.la
bénédiction des derniers Teawx de notre église. Comme oo

* disait Monsieur le Curé, ndtre jolie-chapelle représente 7as
principales: sc@nes. de 1'ancién et du nouveau testament, car
dans T1a volite nous voyons ‘touti 1e5&pr1nc1pa1es figures .4

fois 1a grande messe dans: sa ° \ . i
1
i

L4

1 Moreau to J M. Laflarme,. May 3 1900

"Les funeraﬂ]kes du Revd. M.J.P. Dupuy, " La Presse, qu 1900, E
p. 8. "Nouvellés de Partout-St-Hilaire,".May 9, 1900, n. 7 'Changements _
ecclesiastiques," Le Courrier de St-Hyacinthe, May 5, 1900 ‘no. 28, g 3. .

1900, R
no. 29, p. 1.

3A C.S.H., journal entry, May 6, 1900 ( ’j/ ' . , .

e Ho, Tetter fron J.M. Laflame to Msgr. Noreau, hay.17, 1900,
( ‘F} , ~

A.E.S.H. 1etter from Msgr




Hay

A
}‘,}\.'
¥
-

-
-

= T -'I;\

- \

rl

historiques- de 1a loi de Moise. - Dans\Je bas ce sont les
tabieduax de la vie ‘de Notre Se1gneur Les septs sacrements,-
les quatre Evangelistes, ainsi que L Assomption de 1a

- Viérge et un tableau de St-Hilaire.‘

Shortly afterwards, J:M. Laflamme éssumed his new position as

curé of Farnham2 and continuéd his'spirited devotion towards creating

,

financial stab111ty for his new parish. Later, in 1905-1906, he unde‘r

took the project to decorate Farnham church (bu11t in 1900)3 d

©commis

' F.'Ajm of the Artist

sioned 0zias Leduc,'once aga1n.

existi

,’tany é

t1ve S

pherin

later

Tr
I

Ozias Leduc adapted his decoration to ‘conform ﬁo‘fhe already

ng Neo-Gothic intérior of St-Hilaire ch‘urch.4 There is no documen-'

v1dence in Leduc S persona] papers,5 td exp]éin‘the overall decora-

cheme and 1ts symbo]zsm, excé‘f’for a few abbre<?;}ed notes deci-

g the‘mot1fs and minor decoratwn.6 .
Statements»made by Feduc concerning hfs_}gligious synbo]?sm:%ﬁ‘

comiiissions demonstrated the importance of St-Hilaire church as

T,
2

Presse,

3
)

A C.S.H., journal entry,/for May 24, 1900

"Curé de Farham," La 5resse June 2, 1900 n. 17; ‘"A Fanwham," La:
June 4, 1900 p. 82 TR Farnham," La Presse, June 6, 1900, p. 6.

"Nouvelles de Partout-Famham," La Presse, June 23, 1900 p. 16.
1.B.C., dossier St-Hilaire church. G&rard Mor1sset stated that

the Ne
at the
purcha
docume

5

nostal
serves
intell

6

o-Gothic styled interiog of St-Hilaire church had been instituted

request of the English Se1gneu\s, the Campbell family who had -~

sed the Seigneury from Jacques Hertel in 1844. There is no
ntary.evidence to substantiafe Morisset's claim.

A.N.Q.M., bl c34. Mlle Gabrielle Messier's hand wr1tten copy of a

gic, sent1menta1 ‘statement attributed to Leduc (ca. 1951) only.

as an appreciation of St-Hilaire church and adds nothing to an
1g1b]e understanding.of: Leduc s religious symbolism. .

AN.Q.M., b2:cd. See figs. 12, 13. e o
~. . \ L ' ' ’ :

~ N v s
- s \‘
~ '
’ . : .
.

5
bt o AW okt i i

[EPSVPIE PN NG



' [ ‘ . . ’
/‘ ) * ' -
il > P v - - v
© < . .
. N ‘ -
+ . -
. [ e
‘ 55
Y

the starting: po1nt for Leduc s religious and aesthet1c ideas wh1ch

w.o -

were fused to formulate his 1nt1mate religious art for the rest’ of
. * N
h1s career.

Ozias Leduc was seldom asked to comment on his church decorative
schemes, however, in a statement to 1'abbé|Eugéne‘Martin of Joliette,  ~
many years later (August“16, 1932) Leduc expressed the desire to achieve

a unity in his work which he had executed at SaihtJChar1es,Borromée,

]

J011ette Québec in 1892-1893." He reflected:

"Ce . ‘. travail d'unification poursu1v1 et comp]été
par 1' ap]wcat1on (sic) d'une technique uniforme et
le choix d'une coufeur géndrale devait dans le plan ‘ \
de 1'artiste former une harmonie d'ensemble, un accerd
. . - complet entre ces tableaux, ainsi refa1t§, et 1a’
"' décoration omementale alors existante. ;

Brief notes accompanying vignette size drawings for his minor
decorat1on serve as a basis: for 1nterpretat1on of and 1deas found in h1s

, decorative scheme. On one rare occas1on, Leduc, in a deta11ed statement

recorded his goals and purpose ‘for his degsrat1on The close’ prox1m1ty

lin date and ut1]1zat1on of the same m0t1fs, shapes of canvas and the1r

a4

frames and comments made about St. Ninian's Cathedra] Antigonish are
applicable to St-Hilaire church, Saint-Hilaire, Québec.

In Ju]x, 1903, three years after .the comp]etibn of the St-Hilaire -

. 4 ) -
church project, Ozias Leduc responded to a request from one of the clergy

+ in Antigonish, Nova Scotia, to explain his work at the’ ?ecent]y comp]éted'

St. Ninian's Cathedral (ca. 19021903).°
| .

Y acroix, 1978, p. 149. Leduc executed 24 canvases for the nave
and choir, integrating them with the already existing overa]1 decoration..

2A N.Q.M. b7 ¢100; see 0.L. letter to Eugéne Mart1n August 16, and
" September 3, 1932. See also b7 cl1T, O. L. 1etter to Mr. P. M11fr1d

S . o ‘J

Corbeil, December 1, 1943. \ - )

- 3A N.QM. , b7 ¢91. .Reproduct1on of the ar 1c1e wrltten by 0zias .
Leduc explaining his decorative scheme for 'St. Minian's Cathedral found
in The Casket newspaper, Ant]gOn1sh N S., dJuly, 1903
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In.this concise article Leduc outlined his basic ph1losophy of
. re11g1ous art, stressing two 1mportant factors for the success ful art1-
bu]at1gnnothhe interior scheme. The first point emphasized unity of
design;
... a qua11ty essential to a11 Art, namely, -unity,
1t also offers an opportunity for the display of
lines ,and colors, a]]ow1ng us |the appreciation in what
measure. . . - to the lofty and severe fullness which 1s
a special attribute of religious decorative Tart. .
.- . Everyone knows that in order to realize an artistic decora-
. tion it is not enough'to give rein to one's imagination,
‘to conceive lines, to evoke forms and to arrange colors.
Lines, forms, colors, are only elements; it is necessary
to coordinate them to arrange them after certain fixed princi-
ples, in order to produce an harmonious effect. Every Art
must have rules. . . [ have tried to do everything accord-
ing to rule and ratovna] (sic) order, so.that the equilb-

rium of the various posts (sic) might result in a harmoni- !
~ous symmetry of the whole, both in drawing and in coloring."

A3 " The idea of wholeness and harmony was not new, but was a popular

concept during the 19th tentu‘ry.2 To Ozias Leduc, it is this ordered, .

§truttuted world which gives birth to Beauty.

"It is from. the interpretations of every great thought
that Art draws the diverse aspects which make ‘it so
charming; it is there that is found the true source of its’
progress.  -progress akin to that of the soul, which
j . _ produces and explains the progress of the Ideal, whose
-7 steady assent (sic) leads to the Beautiful, the Good, the
True. . . And it is my -earnest .desire to see this principle,
and others also such as un1ty in variety, adaptation,. 3
association which are the crwter1oq\tf beautiful things. . . "

These same sentiments and his philosophy on art and Tife esta-
blished: at th1s t1ne were echoed in 1ater statementg? He be11eved

that beauty found in nature was a result of the same r1g1d, structured

TAN.Q.M., b7 c91, The Casket, July, 1903, . o

2Wyhe Sypher, Rococo to Cubism to Art and L1terature (New York: Ran-"
.dom House, 1960), p. 250. ~ , . o

. SAN.Q.M. b7 91, The Casket, “July, 1903, _'( | o

"x’."
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.rules over which man had no control, therefore adding a Fe]igious and
spiritual connotation to the ordered universe and cosmology.

"Beauty, which is one, varied and ordered, since it

can shine out in so many ways in the objects of nature
‘and the works-of man, in concepts of the intelligence

or in the field of morality, and alsc because of the
hierarchy and relationships of man and things, is necess-
“arily and fittingly relative. Let us not forget that’

‘ the beautiful is the splendour of order. Men's finest
works are finally those that are the best ordered for
their purpose, those in which this order is most strongly
and clearly asse{ted, those, in brief, in which this
order triumphs." ' -

The spiritual.connotation of this outlook, taken in context
with 19th century Roman* Catholicism in Québec, signifies that Beauty,

" as a result of a universal order, is synonymous with God.
2

‘ ". . . Or Dieu est la Beauté méme."

‘ This out]ook was not, only indigenous to Quebec artists but also was ’
‘ expressed by Bume-Jones and the Pre-Raphaelites. 3 s

Leduc wrote that beauty is the resu]t of the ordered sum of

. CLn
, 1nd1v1dua1 parts. = s : \ \

”La beauté expérimentalement est le resu]tat de
proport1ons mesurées, de régles régies par 1'ordre .
qu1 semble, qui est surement le p1vot qutour duquel
s'agite et tremble 1'ame inassouvie toujours 3 la
recherche 'du bonheur peut-8tre inaccessible."

The second major point Leduc emphasized was that "The supreme

object of Art is to 1n§trutt."5

o ' . §

Ozias Leduc, typed manuscript of ]ecture g1ven to the "Union catho- :
1ique des cu1t1vateurs," ca. 1930 p. 15, AN.Q.M. . Lacroix, ‘1978, pp.134-133.

2René Bergeron, L'Art et sa sp1r1tua11té (Quebec: Editions du Pelican,
1961) p. 98. o o

: 3Dav1d Cecil, The Visionany and Dreamer (Princeton: Princeton University
Press, 19%0), p. 10T. : “

SAN.QM., b1 c34.

| P

i e i

°AN.Q.M., b7 c91, The Casket, July, 1903. - - CT
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_ concern about the apathy towards religion in Québec 3 He hoped that hisq

'1936,'pointed out what he believed tobe the two weaknesses in Québec‘art

58

The educat10na] and 1nstruct1ve power of his religious. canvases

and symbo]s was to create an exemp]um v1rtutus, essential for the moral.

strength and character of the local par1sh§oners The persuas1ve power

of the murals and overall decoration was attained through un1ty of
!

design, fol]owed by Beauty, which 1nsp1red faith.

"These p1ctures are disposed in .the fo]]ow1ng order,
each.according to its meaning in relation to the
whole work. Studied thus, in_-this point of view,
I venture to hope that, however mod®t their execu-
tion the attentive ‘critic will find them an esthetic
joy, and will-:see in them a teach1ng whose moral
bear1ng cannot escape him."' - \ -
. .
At a later date, Leduc re1terateﬂ h1s previous statements Stress-

‘1ng the important part the art1st p]ayed in the educat1on of h]S milieu.

He remarked: - S - C

"M E. Montpet1t dans” un conférence sur la productivité
de 1'art au point de vue économ1qug‘¥ a dit entre
beaucoup de vérités tendant 3 magn ier le rdole de
1'artiste dans la societé que 1'oeuvre d'art est
'éducatrice;"z‘ ’ .

In a letter to Olivier Maurault p s.S., Leduc expressed his

*

,art1st1c contr1but1on would re-generate a rev1va1 of faith.

Besides his desire for the ravival of formal religion in Québec,

Leduc, in an address to the Soci&té d'histoire régionale de St-Hyacinthe in

at this time: the Tack of unity, both st&]iStica]]y and iconographically;

and the absence of originality found in Québec church decora’tion’.4
\ ‘ )

A.N:.Q.M., b7 c91, The Casket, July, 1903.
A.N.Q.M., b7 cl24, ° ‘
A.N.Q.H. '

AN.Q.M., b2 c15. "Dires éﬁr le symbolisme" typed manuscript of"
lecture ‘given to the Société h1stor1que de St- Hyac1nthe Augyst 2T, '1936,

v
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. “"Nos architectes n'ont~ils pas un peu la peur de
- construire, d'édifier dans un style nouveau. . . Nos . ‘
architectes on peut-&tre .aussi peur d'eux-mémes.
C'est pourquoi i1s recherchent la sécurité des styles
° ,éprouvés, que le passé nous laisse un exemple. Ils n'psent
_s'aventurer hors de la vieille route et buttent a ses
- encombrements..

Cette peur de soi est, sans doute de’ 1a sagesse, - 1a
-sagesse timorée de ceux qui ne peuvent inventer."

Leduc concluded that this malaise and waning of intefest in
formal reliéion (Roman Catholic) was twofold, Due in part to the’
lack of 1nvent1veness, ab111ty and also conviction of the Québec art1sts, ©

as well as the indifference of an. emerg1ng 1ndustr1a11zed modern

Québec preoccupied by cu]tura] matemahsm.2 ( N ' ’

’ ¢ . N ’
". . . understanding of the same work bj people the :
‘majority of whom are generally.little given to

reflection in things which go beyond the narrow o \b/)
domain withdin which, they are occupied every day - . e T ’
more: and more with material th1ngs o art1st1§

matters so neglected heretofore in our Canada."
Leduc expressed the same sentiments as M. H Hunt

“that without faith, art becomes materialistic, emdty,

i'. literal, and dead, bécause such unsp1r1£ua]ized art can
only present facts for their own sake.™ '(gn

The aim of every artist should be to express a single idea in

~ his wofk.S, Ozias Leduc stated:
‘ ;

"The theme of the decorations. . . may be:summed up

TLacroix, 1978, p. 129. '

2Histor:ians and socidlogists utilizing demographic studies have
- shown great changes in Québec. society of 1900. See Jean Hame11n, ed.
Les travailleurs Québ&cois 1851-1896 (Montréal: Les Presses de 1’ Un1vers1té
du Québec, 1973), p. 8. See also Gordon W. Bertram, "Economic Growth
4in Canadian Industry, 1870-1915: The Staple Model and the Take-0ff
Hypothes1s", The Canadian Joumal of Economics and Pblitjcal, Science,
. 5 Vol. XXIX (no. 2, May 1963], pp. T62fT.

3AN Q.M. , b7 c91, The Casket, July, 1903.

’ A George P. Landow, W.H. Hurt and Typological Symbolism (New Haven:
; Yale-University Press, 1979), /p"19.

HSBruno Zevi, Architécture as Space (New Yor#: Horizon Press, 1957)p.193.
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. B %n a few lines. It is to demonstrate the love of God. . .T'
. Ih a religious context Leduc alluded to the necessary perpe{tui ty
‘of rehgmn, the important continuity of the cult and the v1ta1 role
the artist plays to inspire the parishioners. |

"De fait Dieu habite notre &glise, mi raculeusement,
sans cesser d'étre présent en la demeure qu'il s'est
batje de toute &ternité pour lui-méme, pour son Saint-
Esprit, pour son Verbe rédempteur, demeure batie et
faite pour contenir le Mystare 1nconcevab%e de son
Btre de son existence, de sa durge.

6. Leduc's Preliminary drawings for the ovérall-decorative scheme adapted
¥ . to_the already existing Neo-Gothic architectural interior

A\number of pré"liminary drawings by Ozidas Leduc are devoted to the

adaptation of his de’:ive plan to the St-Hilaire church‘intem’or.3
A : .

_ Thﬂe,r"e is no documentation to precisely date these drawings, either in

~ /

the St-Hilaire church archives or.in Leduc's personal papes€ stored at the

+Archives nationales du Québec & Mo al. An article in La Presse stated
.the commission to restore and .redeggé'the church hae been granted in
Octét‘)e{v,' 18‘9"5.4 This statement, along with comments made by J.M. Laflamme,
shorcly ai?‘-terﬂhis appointment as curé of St-Hilaire and the award- | —
%ng of a contract t6 Archambault et 'Fherm'en in November; 1895, to install

a heating system for the church, confirm the datel of October or earlier,

as, 'i:he' time when these drawings were executed. ﬁAs indicated by the sketchés
for the overall decoratwe scheme the maaomty of Leduc's drawmgs were

executed on any available p1eces of paper

A.N.Q.M., b7.c91, The Casket, July, 1903.

2A N.Q.M., bl c34, undated sheet. .
SN, b1 oA o ; .
4"La Paroisse de St-Hilaire," La Presse, December 19, 1896, p.
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. 'In'a letter dated several years after the St-Hilaire commission
O;ias Leduc stated his preference for "skejching on the spot after :
having seen the church.”1 .The first sheet (fig. 3), showing four diff-
erent interior views of the froné?part of the nave of St-Hilaire church,
exemplifies Leduc's idea of skefching on 10cat1’on.2 These four freehand
pencil line drawings are broadly swept in charac%er, representingsthe
first stage of-development before thé;desﬁgﬁs and motifs are enlarged
and drawn in more detail and precision. |

| The drawing on the top left of this sheet (the an§1e gf
observation is slightly elevated), can be identified as the area located
beside the altar dedicated ﬁo the Virgin (right front nave).3
-’ﬁ".%(The view i]]ustrate;: the arrangément‘and spacing of‘the large
"Romanesque" (round-arch shaped) windows, the frames reserved for the

ways of the Cross and niches for the future Leduc designed canvases,

“as well.a$ an altar. This sma]],iietai1ed sketch evokes a sense of har-

mony and balance through the measured proportions and deliberate organ-

1zation of the wald space between the nave windows. Unity is achfeved

‘by the repetition and 1nterconnect1on of forms.

The remaining three drawings on this sheet are en]argements of

‘ specific areas of the top left sketch.

Tﬁg\top righf drawing gives a close-up of the Tower wall decora-

tion, below the canvases and Ways of the Cross. The bottom left view

depicts a sample segment of wall space decorated between and above ‘the

window and the Ways of the Cross. -The bottom right sketch illustrates

TAN.Q.M., b7 c75. -\Z : .
2p N.Q.M., bl c9A.

3The left front nave has a pu1p1t that prOJects 1nto the Space that
is not represented in this drawing, therefore the 1ocat1on depicted is of
the r1ght front nave

\
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] 62
the juncture'behind the lateral wall and front wall, beside,the'eltar‘
to’ the V1rg1n | ‘\
The un1ty, as found in these initial draw1ngs, is transferred
\successfully to tne more r1g1d.ca111graphy of the later drawings and |,
finally to the succéssful execution of these\ideas /motifs, and \ .
proportions ‘on a larger scale of the actua] decorat1ve scheme. The shapes
and motifs 1nd1cated in these draw1ngs were reta1ned except for minor
. alterations such as, the elimination of shapes below the canvases and
. ‘ windows in the top right drawing\ These are replaced by a grow1ng v1ne
that unites v1sua11y, the space below the canvases and ndve w1ndows

Leduc's propens1ty for drawing on any available piece of paper is

¥

typified by the d1m1nut1ve sketches” found on the reverse\s1de of an engrav-

1

ing depicting the Second Way of the Cross.. A printed descriptive text

occup1es most of the reverse side with the marg1ns containing motifs

for the nave vau1t1ng and severa] for the h1gh lateral walls of St- H11a1re
- ' church.z' The top left ha]f border space contalns a faded draw1ng show- ~
ing the vaulting decoration.

(in feet).® Two. larger scale sheets depict the measured calculated,

A a

sc1entﬂf1c draw1ngs, cons1derab1y ]arger than the1r smaller prototypes 4

. Another drawing re]ated to the St H11a1re church overal] decorat1on

CANQM., b1 OA; see fig. 4. .
See top of page, above text for mot1fs
A N.Q.M., bl c9A; see figs. 5 and 6. ’
4A N.Q.M., bl c9A; see figs. 7,8. |

One drawing is "for both the Assumption of the Virgin and St.H ]
11
ﬂli_I£§§§1§g_canvases as they have identical measgrements ary wr1t1ﬂ9

-

-

Two sheets record .the shapes of the canvases and their‘measurementj;>

. e
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I“‘\\ s
shows a detailed segment of wa11.1 The‘strong‘sim11ah1ties‘which~re1ate
this.d}aWing to the St—Hi]aire church decorative schehe are: the framing

device for the Ways of the Cross, the potted ivy vine which 1s d1rectly

‘beneath the y_ys of the Cross, and the rigid, linear pseudo-arch1tectura1

outer border fram]ng the main canvases are 1dent1ca1 The shape of

the interior frame is. the same but the floral motif used does not resemb]e'

3

the f1na1 canvas, but may have been alfmrst 1dea or concept- propoeed DK,__

L * Leduc's ffna] select1on " The composition w1th the frame is fore1gn to

: Leduc o . o
~ , 3 ’ AN !‘* * ” .
& -
9 1 ¥
. )ﬂ”‘fﬁllﬁj
a Lﬂr-:ﬂ_‘_ ._;'f;.‘/_ — /
\
-+ . <
. "! \
\ ! . B
N \
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Private collection. See fig. 10. . L
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"points at the cornerlof each division within the ce%]iné space created- :

Chépter Five
. Malysis of the Overall Decorative Scheme
A. Introduction o ‘
" The éxpressive possibilities of ﬁhg Neo-GotHic interior archi-

tecture presented a chaldenge to the organizing abilities and imagina-

tion of Ozias Leduc.1 He “tried to benefit from thg constraints created

by the already existing structural aspects: such as the jubé at the

rear of the churgh,'ahd the pulpit located on the left side of the nave,

respecting and‘empldying them to create a dynamié decorative scheme.

‘Leduc invested the'physica] aspects of the functional architecture with

expression. ‘In other erds, he' synthesized function and expressioniu This
cannot be i1]ust}ated more‘readi}y than in Leduc's utilization of the Qec—
orative sjgnjfichnée of ﬁhe pointed arch and the cross-ribbed‘vau1ting”
of the wooden”ceiling sections of the nave and the,choi; _areas.2 The
Gothic charactér of the building is furthér émphasized by £he §hgrp gfﬂ
by ‘the vau]@ing. By examining the individual sgctions of the croés-ribbed
véuiting, the subtle and compiex ;djustmentg and per%ect equilibrium

becdné apparent and the impressioﬁ of the Structure aé a whole ﬁnit‘is
nwintaiﬁedh, |

N . T

. o

Anghe narrow dimensions, Tight and shadow, and colour scheme are.
inherent factors of the already existing 1!§h1tecture.

ziﬁe usé of applied decoration to the cross-ribbed vaulting at St- - ‘
Hilaire church is simpler and less elaborate than his later commissions
which evoke a sense of "horror vacui," such as : Enfant J&sus Baptistery

'(1916), Sherbrooke Bishop's Chapel (1922-32), and Notre-Dame Baptistery
. (1926). The highﬁy decorative ribs of these Jater commissions are :

reminiscent of the rib decoration in Notre-Dame Church, Montréal. vﬂf

[
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ereating(a harmonious,; symmetrical and balanced décorative scheme - l\

? : | 65

]

Ozias Leduc achieved unity in his decorative schemg\for St-Hilaire

church interior through: colour conformity and vari;%jon and repeti-
tio? on‘themes;‘motifs and omaments (which not only conform tof‘

structures but are also symbolic forms). All these factors aid in

(re-inforced by the iconography selected by Leduc).

2
¢ -

B. Technical application of all minor decorations, motifs and canvases

-

&° A1l the decorationslcovering the wa11s we:e applied by means
of cartoons, an inexpensiVelmethod'wide]y poph]arized since the indus-
trial revolution. Leduc accomplisfied this by » technique ca11é¢.
poaning.]

o
The fifteen 011 on canvas, New Testaffent scenes, fourteen

Ways of the Cross and one medallion (tocated over the doorway, adjacent

to the Séint Hilary W£iging His Treatise canvas), are g]ueg to the

p1§ster covered walls of St-Hifaire church. Beneath the smooth, plas-
ter surface, the lateral nave walls are of woqden construé%ioa” .
whefeas fhe choir walls arg‘composéd of thin Roman/Byzantine brickwork,
cemented together. ’ ‘ |

A. Lys Baldry described the method of “affixing a.canvas to

a'wall surface ehp]oyed by Sir Edward Burne-dJones:

-

]A recent conversation with Mr\ Raoul Vien , confirmed the
employment of this method. Bills foyr sypplies of charcoal, paper and
a limited number of .stencils re-iterate the repeated use .of these
patterns. The photograph of Leduc and his assistants documents visually
the use of stencils during the 1896-1897 project (see fig. 2).
. .

¥
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"The wall is first plastered solidly and smoothly
so as [to avoid the possibility of eracking, and

to  prévent the existence of any superfitgial irre-
gularfities which would spoil the éffect of the
pictyre. Then onto the plaster surfaceis laid

a st{ff mixture of white Tead and strong varni

and pnto this preparation the canvas is pressed
with rollers until it adhers firmly in every part.
The [Tead and varnish harden into a mass which holds
the/canvas firmly, and-guards it from dampness.”1

This /technique of secur1ng the canvas to the wa]] surface ;
was a practice shared by many 19th century mura11sts (John La Farge,

Pierre Puvis de Chavannes, etc.,).

\

-

ing solutjon. Giving advice to Victor Rho,'é\friepd and fe]lgj
muralist,/ Ozias Leduc gtated' N

"Pour colier tab1eau sur le mur un pot de collé
de farine 'spaisse un quart de livre de colle forte
et un demiard de né%asse Te tout b1e{L|né1é Une
couche sur le mur. :
« .

The unity of the decoration embracihg the cei]ing\and walls
was qot on]y achieved through the conceptual program a1one but also
by yhe formal means such as, colour, light, and the 1nterre1at1onsh1p

~~

depended to a"large extent on the 1ight that shohe into the church.

he natural daylight has a visual effect on the composition of the

,oi/%he individual compositions. The tota1 effect of the colour schene

painting on the wall and its position in the @Ychitectonic'structurq.
At St-Hilaire church 1ight enters the building through eight large

two-storied round arched windows located in the nave (four on .each

@
/

- . , y o ' !
]A. Lys Baldry, Modern Mural Decoration (London: George Newnes
Ltd., 1902), p. 46. .

ZA.N.Q.M., b1 c90. ’ S ‘,

Leduc differed dh1y slightly in the consistency of his affix-

o o
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lateral wall). , , . A

\

e’ : '

.. .C. Lower half of St-Hilaire chunch: Pseudo}mosaic , : \
~ ) . ‘ ‘( ] = J/ .

.Leduc varied the formal and spatial character of the walls by
@

v
.

W, . N

*pseudo-mosaic, first adopted by Leduc at St-H

T emnﬁbying a number of illusionary devices. kgia such device was the C B

laire and used frequent- "’

& '1y thereafter throughout his career. Hi iwtrodhced a pseudo/or mock- -

F

x . mosaig for many reasons. .
[ I :
| . ' "La mosaique, par la rust1c1té relative de sen execut1on,
' gagne généralement 3 &tre pratiquée Sur de grandes sur-
faces; c'est pogrqu01 elle convient si bien au décor
. architectural." : c
N & . . o ‘ e

< . 1

-t : - In' the first place, it relieved the p1a1ness and barreness of
i)th'“ ... the wooden, and -piaster walled interior of this rural Québec, Roman
J v 1Y ¢ 1 - * . N

| ) "Cafhoiié‘churchoand united .all the 1oweF exﬂremities into an epsemble ‘
’ ‘ ) éf ]diukious harmony (tacti]e value). ‘It also afforded th lower Secfion i
‘ o ﬂ'/ ;of the, church the 111us1on of a concrete itructura] rea] ty and’Sdl1- ’
‘ ©, ..' €1ty, wh1ch framed the f1fteen canvases, one neda111on, 1ndows and

v . »f o b - -

s ~doors. It further re1nforced the'wa11 as a wall.

.

«
L N . . . - - NP
‘\' <t l'- ’J” "D’
\ .
.

‘V

improved upori in 1930, vhen Ozias‘Léduc
insta11ed'rep1acing the older chandeliers.

~]Artif1cia1 Tight
- ©~ - designed lamps, which we
L 2Henm Mayeux, La Composition décorative (Paris A. Qhantin,

o 1884) Leduc had this book and-Edouard Gerspach's La mosaique, (Paris:

» . A, Quantin, '1881)in his ‘1ibrary.” The former was re-printed Eetween

PR 1884 1904, while the latter was re-printed twice during the 1880 s. » "

v it was, no doupt, from ghese two sources that Leduc took h1f ﬂnsp1ﬁa%: .

.tion for p]ann1ng the St-Hilaire chugpch interior pseuddmosaic.

also made brief notations which‘ign be “traced to these two texts
See A.N.Q.M., b3 ct. - \ v

o
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" wall surface, both contr1bute to makmg the trans1t1on from one area

Y]

- times, in peril. Lgck of funds was a typical problem confronted by fl'
-19th century craftsmen. The Dew techno]ogy (practical and 1nexpens1'\'/é)

) ’aHowed Ozias Leduc and other craftsmen4 decoratx)‘s/ des1gners, the

in the choir area (mouldings, corbe'ls, comices, etc. ,) and on the high

walls to the upper part of the chupch énd its\‘ cross-ribbed vaulted

© project just és elaborate looking but more ecoh'omical. Even with ‘ 'cg' i

'1owé‘h~costs, the project to decoratmt—Hi]a‘i re church sea(ne'd, at

realities of their commissioners. - . f\ ' - ‘

‘create the sense of mystical and transcénden’ta]l, quality of the

daz'z‘l'ing~effect from the p]ay of light and rich appearance of its surface

texture. . i - . : B

_ London (1849-1855) or Saint Augustine of Canterbury, South Kensington

\ “ep t

-

Th1s marked the genesis of pseNo arch1tectura1 detaﬂ in
Leduc s repertoire. Themtwn Of ‘the architectural featu(es
\%“\f

1atera1 nave wall facilitate the transition from the lewer lateral
wooden ceﬂinq . As wefk, the colour and structure of the tessellated

to another much easier.
~ -

'

4

There was a revival of-?yzantine%ty]e mosaic work in the 19th
. o . R v
century.] Mass production of inexpensive materials made the gyera]‘i .

N

L] ' -7 st

opportunity to 1m1tate mosaic, within the economic limits at(tempora]

L]
] . B

These simple pattems, a]though‘ 'e'1egant‘ and’distincti\}e did not
. ‘n Bl -+

Byzantiﬁe -churches, howevér, this was not their pur‘p,ose]. The eTaborate,

' f] v v -
yellow pseudo-mosaic gained the 'attentipn of the viewer through its

ot i

1

]Ba1dry, op.cit., pA6ff. John Singer Sargent, John Lafarge, S1r . '
Edward Bume-Jone:/,wa) Pierré Puyis de Chavannes, ad infinitum. : \>~
P
d's

*° 0n Leduc's trip to Europe and brief London stay, he may have seen i =
William Butterfje [(1814-1900) decoration for All Saints', Margaret st.,

(1844-1848). . C o : : .
pas-teas). | P L




In the poorly 1wghted area; beneath he Jube Leduc chose

to integrate six canvases into the decorative scheme (Four gvange-

51sts wr1t1ng their version of the New Testament) nd _two sacraments. ]

Although th1s space is illuminated by artificial 11ght2, natura]

daylight and ‘the ref}ect1on of light off the yellow mosaic, there is

still inadequate lighting in this area. The jubé breaks the vertical

. . .ol ¥ .
layers of space at the rear of the church d1v1d§ng“the area hor1zon—

ta]]y. .This structura] feature of the 1nter1or arch1§ecture reduces"

the verticality. Although the horizontal ax{s is extended, into the

front part of the church, including the ¢
. .

fo1r area (by means of the

pseudo-mosaic and ivy vines below the nave/ﬁindows) the‘ovenwhe1ming
acceﬁtua;ion is placed upon.vérticality. Y * | ‘
\t N
i a- N . .
D.' Vaulted Ceiling and Upper Wall Decorations

<

y The knck -mosaic of the lower half of the church is a deq1s1ve ,

pattem, whereas in the ce1]1ng decorat1on the w1nd1ng pattern 1eads

from one section of the vaulting to another in .an infinite, never-

ZEhding ca]]igraphy of delicate proportions of Tines aﬁd masses., All

aspects of the Ne9—Goth1c aqph1tecture and the wall and ceiling

L]

'degoration chosen by Leduc emphasize strongly the dynamic upward

~ movement. In'contrast to the rear section of the chureh, below the

t

1Leduc was forced by the physical character of the Jubé to adopt
a horizontal axis (w1dth.greater than height) for the six canvases in

._that area. The Pentecgst and Death of St, Joseph scenes suffer from

location as - both are obscured part1a11y by tke two staircases 1ead1ng
to the jube. - - : . \

2021&5 "Leduc designed wa]l bmagket 1amps and suspens1on lamps

. which were aldded in 1930

B T T




’ ‘ ‘ o
Jubé which lacks illumination, the front of the church is saturated with

v o :&\‘

11ght through the 1arge, twh- storey, round arched nave windows.  The 91are
'rad1at1ng through the ygllow, pseudo-mosaic surféce was somewhat relieved
by tﬁe "vitrophanie" and the painted glass decoration on tﬁé nave windows

designed by Leduc dur1ng the restoration of 1928-1929. ] ’

The mu1t1 shafted, wooden Goth1c styled colums and the upper

half of the churches lateral walls and vaulted ceiling. are united in a

1grey tonality re-inforcing.the overall sense of sobriety and equilibrium.

Mény Nso-Gothihs artists and designers of the 19th century 1nterpqsted the -

/ ’ grey tonality found in Gothic Cathedrals as characteristic of Goth1c

sty]e “Aided by m1s1nterpretat1ons concerning its archaedlogical and L
3 L '

. structuraT aspects, many 19th century authors stressed the decorative

\\x,“ aspects of the Goth1c style.

3

"The ear]y Gothic Rev1va11sts were_interested
pr1mar11y in detail and ornament.”

One such w1de1y read author proport1ng these ideas was Euqéne

. Emmanuel Viollet-le-Duc (1814-1879), whose book ”cht1onna1re raisonné

'« s " was found in Leduc's ]ibrary.3
The‘cross—ribbed vaulting played a significant part in the visual

\

A ‘ < \

]"La vitrophanie," La Presse, October 22, 1898, 15.
"La.vitrophanie est méme une préservatrice de
la vue, car employée dans un fenétre dont la
'1um1ére est trop forte, elle la rend 11mp1de /
. et plaisante."” 4 .

Aghes Add1sqn, Romanticism and the Gothic Revival (New York:
Gordian Press Inc., 1967), p. 139. { ‘

. 3Eugene Emmanuel, Viollet-le-Duc (1814- 1879), wrote his monumental
, work between 1854<1869. Dictionnaire raisonné de 1'architecture

“  Frangaise du'X1® au XV1€ siecle (Paris: A. Morel, 1864-68). As a reaction .

( . . to the anti-Gothic, Viollet-lg=Duc wrote,his book “His theories have
= +.. been t1c1zegrsevere1y as not scientific or archaeoldgical howe
._ his book dissehinated aj clear understanding of the sianificance and
‘L beauty of Gothic detail -
\ T “ J !
?
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con@epf of the overall décofation.. The ribs are emp{oyed“for 'the

saké of fheir decorafive or rather plastically articu]atiné'function.]
The ribs and their bronze coloured border designs.ﬁggentuAted the ac;ual
structural divisions be tween gach triangular section of the vaulting.
Edeh grey panel is framed by a whité'border outlined clearly by

//; outer border consisting of an endless series of oval lozenges ‘

(gold surrounded by a dark qreen 11ne creating the oval lozenge . _y/fx\

shape) 11nked together by smaller diamond or square shapes The s
divisions are emphasized. by the painted decoratiop aoplied to theif ;ug,/f////

faces. The_grisp, geometric; linear, straight line quality is contrgsted
by the softer flowing straight lines which merae to intertwine with
each comer of the triangle forming a curvilinear fleur-de-1is motif

~

(grey on white). Leduc emphasized strono]y, the straight and curved

. l1ne 1n his ce111ng decorat1ve plan adapting it to the alweady‘ex1st1nq,

wooden vaulted ce111ng o ' : -

4

~ He created an-intimate space in which a ﬁthe individual.parts
' [N @
are related clearly. Through, colour uniformi%y and consistent, homo-

gggious patternfdecdration, Leduc faci]iggyed'movemeht from one clearly.
defined area to another, espe;ia]ly from the two dynamically decorated

smél]_side aisle yaufting to more somber, 1a£ger square-shaped qrey

pa

e’

. v .
-ﬂ/)panels of the central nave Vaulting which are decorated with religious

, 7
Ld

' 1VToHet le- Duc believed the rib-vaulting to be purely decorative.
Viollet-le-Duc, op.cit., Vol. IV, pb. 33. - \

. Later in his career, Leduc studied the books of.Emile Mdle and
Louis REau recommended to h1m by Olivier Maurault, see Lacro1x 1978
p. 53.
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religious periodiecals with wh1ch Leduc was fam1l1an.

/ | ' ‘ “ .72

+

_symbols. The symbols are presented in the center of the grey panel

framed by a green lTaurel wreath, in some cases, or a‘greeh ivy wreath,

“both of which are tied in a lover's khot by a ribbon. The wreaths =

are reminiscent of the classical v1ctory wreaths ] They were also’

the favourite vignette in many of the parochla] Québec Roman Cath011c

P

3
~

The supple, vital energies, tense sinews, f]owgr-]ike.(fleu?-

de-l{s) tgfminations founﬂ in each panel help crgstE'this overall «

feeling of orderliness of decoration and at the same time convey a .|

symbolic meaning, the fleur-de-1is, an attribute o Christ.and the

traditional symbol of France.2 i i inti

rebresented ié\nerged into the higher life. Every arth and rib is

exercised to -function as creating a vertical layer of space,

In 1889, walper Crane stated: "tine is all important. Lei

vtheldesigner} therefore, {n the adaptation of his art, lean upon the. .

staff of 11ne1; Tine deﬁerminative, line emphatic, line delicate, line

expressive, line controlling, and unitjng?3

] About thé midd1e of the 19fh century, a great number of books
\\ . ‘

_.were puB]jshed concerned witﬁ decoration of bui{dipgs based on floral

\ énd vegeta] motifsfﬁinspiréd from Nature". Books like Owen Jones,

PR

]A.N.Q.M. b2.c10. . . . symbole d& la v1cto1re, attribut des
martyrs, et le tr1omphe de Jésus."

2A.N.Q.M., b2 ¢10. "Fleurs-de- lyc La-pature humaine du, Sauveur. "

QWalter Crane, Transaction of, the ‘Art Congress (Edinburgh:.1889),
pp. 202-220. This is from a_transcript.of lecture notes delivered by
Crane before the National Association for the Advancement of Art, 1889
See, also, "Walter Crane Exhibition in rbntreal " Arcadia, Vol. I,

No. &, August 15, 1892, p. 156.

Just as in medieval- painting, everything

€
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"that is called maidenhair.

| nature; byt nature was formalized into rhythmic and repeated outlines."

Pattern (Oxford: The Clarendon Press, 1931), p. 157.

5 ildred Constantine and Peter Selz, ed1tors Art Nouveau (New York:
‘Doubleday~and Company Inc., 1953), p. 10. -0 )

P 73
/. o

proported the "return to the significént motif, a liberation of seduc-’

tng design based upon curvilinear decoration, an organic floral line ) 'i
Il]. N -

Le?qé had a number of books in his library which expressed the

same jdeas }egarding motifs, colour scheme, unity, etc., as the two

afore mentioneq te;(ts.2 )

This return to "the significant motif drawn from Nature" had

been inspired by a renewed 1nzvrest in Goth1c forms. It was from

this evolution of images and ideas that Art Nouveau later deve]oped 3

U
Nouveau took many forms 1ntérnat1ona1]y, therefore, 1t is difficult !

Art g

to .describe accurately, although .closely relateds to many movements of

"fin de si&cle" such as: aestheticism, synthetism,‘bréLRaphae1itism, -

arts-and-crafts movement and symbolism. “Art Nouveau was inspired by

g YA
' 'By the late 1890's, Art Nouveau achieved a remarkable interna- / i

°

tional success,5 as’ the first Salon de 1‘Art'Nouveau, opened in Decem-

ber 1895, organized by Samuel Biﬁg!g shop, Maison de I;Art Nouveau at

&

1Sypher, op.cit., p. 225. c A
2W1H1am James and George Ashdown Audsley, Polychromatic Decoration N

as Applied to Buildings in the Medieval Sty]es (London: Sotheran, 1882).: |

Henri Mayeux, La composition decorative. {Paris: A. Picard & Kaan editeurs,

n.d.); M.P. Venleuil,. Dictionnaire Hés symboles, emblémes et attributs

(Paris: Librairie Renouara’n d.}.

) 34In France the influence of Jepanese art created a gew interest in
natural” form which eventually resulted in 1'Art Nouveau." See Joan Evans,

—
RPN

"The Pre-Raphaelites influenced-the Synbo]1sts, hecause of the1r
~ treatment of nature. . . Art Nouveau arose out of Symbolism."
See Maurice Rhe1ms The Age of Art Nouveau (London Thames & Hudson, 1966),_
p. 129. =~ T , *, .

4Sxpher op.cit., p. 225 < o .
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22 rue 'de Provence, Paris.] The interior decorat1on af. St Hilaire church

" was co&pleted be'tween April 8, 1896 - February, 1897,2 prior to Leduc 5
European study trip' The Art Nouveau mode of deéo}ation could not \

~have d1ssem1nated from Europe so qu1ck1y that Leduc could have adapted
h1s decorative scheme 1?}'the already ex1st1ng Néo- Goth1c interior of
St-H11a1re-church. . Through.available information Leduc's subscriptions

to art periodicals came after 1900, proving that these international

.- .
journals were not the source of 1nspfration.3
1

-

by the use of.ate Gothié architecture (observations of natural growgh,
leéf-]ike traEery,’doub1e ogee arches and flowing shapes).4 fThe .
source for Leduc's adaptation is found in the few remqiniﬁg’exaﬁples of
the énéyc]opaedic reference books of hi; personal 11brary,‘and pafo-

" «hial religious mégZzines which pre-date the St-Hilaire c:ommiss.ion.'5

| Thé decorative scheme for the‘céi]ing'of St-Hilaire church is

jﬁaginative and expressive. Flat patterns, with leng curves, grace-

" fully entwined; clean line emphaéizihg‘thé ornamenfafﬂvalue of the
mot{fs;'bo1d diagonéls and‘yertica1 linéé exhibiting én érchitectonic~

¢ quality, all create dominant vert1ca1 rhythms in muted colour harnnn1es.

Vert1cal exaggeration and e]oNgat1on of forms emphas1zed by the

L
1Ib1'd .. 11. The Salon was the bonfirmation of a trend a]ready
e 1st1nq o '
‘ 2

See time sheets, Append1x B1.

3Art et Decoration (1897), La Revue Encyc]opéd1que (1906), La Revue
Universelle. (1996) La Revue "Les Arts da Ta Vie" (1906), Masters in Art

L Artists employing ‘the Art Nouveau mode of decoratioh were intrigued

(1900). ) ‘
« J
Aconstantine and Selz, op.cit., p.13.
o SSee appendix D. ‘ :

[43
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bqﬁders of vaulting, windows, etc; an ewphasis on parallelism in

-

design (wooden, grey-painted, multi-shafted Gothic)colunns'exp]oited for

their decorative quality and vertica]i]y); a constant re-iteration of

i

tﬁe same straight or slightly curved lines; a feeling of mathematical.

precision underlying this optical surface-lika;fantasxz/and a taste far
o l ’ -

symmetry, all cbntributéwto the dynamism of ceﬁ]ing decoration. ' The
Leduc conceived St-Hildire church ceiling aﬁaphigh lateral wall decéra-
tions are linked to "Art Nouveau decorative concept of a cfpsed,.finite .
space emphasized by the flat, vertica]_qua1ity."] - '

The books Leduc had in his Tibrary -prior to the St-Hilaire church

project all reflect the growing trend toward art nouveau and the pre-occu=""
pation with natural science. Although the St—Hi]aire‘éhurch interior
décorative scheme has a number of individual elements which can be related -

to. art nouveau, the style is a fusion of Medieval, Byzaritine, and Néo-

" Gothic reflecting the eclectic nature of the late 19th century, pfacing

Leduc, the decorator,.closer to his European ‘contemporaries than his Cana- - ..

dian counterparts. *

N
b [}

E. Sources of Inspiration for ‘the Motifs of the Overall Decorative Scheme '

The sources for the decipherment of the symbolic botanical images

- \

employed by Leduc in the overall decorative scheme of St-Hilaire 6hqréh

3

can be found by examining the books, dated around and prior to 1900,

which he had in his library.

]Rhéims, pp.cit., p. -333.- o ‘ 3,z< :

s e e S
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These buoksvere not‘ouly.the source for his motifs and minor 4
decorations but also give‘en insight into the spirit dnq philosophy
.frqm which the iconographic and artistic programs were conceived..
Ozias teduc,reflected, late. in 1tfe (ca. 1951), on the materials '

[ o ' :
which went into the building of St-Hilaire church. "He stated with

o

pride, that the materials were extracted from Nature, the wood ot the

. surfounding forest and stone quarried from Mont Séint—HiJaire.]

Ay

He chose to 1m1tat& elements found 1n Nature in his overall’ decorat1ve
schene He selected motifs found 1n Nature that were 1norgan1c (stone-
work) and organ1c (Teaf, flower and vegetal), that he used in the over-
all wall decorations and in the canvases. 'The decoratlon 1m1tates )

stonework, geometric shapes of the pseudo-mosa1c and thedgrey coloured

4

ceiling and multi-shafted Gothic colums. The ellipse shape border

motif jointed by dfamonds “or squares in the upper half.of the building

~

and ceiling conforms to curv1]1nefr aspects of ceiting decorat1on where-

5

as a variation on th1s thene altered to rectangles (in some cases hexa-

‘ gons)is linked by circles 1n,the Tower.half of the church. .Thts pattern

is also found in the Marriage of the Virgin canvas, employed as a border,

°
{

motif for the floor tapestry. ; . ‘ Ce
It is an 1mitatfun of brick ahd ti]ework found frequently in

Islamic architecture,2 and appears on page 67 f1gure 49 bis of Henri

=

'Mayeux s book La composition décora¥§ve, which Leduc had in his Tibrary.

1

. ]A N.Q.M., bl ¢34. Document copied by Gabr1e]1e Messier in 1970~
(ca. 1951 statement written by Leduc) \

201eg Grabar, Islamic Architecture and its Decoration A.D. 800 1500,
(London Faber & Faber, T864), see fig. 379. Detail of brick and qgl
- work in the Great Mosque, Mid-thirteenth century. Eski Malatya maikh_
mosque. A [ , » :
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oo )
The visual assq‘p;iation of this form integrated into the ceﬂmg, walls

A

_and one canvas, aHows easy pas‘"sa)ge from one area to the next, thus

aiding in the unifi catw'n of the decorative scheme.
! ", , ’

F. Mimetie Ornaments - Orgam"E .Moti'fsl
e ”

"In n1netee?h century arcmtecture, ornament and decoratwn
were used to exploresthe assoc1at1on between obJects anch their symbolic
meaning. o] Certam forms and shapes, through 1ong association with
rehg1ous rites, became sacred and were preserved and réproduced for
their symbolic value. These forms ,con\i;.mued to be und.erstood even
though they were often stylized into abstract or g'eometiﬁic patteins ufar
removed from their naturalistic models. The organic moti fs. derived from
Nature used by Leduc'for the interior decorative scheme were 1"m'ita,t’1'on’s
of leaves and flowers. These, as well as hé{/ing decorative \}alue, u'n'1"—'
fy and haye ‘symboh'c religious meaning. Some of the organic motifs
are common to both the lower and‘ Lﬁ‘per part of, the church, niaking an h\
easy \’/isua'l transition ‘from one clearly defined section to the next by
association with femi1iar; repeated and varied motifs.

4

i. Fleur-de-1 1‘s;

. 1Ju11an é;mard The Decorat1 v;i Tradit on
Press, 1974), P, :
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and. the Holy Trinity. Fleur-de-1is are found eveﬁywhere in the overall

"interior decoration: they are used as overlapping border motifs framing

the two canvases, The Adoration of the Mdgi and The Ascension, in

‘ the choir area; they are employed as ;prminating points at” the comers

of the trfaﬁgu]ar sections of the cross-ribbed vaulting conforming to

the shape of the individual ;eilﬁng panel; are rendered’'in a soft, round

curvilinear form executed in gold mosaic in the choir area (the yellow-

gold mosaic of the wall surface is outlined by darker bronze coloured
lines creating the fleur-de-1is shape); are executed as a type of -

brattishing, decorating the top 6f the wooden organ box located in the

" congregational ba]cony'(jubé).. The continuity of the visual image, such

as the fleur-de-1is, found in ﬁany forms in the overall minor decoration,

is repeated with variation in a number of major. canvasés The fleur-de-

N e

. 1is is only one member of the 1ily fam11y, however, other var1et1es of -

this flower a;e\:epresented in three of the canvases: St. HiTqrxﬁWriting

His Treatise, the'Assqu;ion of the Virgin, and the Marriage of the Virgin.

) "It was through the variations and repet1t{i:eof a motif, such
as the f]eur de-Tis, that Leduc he1ghtened the 1nte st of the viewer.

He invested express1on with an emotional- and intellectual experience,

. ¢ Y )
by means of symbalic meaning.

Ll

A11 the motifs which Leduc used are arranged either overlapping
or laid side by side. These two methods of present1ng the. ornanentat1on ‘
break the monotony and at the same time show strong consistent patterns

»
that unify sections of the wall, ce1]1ng or frame the Ways of the Cross

and fifteen canvases. . ' s . o

v
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ii. Acanthus leaves 0 ‘ \
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Gold,ré-inforced plaster acanth®s leaves were nai]ed or
screwed to the ﬁopijb% the Gothic styled wooden>colunn capitals (also,
thin gold f11]ets were,aff1xed to the shafts of the columns to add a
sense of r1chness). Green-acanthus leaves are also found decé;at1ng
the lower registef of the front of the jubé (remodeled during the 1928-
1929 restoration) against~a gold background in an overlappiné gyrQi-

-

linear pattern.
e . 2
jii. Vige,

. The choir area is a éagrgd, holy place. The motifs Leduc .
selected for this space emphasize its important religious function in
the Roman Catholic ritual? ' -
The choir's ceiling (fig. 13a) is divided-into seven sectfons,
two Targe pentagona] and f1ve sma]]er quadrqngular panels. The half-

dome ce111ng isunified with the overall ce111ng and vaylting decoration

by the slate grey~tona1ity of the background' the f]eur-de-1is used -

as floral term1nat1ons at each panel's cormer; the e]ongated “oval
1ozenges Jo1ned by diamond -or square shapes 0ut11n1ng!and def1n1nq the
grey area; the outer part of Each panel surface painted wh1te, followed

by the actual rib vaulting coloured bronze, accentuatiing each structural ;
\

\

TA.N.Q.M., bl c30. See preliminary drawing for |the acénthus leaves.
See also A.P.S.H., Bill of sale from T. Carli to Saint-Hilaire parish,
for $18 on June 2, 1896 for plaster acanthus leaves.

2The vine is found grow1né froh sqNat pots below the canvases,"
nave windows and Ways of the Cross, as well as on the wooden pulpit. The
vine also appear§ in the canvas Chr1st in the House of Simon.)
’ . . \

~ e . ’
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" mented with a fine growing greén vine, adorned with pink f]owehs. This
vine and its flowers spread itself over the white trellis like a mem-
brane, 1ntersect1ng at various points and emphas1;e the crosses of the

. | white xre111ses (symbolizing the spread of Chr1st1an1ty)
. . . - The painted decoration combined with the structura]'mehbe?s <
, ’ (the back wall above the colums and ceiling of the choir are slightly
| angled out so as to create the hé]f'done) creates the 'dynamic, optical
.illusion of a canopy. Klthough the 'vine is COnfined to éach bane1;
. by Phg Taw of a frame, from a, d1stance it seems to spread 1tse1f over, -

the ent1re d1aphanous structure of the canopy.

The vine fs the emb]em of Christ,’ expres%ing the néw're1ation
‘

\\ o .
: '\\\\\hgzheen God, and man through' Christ.
" T "I am the true vine, and my Father is the husbandman. . .
Coe I amthe .vine, ye are the branchgs: He that abideth
‘ in me, and I in him, the same bringeth forth much fruit:
for without me ye’ can donmothing: Herein is my
Father glorified, that ye bear much fru1t 50 shall
ye be my disciples."
] "~ .(John 15 1 5,8). Lo

, The Vine relates symbo11ca11y to the 1conography as it v1sua]1y

spreads over the vau]tid ce111ng surface, 11kebthe flowering an' growth

of Christianity throughout the wor]d. The illusionistic cénopy r

for the vaulted ceiling and acts symbolically.as a protective‘she]teh

S (Salvation) for those wholfo]1ow the Christian Doctrine.

) I ia
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. The central area of edth of the sgyen panels (fig. 13b) is orna-

ciborium serves a dual function as a visually unifying decorative device-

’
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Ivy, the s;;EET‘of.éterna1\1ife, grows from smg]l, squat, (bronze-,

\

. co]burgd, pot-like vases (fig. 13c), placed in the wall space be /éen,

1 for the decorative scheme. . . \

: 2 -
but below the level of each of the four nave\windéws‘on both sides L

of the church The pots, from which fhe areen ivy trails, are remin-

j

1scent of the ancient trophTes of candedabra that sprouted 1ong, decor-

1

ative, f]oralﬁpot1fs woven below and between the 1nd1v1dua1 scenes, .. -

N

act1ng as frames and borders, unifying thg 1nter1or. Although not

. - N Ny 3
" as elaborate as their Byzantine prototypes, their function is synono- >~ ,ﬁ/ <

n
. -

mous. “ T vt

I'S

Potted plants and floral displays were common‘in Québep cHuFEhes,..
rendered in low relief wood sculpture by Tocal artisans. 18 V
» Each of the e1ght 1aﬁqe centra] nave- ce111ng pane1s is decorated

with either an ivy or 1aure¥ wreath wh1ch framet a re11g1ous symbol

» |

The green, open-topped wreath,1s centgred in one panel, which is tied
‘ ° ] o

in a 1oyer's knot bY’a bronze-coloured ribbon, that is rehiniscent
6f the crowns awarded to victors of c]assﬁca] antiquity.2 The religious

L ' a v

motifs are gold and white against the gréy painted wooden background.

-

Moying from the‘church antrance'to the altar areh} the wreaths

rd

The wooden carved, white pulpit &f St-Hilaire church was executed
by Joseph Pép1n (1770 1842) It has a number of small golden vases *
from which vines grow, in Tow relief, not un]ikp those Leduc designed ,
-

.,

2Tne victor's wreath was a popular framing dev1ce used in Q ’
Québec religious periodicals with which Leduc was familiar (see Le’

" Rgsaire, November 1896, p. 342). The direct source of inspiration for his
1 |

aure wreath framing the religipus -symbols on the nave ceiling

. and high lateral walls was taken from a book in his personal Tibrary,

Adolphe Hildebrandt, Heraldi¢ Bookplates: Twenty-Five Ex-I«ibris. (Ber1ﬂn:
J.A. Stargardt, 1892-1894), plate 7, fig. 11. »

itk s b % §
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are alternated (iwy, 1aure1)-creating 3 uN fying ef%ect, however- the
contrast of the rounded 1vy teaf with the/e1ongated th1nner laurel
“leaf relieves the monotony.  The laurel wreajh symbollzes triumph

and eteraﬁtyyxre-ig?EYciﬁé“the 1dea of royalty, alluding tolthe majesty

" of Christ. The'laﬁre1 wreath also oc€lpies the architectural spaces

created above the nave windows and below the vaulting high on the

@

Jateral wals, A <+ \
h K . e T -
é? .’s"r > ‘ ll R .

G Religious Symbols Decorating “the Nave Ce111n9 and H1gh Latera] Walls

3

The‘sikteen symbaols (eight on the nave ceiling, four on each

" of the two lateral walls) that adorn the nave ceiling and high'1atera1

Rad

wg]?s were pefhaps inspired from a book Leduc had in his Tibrary called

Petites Meditations sur les Litanies de la Vierge by R.P. 011ivier.]

. . .
The small vidgnette size drawings preserved on two sheets (f1g

W

12 & 13) of paper at the A.N.Q.M, "show more draw1ng§_§hgn,nmre actu— d
'a]1y used, illustrating Leduc's pﬁbeegg of selection and rejection;
~in some- cases two 1mages were re-combined. . .

<

The symbo]s are drawn from traditional Roman_ Cath011c icono-

graphy and presented in a simple migner, so as to be eas11y qnderstood ‘

by thé local parishioners. The arréngement of these symbols adds to

-
¢
L

' 1A N.Q.M. b2 c9: One sheet (f1gv 13) contains twelve small draw-
ings: the other sheet has nineteen drawings (fig. 12) with the 1nscr1p--
tion "and others from B. "Virden Litany". This statement alone means
Tittle, until M.P. Vermeuills Dictionnaire des Symboles, Emblemes et
Attrnbuts (Par1s Librairie| Renouard, n.d.) known to ‘have been |in Leduc's.

21bid.”
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: Ltheir\sfraightforwa}dnéss. Each symb61x{s presenﬁed on a plain grey
background and is féa;ed by g{ther an vy or mad}el wreath. The focus
(\’> ) \;;\BE\each\symbo] and ,its contribution(fo thé overall meanjng'of the :
:Cﬁﬁiétian doctrine. '
. Tﬁe already Existing architectural forms of the ceiling and
the sjde walls, accentuated by the painted decoration of %he‘structur51'
features, add much to the framing~a6d c1éar presentat{on of each
symbol.* The embhasis is on clarity, unity and e;pression'of tﬁought
-and degign. d% tﬁé fhirty-oneﬁpre]iminarx/éiawings on both sheets
(12 to 19) on]y four symbo]s] were adopggd without ch;;ge (open book-
alpha and omega; Holy Gown of Christ;;Tiara with keys crossed behinq it;
: Ho1y Ghdst). Most are not identical to.ﬂnfpre]imfhary drawings but '
re-adaptations of them (one or two é]ements combined)x,Theré do not
exist~any preliminary draﬁinés for four symbols (Pipes; Harp; The Holy
Sh;oud; Temp1éi:w ) ,

“l hThe arrangement of the motifs was not made\at random, but
Meil‘p]annedlz The outermost symbols on fhe right and the left high
Tatéral waiWs are united thematically, w?th syméo1s of the Passion
alternated with ones associated with the Virgin, and uﬁ%fied visually

as all are framed within laurel wreaths. . ;

Each adjacent symbol of the central nave ‘panels also is

;o uni ted thematically, for example, progressing from the church entrance

to the choir area the central naye panels No. 1, near the Casavant organ

¢&isplays musical instruments: Rt. - pipes, Lt. - harp; pahe[ No. 2

1The monogram of the B. Virgin rno. 15 and no. 16 the monogram
of St. Joseph, were placed just outstde the choir area. See fig. 13.

See diagrém~A, for the icoﬁographic arrangement of the ceiling.
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?:?:%Haavenly) Christ and his earthly representative’ (Church) Rt. - Rome;"..”

Lt. * IHS (host); panel No. 3, symbolic creatures; Rt. - dove (Holy

L

Spirit); Lt. -.Agnus Dei or'Christ (lamb of God); panel No, 4, close ™
'4(\\ to the a]far where the Holy texts are reddl; Rt. - QJd Testament Law, .

A —

Lt. - New Testament. . 7;;

The adaacent panels utilize as well, the sane framing dev1ce for

N

5 B tHe‘symbols (1vy and Tlaurel wreaths are alternated from church entrance

" to the choir 9ﬂEa A000(31ng to the entry in the convent of Saint-, '

/

H11a1re daily journal the 1nterpretat1on of the nave vaulting symbols

was . . . car dans la voume nous voyons toutes 1es principales figures .

| historiques de 1a Toi de bb1se.“]

\
\
A

) . N

e
Ve

et

TA.C.5.H., journal entry for May 24, 1900.

¥




+ Diagram A

4

85

[y
¢

The Sixteen Ré]igious Symbo]s presented on the central panels of .the

lateral side walls (framed by laurel wreaths).

Choir Area

Left 1atéra1 wall Left Nave

(Evangile)
(P) Cross, wreath Open book,

" and ladder with Alpha &

: Omega symbol
| (L)

(V) Temple ?g?us- Dei

A I

(P).Christ's robe Equi
*and three dice tria

y

. IHS
N

lateral
ngle,
symbol

(Y) Knot of Solomon Harp: (1)

1

Ivy Wreath
Laurel Wreath
Passion Symbols
Virgin Symbols

Entrance

-
.

‘*nave ceiling (framed by either laurel or ivy wreaths) and high on the

Right Nave Right lateral wall

Two tablets .
with Ecclesi-
astical

crooks (L)

Holy Ghost °
(1)

Papal Tiara
with keys (L)

( Eoitrg)

Mails GHammér, and
Whip (P)

\
‘éate of Heaven (V) .

Holy Shroud (P)

Pipes (1)

Star of Creation (V)

e T e~

Sin
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H.  Interpretation of Religious Images Selected by Leduc for the Lateral
Walls and Central Panels of the Nave Ceiling

. Right Lateral Wall - .

T
-

(BacK) The Star of Creation’ . ' e

3 . n ' e

~The Star of Creation is formed by super1mpos1ng gne equilateral

tr1ang]e (the symbal of the Trinity) upon another. The six-pointed

‘star is the symbol of creation. AR : el

' i .

(See Leduc's notes on symbolism A.N.Q.M., b2 c9; see also the

Restoration -Diary, 1928-1929, August' 3, p.,8.)

The Holy Shroud:

A preliminary drawing for “this image has.not been‘found among

the symbols destined for the lateral walls or nave ceiling. The veil’

ivith the head of Christ depicted on it is usually the attribute of St.

Veronica which refers to the Passion. A passage in the Apocryphal

Gospel of Nicodemus relates that Veronica dried the sweat from the face

of Christ on His way to Calvary with her veil, leaving the imprint of

3

His face on it. ' L

Gate of Heaven:

Leduc eliminates the staf above the Gate of Heaven found in the
preliminary ‘drawing (fig. 13), instead he places a star between the
archway. The equilateral triang]e (symbol of the.Trinity) combined
with the Gate of Heaven, create the divinity and hope, rep%eéenting
the entrance into the heavenly Paradise. |

"Lift up your heads, 0 ye gates; and be ye Tift up;
ye eyerlasting doors.” (Psalm 24: 7)

(Frontf Symbols of the Passion:

Nails, Hammer, Whip: This arrangement of the elements of the

P _—————— e A—a e b
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é'a re-combination of the preliminary drawings numbers

n 1?9. 13. - . .

Left Lateral Wall ~ -

S '] . N

So]omon s symbo]1c of str?ngth and wisdom. .

|
\ ordian knot, the Lab&r1nth gﬁd Solomon's knot |{s equated

|
| .
the Mystic Center ! (Ad delVrﬂes, cht1onary -of §xmbb]s '

‘Ams terdam: North Ho] and/ﬁub11sh1ng o s 1974, |pp. 288, 431) e
rist, with three d1 e. / o N

with f ndwng

»

, ‘ i
another symbol of hg Passion. : , . . {

the so]d]ers, when 4hey had crucified Jesus, took

' ) rilents. . . dand algo his coat: now the coat was
: withdut seam, woven fram'the top throughout. . . They .
) aid.\|. ."Let us not rgnd it , but cast lots for it . . . " L .
John|9:' 23, 24). | 7 Lo
. ) . a [
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ight Central Nave , E ' -

s ! 3_(‘

(Back) Pipes:

There ig no pre11m1nary drawing for this motif. This re11q1ous

~—— “<

symbo] resemb]é; the organ. It 1s s1tuated on a pafel adaaceﬂf\fn\the

organ in the/Jubé of St-'Hilaire church. The organ symbolizes the

praise that the Church 15 cantinua]]y offering; through music, to the

. ~ glory of /God.
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Tiara with Keys crossed behind it: ,

Al

(See ﬁig} 13, no. 13) The tiara is a circular headpiece con-
. o ‘ . - .
sisting of three crowns, one above the other, surmounted by a cross, -

.and is worn by the Pope. The tiara is also symbo]ic of the Trinity,

but combiﬁed with the keys, the ﬁew symbof refers to Rome. Jesus

- I

! : said to St. Peter: "And I will give unto thee the keyss0f the kingdom
of heaven: and whatsoever thou shalt bind on earth shall be bound\
in heaven " (St. Matthew 16: 19).

Holy Ghost: .
(See fig. 13, no. 2) The Holy Ghost is depicted as realisti-

cally hovering above the globe or circle, synbolizingféternity.

Y

, (Ffont) Two Tablets with patriarchal cross and shepherds crook
Y ————
crosseq behind  (See fig. 13, no. 12 combined with fig. 12, no. 7).

) w A o
"Tables de 1a.10i". as Leduc calls them represent the Ten Commandhents
and the 01d Testament. "Le livre arroridi au sommet est le‘symbole de

- 1a loi ancienne" (A.N.Q.M., b2 c10).

.
-

{

. Left Central Nave

(Back) Harp:

- ' FEERN

Thi's image has a dual symbolic meaning. The harp is the

\ instrument of divine music (Reveiation 5: 8)Jénd the attribute of King

and with singing and with harps. . . " (I Chronicles 13: 8).

no. 1) "lesus Hominum Salvator" means Jesus, Saviour of Mankind. It is

e
I

\ " combined with the sign of the Trinity, the equilateral triangle.

o

David. "And David an& all Israel played before God with all their mighf

[4N

IHS superimpbsed over Equilateral triangle: (see fig. 13, no. 3 and

«n
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Agnus\ Dei : (see‘figf 13, no. 4)

The "Agnus Dei" or Lamb of God (Isaiah 53:7; St. John 1: 29;

Revelation 5: 12) aepicted by Leduc shows the "Agnus Dei" lying
upon the Book of Seven Seals and carrying ihe Banner of Victory,

symbolizing Qhrist“s immortality and victory over death.l Leduc's

2

-‘-\\\preliminary drawing only illustrated the first mentioned rendering,

L]

however, his final.version united the two popular images.
(Front) Oéen book .with Alpha and Omega symbols (see fig. 12,
no. 5);An Open book with-Alpha and Omega is an attribute of Christ,

sidnifying "The beg@qﬁing ana end" of all things {Revelation 1:8),

"Le livre carré est ]e~symbo1e'dé la 1oi nouvelle."

* \ (A.N.Q.M., b2 c10) -
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‘ Chapter 6 - ‘_ ' |
. .General Remarks on the Mural Paintings
BN : ,
A. Angle of Observation t .

-

"

\

. AN fifteen‘ﬁanvases are approximately five feet above the
* floor level. This uniformity of design and présgntation're-infbrces
unity. The ang]e‘of observation for the capvases contributes to the"
general impression of flatness and in somescases‘exaggerated perspéc—‘

tive as ‘in The Supper a$ Emmaus.

S]ight'distortions, such as the odd pefspective in a numper o

" canvases, caused by the shallow foreground and midqlegrqhhd are carrigd
out successfully because of the elimination “of extraneous deiai] and
by the reduction of every formhio its simplest and broadest‘kéntouré.

'Even movement was rgduéed fo a minimum. The consequent simpl%fication

of form, light and space was in accord with the demand of the late

19th century, that a work. of art be a synthesis of vision and design.

‘

B. Shape of the canvases:

~

The shape of the canvas is determined by its frame which comple-

ment§'and imitates the_already existing Neo-Gothic architectural interjor.

- There is essentially one shape for the St-Hilaire church canvases, the

1

pointed Gothic arch,that takes three variations dependiﬁg on.the%r 1dca

tion.

The first form taken by two canvases in the choir,. The Ascensign

wn

and the Adoration of the Magi, combined with their painted border moti{

N

St
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\

re-inforce and complement thg aréhﬁtecturah~spaé§ breafeq-ﬁétweén
the mqiti-ﬁhafted Gothic columns and below the Neo-Gothic equifateré] '
pointed arch, produced by the ribs that spring from the column capi- |
'tals. :. | l

The second variant form the Lancet arich 6¥ra$es seven'qanQases)
qlso emphasizing: verticality, is %Qund in the nave in front 'of €ﬁe ’ ’ .
jub&. It is reminiscent of Eastérn, Byzanpine'and IS]amic architec;

toni¢ frames, which gqained renewed popularity during the Gothic revival -

and the eclecticism of the secand half: of the 19th centyry.

-

The third variation .a’'Drop arch, inclufles the s1x canvases beneath

' the overhanging iubé, which necessitates the_adoption of a hor%zpnta] axis,
f1aftening put the canvas shape (width,'greatg{:than height). The most iméort—
tant factor for the sg]ection of thisiparticu1ar shape was the architectural
‘interior structure, however, the shape was widely used to frame 111us-
trations for art1c1es in popu]ar Québec religious periodicals, notably -

14

‘La Petite Mesg;ger du Tras Saint Sacrement and Le Rosaire, both of wh1ch

were familiar to Leduc.1 Québec newspaper illustrations also ézgast to
the popularity of this shape:2 -
Ozias LedUc ildustrated Or. Ermest Choquette's romantic, rural

Q

novel Claude Paysan in 1899, contemporaﬁ’3y51y to his completing the

canvases for St-Hilaire church The frontispiece (cover) for Choquette's

book ‘also conformed to the shape of the St-Hilaire church cgnvases.3

u

]The Leduc family. subscrlbed to these two periodicals after the
death of the youngest of their ten children. See illustrations by
J.B. Lagacé in both per1od1ca1s, during the 1890's.

2La Presse December 24, 1897 shows a Nativity scene executed by
A.S. Brodeur and 0. Lapo1nte enclosed in a Gothic po1nted\m;\‘

3Lacr'o1x, 1978, p. 30, i11. 10; see also La Pressa, October 24,
1899 for a review of Dr. Choguette's novel. .

)
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Leduc's ﬂ\terest in that specific /shape can also be seen in a drawing-

that he owned of a Gothic tmp%ﬁ*tﬂ:e wmdow from a buﬂdmg in ‘Sommersworth,

England. " . < T &
rs / I . 7 ) *
1
C. Spatial Arrangement C - :
X . . . -
. < M ' J
j A11 the canvases can be divided horizontally into three zones.

X: levels. The horizontal divisions are more noticeable in the larger

nvases (The Adoration of f the Magi, Asoensmn, in the choir area;

St. Hilary umtmg His Treatise, Assumotion, in the nave above the s1de

altars?. These p]anes besides functioning in the design.of each com-
position a]so are symbolic of spiritual 1eve1}s The Tower sect1on
of each canvas functfons as’an introductory \;*01e either as a floor ‘
interior or 1andscape extem‘or, in which objects of everyday 1ife
‘. are found. Ihe main scene is presented clearly with the aid of sym-
. o

metrically-arranged. figures in the large mid\d'levarea‘of these four

.eanvases. In the larger canvases this space is conceived in front

of a wall! (Supper at Emmaus, Marriage of the Virgin, Death of St.

Joseph, Pentecost, Christ in the House of Simor) or clouds ()-\ssumgtion,

Ascension, St. Hilary Writing His Treatise) that block out a view to

the bagkground. _The Adoration of the Magi utilizes (:e background wall
. . P
and clouds” to flatten the space. A tapestry (in the Pentecost and Christ

in_the House of Simon) or a drapery (in the Death of St. Joseph and ~

\ .
A.N.Q.M. b3 cl. * ’

S . 2The Pre- Raphaehtes frequent1y placed their ﬁgures aqan)st
a wall, thereby deliberately flattening the scene. See Landow,
op.cit., p. 76.

. 1
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Marriage of the Virgin) is huig directiy behifid the main figural’

‘grouping thereby creating a symmetrical a;rénqement,adang a de{cor‘a-

b}

t1ve aspect, and further fTattemng the space. ' ‘ Co .,

t

) Leduc s -arrangement 1is rem1n1scent of the structurmg and

organization of spacq%sed in the 19th century by bofh the Nazarenes /

and Pre- Raphae11te painters, who had been mspwed by the Northem

Rena1ssance concepts of spatial constructwn *As well, a high homzon

' hne found in the Baptism of Christ, Christ Givingd the Keys to St. Peter,

and the four evangelist canvases is employed to flatten the scenes.

In these two structural planes, human figur:es interact, with the. head

"level of the major figures or figur‘e'paraﬂelv to the narrowing of the ,

/

-canvas to its many varia}:jons:of the pointed arch. The top part of

*

-the second level symbolizes the area of divine inspiration or a transi-

tionat space between the 10wer"1eve1\,(the garthly realm of man) and - * . °

ithe u'pper‘:séction (representative of Heéven, or God) that depicts God

-

abstractly as aspects of nature and luminous twilight ]qriQscape (in

the canvases: St. Matthew, St. Luke, Christ .in the House'of SH'mon,I -

Supper at Emmaus, Christ Giving the Keys to St. Peter, and Baptism
of Christ), or the presence of God by the more trad1t1ona1 v1sua1 '

rehgmus symbols (St. John, St Mark accompanied by thew attmbutes

Assumpt1on, Ascensmn Adoration of the Magi, .St. Hﬂary erting His

Treatise, by ange]s and heavenly 11ight; Pentecost by the Ho]y Sp1r1t

and the Marri age of the V1rg1n and Dedth of St. Joseph by supportlve ‘reli-

i

gious symbols in the foreground).

¢ " The action is limited to0 a sini_ﬂe plane, two di’mensionai, in

a shallow middleground which is like a stage tableau, natu}a']"isgn and

f—

env1r0nment are str‘esséd and a Timi ted number of human figures ar‘e 1nte- ‘
kY

grated comfortably into.its setting. Ihe general scheme "and des1gn of .

. )~
! . " < "/

' : (.'
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each canvas is visual]y uncomplicated. Leduc's approach is reminiscent

2

of the methods emp]oyed by tﬁe master furalists of the late 19th and

‘ ear]y 20th centurles, in part1cu1ar the dominant and influential
3 .
* figure of ‘Puvis de ChayanneS°and-h1s followers.

"Puvis depended on simple fresco rhythms suitable to- T
. a neutral plane, and he did not make the mistake of v
N crowding his scenes (thosé executed between 1878-1898). <)
: - The figures are-held flat, spread thinly on a hor1zonta1 ’
space, reminiscent of Perugino. The shallow 'design’ is -

pre- -Raphaelite, and the clean line derives from Ingres'
marner. Apparent is the artifice maybe, Puvis' melancholy,
]onely'f1gures do have a mural quietude."l .

\

Maur1ce Den1s, Vu111ard Rousse1 Gaughin, Hodler -and Tater ‘the Amer-

1cans, Arthur B. Davies and Maur1ce Prendergast, and numerous other

; artists emplgyed the pictorial devices, suchlas colour, shallow space
\ . . ) -
matte tona]ity borrowed directly from Puvis.2 Leduc, may be “included

b

in this'group‘of artists, as well.

-/

\ The popularity of Japanese and Oriental art3 and prints, with"
their decorative and flat depictions of landscape combined with the
Pre-Rapnaelite wood cut illustrations, drawings, and stained glass.

. ‘ . “n
contributed totthe"new style. Puvis de Chavannes utuized the broader

37

surface treatment (the organization of the surface area into large

a

_.areas of genera11zed colour p]anes), as did h1s fo]]owers (Maurice :

.

Den1sg etc.). “Leduc a]so employed these structural aspects, that 1s

organizing the surface space. into simple, easily -distinguishable
nlanes. Jhe point of diffenencé Eetween Puvis de Chavannes’and Leduc

is in the depiction of landscape i their myral works. Leduc's’

~u! . P . [

1

Sypher op. c1t p. 230. @ .
Zchhard J. Wattenmaker,-Puvis de Chavannes and the Modern Traditien

(Toronto: Art Gallery of 0ntar10, 1975), p. 8.

Mlle Gabrielle Mess1er has spbken of Leduc's adm1rat1on of 0r1enta1
art, see Lacroix, 1978, pp. 1227 123 footnote 16. *

;- - ] ,
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:background landscapes are intimate, having subtle colouring and
étmospheric twilight effects c¢lose in character to those of the Pre-

- ) ) I 4 M’l
Raphaelites; whereas, Puvis de Chavanned' later landscapes are gener- .

e

alized and schematized and serve as mere foils for his figures. 5
Judging from the "marouf1&s" canvases ggduc executed at’
“SaiquChar1es Borromée, Joliette (ca. 1892) he had no’ knowledge of

3
Puvis de Chavannes, as the religious scenes probably were inspired : . |

' ’

by Italian Renaissance and Baroque compositions, freely interpreted.-

s

The St-Hilaire canvases'differ radically :in poﬁgtruption and
’/5mleﬁT(17tErEE;¥3011etféoscenes, placing them closer in time énd place
tb'the ]ch cgntury.mura] works of Euv{s ge Chavannes. The obvious
change in style js‘attribu?gd directly to Leduc's trip to London and

Paris between Méyv- December, 1897. During his stay iﬁ Parjs,'Leduc ‘

undoubtgd]y viewed the works of Puvis de Chavannes for the mural

decoration of the Panthéon, depicting the 1ife of Sainte-Geneviéve

which were exhibited iat that time. In Fact, Leduc purchased, while

\

“in Paris prints of Plvis de Chavannés'|

. . A
Pantheon scenes.

SUUOL VU ‘ -
D. Arrqggement of Figures [ g , |

3s ,‘ . I .-
N}

{

‘In all fifteen canvases the actjon takes place in a middle-
ground. ‘Because. of their size and Tocation, beneath the jub&, the.
four Evangelist canvases have naf#ower middlegrounds, with each scene

devoted to a sihgle reclining figure study. The two canvases if the

|

T"In 1926, Le uE executed the Life of Saint Genevidve for Pierrefonds.
See Lacroix, 1978, '152. See also A.N.Q.M., Photographic file.

[
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choir.area, The Adoration of the Magi and The Ascénsion, along with the _ |

two works aboxefihe side altars, St. Hilary Writingﬁﬁis)Treatise and The ' '
- T , = .
~ Assumption are the largest works and although 'the focal point is in the &

. \ N

FTORRIPRSS,

‘midd]egroﬂnd there\§§ secondary interplay and aytion among the\wing1ess
anbe]s in the upper part'o(\eaph work. ) Heav11yc\ﬁ¢11ned anatom1ca1 forms,1
emphas1z1ng the linear qua11ty\\\e represented in hws fore and m1dd1e-
grounds, wh‘ph deny sculptural effeq\s Th1s latk of three d1mens1on-

ality re1nforces the f]atten1ng aspect Qf each canvas. /

Leduc emp]oys the regousso1 dev1ce\of 1ead1ng the viewer
into the painting by p]ac1ng a tamjliar obgect\\group of objects or

H 0
figures at the lower edge of-each carﬁas.2 L. s

1

The use of regousso1r imparts a greater sense of\l1fe to the.

sceneétey captur1ng a'momentary g]1mpse,of an 1mportant cereﬁony or ‘ Sy
‘event, adding a sense of drama and rea}1sm Once he ga1ned the viewer's

attention by the conv1nc1ng render1ng of still ]1fe obJects (jars j;d\\\\ .
bulky garments attract attent1on by their textural qua]ity)or the life~

11kg realism of the tufts of grass, rocks, branches, 1eaves, exposed

]Ostiguy, 1974, p. 23, no. 9, catalogue entry, pp.118-119, Child . ; f
With a Pfece of Bread (ca. 1892- 1899) AN

2Objects leading into each scene:
The jar in the left foreground of the Death of St. Joseph; The books N
stacked in the left foreground of St. Hilary Writing His Treatise. o S

-~ 1
~ H

" Cut-off figures leading into each scene: Assumption of the Virgin, group¢
of heads in lowet left foreground; Christ in the House of Simon, seated
figure left side; $hrist Giving the Keys to St. Peter, both the figure

of Christ and St. Peter are cut off in‘a very marrow canvas; Supper at:
Emmaus, both seated figures in the left and right m1dd1eground of th1s
narrow ginvas.

Figdres 1ead1ng into the scene by means of gesture: Pentecost,, the kneel-
ing figures in both left.and right foreground Adoration -of the Magi ,

© the sculptural grouping of tHe three Magi in the left middleground;
Ascension, two kneeling figures ‘in the left foreground. )

'
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"tree‘%oﬁt§ or by the rhythﬁiba] patterns of rug border designs or -

_'. P‘;

KGR

stone floors, the viewer's eye moves easily from the front edqge of

the canvas into the midd]éground space and then through a series
i »
of diagonals (produced by colour tonality, figure gest1cu1at1on,

el

etc. ) which’ 1ead 1nto the background Thesé accessor1es were 1n- W

v

tendéd to perform the important function of setting the stage for the
main participants‘ofathe composition, emphasizing and clarifying theie
gestures and unifying the scene. -

" The still-1ife objects executed iﬁ each scene reflect a pre-
éision and accuracy‘by use’ of concea1ed‘brushstrokes, Which aids in
bon&inciﬁg the viewer of their rea]iim.]

Leduc, like the Pre-Raphaelites Roésetti,\Hunt, and Burne- -

Jones, created an art that strove to move beyond the superficial visuai

\\;iimage. He wisheg ﬁolproduce an art employing symbolic realism whi:ch

~ o , . .
emphasized the presence of God in everyday 1ife, with the Biblical .

scene as the.point of departure for contemp]atioh on a higher level.

f X .. s '
"In each of his major typo1og1ca1 works “Hunt
-expected-the viewer —t0 concentrate uporn all -

details of “'the pa1nt1hg, gradually coming to
perceive its meaning by _what was essent4a11y
, process of med1tat1on "

-

Ihe -life size sca]e of the main figures makes them credible.

The'§ha11er\sca1e f the secondary fwgures restores an impressiveness
BN
to the sea]e f the background forms (trees, architecture, etc.).

-

Most figures are pontrayed in profile or three-guarter view.

~1Sfi]1-11fe from this early per{qd,such\és Les Trois Pommes (1887),
Nature Morte (Etude a Ta Lumiére d'une chandelle - 1893); Les Oignons

‘ Rouges {ca. 1892) show the same concern for tactile values as. t eo JECtS

1n Leduc's St-Hilaire church canvases

' 2Landow, op.cit. 16.
3Leduc shoued a preference for rendering SUbJECtS in profile through-

" out his career. It has been-suggested by Mme. Gertrude Leduc that her
tuncle admired executing the facial features in profile, especidlly the nose.

*, -
<
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«_1he gestures, attitude and facial expression of the figures
play an important role in creating the mood of each scene. Hand and.
) ‘ i T .
arm gesticulation, as well as eye and head attitude, and subtle body

contours,.-are emﬁ]oyed as Mnifying devizes between individuals and

N
s

+

groups of figures (in the large 3anvases).
| Allan Staley _and George Landow both pointed out the minimqm
use of shadow in the Pre-Raphaelite works.] This is true alsq with
Leddc, as exemplified by exémining the figures in his St-Hilaire church .
compositions. "By abaﬁdoning chiaroscurg,‘Hunt and his associates

?

flattened their_works; often produginggﬁ%ctures with Tittle sense

2
N o

3 . \

\\gf;air and space."

As with most figurative paihte;%bggnéf%ype of face Qas
favoured above all others and is always fécognqéable in Ledué's Works.
Besidé facial featurés, he had'a preference for certain figures, ges-
tures, poses, posit{oning of head, hénds ?nd feet. The face of CHrist
that Leduc portrays 1§‘of a bearded young man with long, dark shoulder
length hair, an image rem%niﬁcen§ of qepictibné of Counter—Refdrm§tion
art1§ts, but with closer proximity in/time to the Pre-Raphae11£es and

Nazarenes of the 19th century, particularly Hofmann and Plockhorst, with

whom Leduc was familiar at the time of the St-Hilaire commission. The

‘facial features of his angels in the Ascension, the Adoration of the Magi,

\

‘ ]Ablan Staley, Pre-Raphaelite Landscapg_(Oxford; Clarendon Press,
, 1973), pp. 179-187. See also Landow, op.cit., p. 6.

2Landow, op.cit., p. 76.

.-
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St. Hilary Writing His Treatise, and the Assumption of the Virgin are |

bland and expressionless -and oniy add variety by different head atti-

tude.

The St Hilaire church canvases are important as the origin
for Leduc' S_ figure and fac1é1 types which until th1s time were free]y
rendered interpretations of European artists' work.® Leduc used
his family and friends asqmode]s, as they were readily available

'jrather than detached €1gure studies of anonymous models) especially

for their familiar, individual facial features. His young sister

O0zema pqsed as the model fcr his canvas La Petite Liseuse (Musée du
.Québec) ca. 1894 and subsequently her facial features were reproduced
although slightly 1dea11zed for the V1rg1n in the canvas Assumption,
the Angel in the nedaT11oK/’rd the knee11ng Mary Magda]ene in Christ in

The House of Simon - at St-Hilaire church. Her facial features and form

—

also were re-used for the Magdaleng in the Crucifixiom (ca. 1922-1932)

, compositioh in the Bishop's chapel at Sherbrooke. Leduc painted a self-

portrait in the Pentecost scene (third figure at the\right).1 His indi-
' N\ 1

vidual features stand out from the others as the head is rendered darker.

Besides the re-worﬁﬁgg of ﬁndividual detai]s, Leduc re-used sections of

canvases. The entire lower part of the Aésumption of the Virgjn'canva§

(1898-190Q) at St-Hilaire church is re-utilized for the lower part of the

J

Coronatwon of the’ VLrg;p ( . 1908- f909) at Notre Dame-de- B nsecours,

Montréal. There aré many éxamp1es and each will be presented in the

artistic analysis of the 1nd1v1dua1 works. .

al

E ]Although Leduc included himself in the canvas Jesug Calming the
Storm (ca. 1982-1893) at Joliette Cathedral, ‘it was not yntil after

his European trip of 1897 that he reproduced his features frequently in —— - _
“+his religious canvases! He also executed a number of self-portraits

ca. and post - 1900.

«
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F.\Authenti;ity of Costume

i

i

‘ Leduc attempted to be érchaeo]ogicaf]y faithful to the Néwf:j ¥

1

Testament, and searched to find“examples'of c]othinﬁ, furniture and

-objedts'of everyday life indigenous to the first century A.D. in Pales-

2 A

tine. ) \ _ :

Leduc's approach and outlook were shared by many other art%;t;
of thé 19th century, however, whether he was scientifically correct in
reconstruct1ng h1s Biblical scenes is a matter of conjecture.

- "Historicism in the early nineteenth century
meant that the past could be reconstructed as
it actually occurred and that this re-creation in-
volved an act of imaginative empathy similar to
that of the romantic artist, yet an empathy
- that must be contro]1e? by a sciefitist's regard .
for factual evidence." ///(

The accuracy of costume depiction by Leduc would be essential

¥

to convince the viewer of its authenticity thereby re-affirming the ;/
¥

par1sh1oner s belief. * , ~ ' //

0zias Leduc s Biblical characters wear a loose; white robé/or

. undergarment over which.a coloured himation is draped over the shoulder

® .l
and encircling the waist, remipiscent of the 19th century iyfﬁsts Hof-

mann, Plockhorst, Muller and Tissot. v

///
Leduc maintained unity within his composition using local”

colouring for the garments of his figures and forms in the middleground

//
~ ’
¢ / +
. s

. /7 .

]Herbert L. Sussmdn, Fact into Figure, (CoTumbus: Ohio State Univer-
sity, 1979), p. 12. :

"In his essay on the Mechanisms of a Historical Picture," - &ﬁ%
in-The Germ, Ford Madox Brown (1821-1893) out11ned the methods of achiiev-
ingarchaeological accuracy carried out by. the Pre-Raphaelite Brotherhood
(p. 41). See also Percy H. Bate, The Englwsh Pre-Raphaelite Painters {New -
York: A.M.S. Press, 1972), p. 44. P
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~and transpo§1h§'1ighter tones of the same colours into the background.

In some canvases, such as the Adoration of the Magi (the three

Magi), the Marriage of the Virgin (the Rabbi), and the Assumption (the

// ' Virgin's robe), the costumes and acceéssories are both decorative and’
// o extravagant, whj]e:the beauty of the others rests iﬁ their subdued- col-
// our simplicity. The mu]tip]icatipn of ferma1ized folds of drapery con-
forms to the body eohtours; enhancing Ehe simplest robe with a decora-

’

tive quality. Simplified forms, sfrong, eTOEﬁent outlines, structural

colour and the sta?i& quality of Leduc's figures in frontal planes evoke

- the spectator's quiet contemplation.
G. Colour

The Colours found in Leduc canvases are both decorative and sym-

°

bolic.

"Les couleurs de vEtements des ?ersonnages ont aussi
une signification symbo11que "

This statement is contained 1n a one page descr1pt1on of the symbo]1sm

for the canvas Saint Hilary Writing His Treatise. In the absence of
written statements for each of the ofher compositione this document
by Leduc serves as the key in understand1ng the symbolic role of colour
in al] fifteen mural paintings at St-Hilaire church Comments made
‘ Tater in his career only,confirm that he remained faithfu] to these
early concepts of colour symbo]ism:
——His doctrine is. straightforward and conforms to religious tra-

ditional usage and association.

~

e T . A Q ., b1 c9A, Sheet title "Pe1nture dans 1! ég]1se de Sa1nt— ’
v Hitaire.

. -
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"Le Blanc
" Le Jaune
Le Bleu

Vert

White, ye]]ow; b]uet green are never abandoned by Leduc and aré funda-

P

Innocence, Foi : ’j
Gloire -
Vertus, Diverses

Esperance, R&compence, Céleste."] '

mental in forming his aesthet1c on co]our.

At Saint-Charles Borromée de Joliette (ca. 18923§§3 Leduc's

colour scheme conforms to the European religious and academy colouring

derived from Reﬁaissance and Bafoque'protypes.

There was a dramatic change in both colour and structure of

/

his religious compositions after his London and Paris trip (May -

December, 1897) reflecting the influence of contemporgry artists.
oo

~ .

These important changes

in style are attributed directly to . Leduc's

first hand study of, and exposure to, European traditional and contem-

‘porary art.2

One author, J.E.

Blais, erroneously stated that upon Leduc's

return from Paris in 1897,yhis style did not change.3 Blais pointed

out, incorrectly: ,//,

!
i

~

"Avant 1897, y dominant .les bleus, 1es\gris et les

marronsy aprés 1897, lentment, viennent se superposer

K a ces tfqis couleurs fondamentales, les rouge, jaune

et vert."
N

Leduc's trip had an immediate effect on the colour scheme

o

TAN.Q.M., bl coa,

Hilaire."®

2

Québec environment and 1

scheme used by Cappello and Rho, poor popular prints, and dinferior imported

European cagvases.

B1ais, 1973, p. 36.
‘change en rien son style.

*

" he adopted for his St-Hilaire church canvases;_Where his unique, personal

Sheetjtitle'"Peinture dans 1'église de Saint-

Untitl this time h1s co]our schemes were conditioned by his parochial

imited. cultural milieu, relying on the colour

[y

"De retourﬂde Paris, en 1897, Ozias Leduc ne

~—%81ais, 1973, p. 36.

oA
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style emerged, for the fﬁ?striﬂﬂf;\ He synthesized hi

with his new found knowledge.- The siy]e is -one assurance, strength,

past experience

\and restraint which he ma1nta1ned throu\hout his artistic life.

Leduc 'S style evolved to this cruc1a1 and c;}t1 al point in his career.

Towa
-

J. R Ostiquy summar1zed the evo1ut1on of co]our follows:
"Tous les tabléavxide 1'église de Saint-Hilaire se
- distinguent de ceux de la cathédrale de JoNette
uniquement par la cou]eur et le respect du p gr
pictyral, ou, si 1'on préfere, pdar un meilleu
accord avec les murs 3 décorer. Les bruns et = -
les bleus profonds disparaissent au profit des .
gcre gris, des tons créme et dorés, des gris chauds
ou bleutés. Les matiéres sont bien tassées,,con- ls
tenles par le dessin. Les tonalités de la pierre
et des murailles sont entrées dans la peinture de
Leduc fort probabldment a cause de Puvis de Chavannes,
mais aussi @ la suite de visites’aux Eglises décorées
par les disciples d'Ingres comme Hippolyte Flandrin . 1
(1809-1864), Eug&ne -Amaury-Duval (1808-1885) et autres."

Puvis de Chavannes, fhe mosp influential muralist of h{s

« time was at the peak of his popu]ar1ty when Leduc was comm1ss1oned to:

decorate St-H11a1re church. Leduc undoubted1y saw the murals dest1ned

L}

for the Pantheon: which were exhibited during his Parisian stay. .

"Although relatively flat the canvases are subdued

: rather than intensé in colour, static rather than
animated in composition, premeditgtedrand placid
rather than curvilinear in line."

" -Puvis' work showed a narrow range of tonalities, mingled with

-

white, for an overall greyish harmony. This charﬁcter of pale, light-

' . . L . . . .. 3
and decorative expression in his work inspired Maurice Denis.” Be-

sides Leduc's strong affinity to Puvis de hhavannes with reéard to planar

structure and the arrangement of the figures in the middleground space,

]Ostiguy, 1974, p. 99. R
2Wattenmakef, op.cit, p. 8. _ T~
31bid., pp.1-12.

)
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the similarity is further re-inforced by ﬁhe use of subdued, pale

~

colours in\thelmidd1eground

“Puvis' desire to preserve the p1ane of the walls in
his murals (which were executed in oil-on-canvas and .
not in true fresco, although often mistaken for such, - /
so close to stone and plaster were his colour schemes) /

obliged him to suppress an illusionistic third dimension.' c

" The grey tonality of the architectural settings (walls, floors)
for several of Ledec'i St-Hi]aire church canvases .stronaly imitates , !
egtua] stone, as well as making the visual association with the grey
tenes or the upper walls, ceiling and the multi-shafted Neo-Gothic
cd1unns of thechurch. It should be remembered from a pract1ca1 R
point of view, that producing a 1ight-coloured painting compensateé

/

for the imbalanced lighting of St-Hilaire church (bright in “the nave, |

dark below the jubég).

The symbolic colours Ledue selected for,most-of the garments -
4f His»figures‘were soft and subdded. ‘fhis choice of pele colours
was not only used By Puvis de Chavanmes and.Qzias Leduc, but was em-
ployed by many artists and artiseic mogements of the late 19th century,
such as the Symbolists and‘Art Nouveau artists. )

7

. "Pastels were in vogue, and the 1890's brought a craze
"fon yellow and white.' é

'This monochromatic structured colour (clearly defined areas) _

is confined to the middleground and the austere architectyra] setting
! . . ? :
in the Leduc compositions, whereas the twilight background landscapes

are used in contrast, to exp]dre the dramatic, painterly effect of colour.

]George Heard Hamilton, Painting and Scu1pture in Europe 1880-
1940 _ (Baltimore: Penguin Books, 1967), p. 45.

2Sypher, op.cit., p. 236.
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It is in the rendering of the use of colour in the background

Y

landscapg that Ledué diffeds from Puvis de'Chavannes, the Symbolists,

and Art Nouvegu artis;s, in depiétion, structure and philosophy. Leduc's
1andsc5pes Are éub]ine, in contrast to the qyality‘of dematerialization
evokaﬁ by the iandscapes of Puvis -de Chévannes.v’

In Art Nouveau compositions, ‘
. \ .
"the landscape background elicits no feeling for
atmosphere ahd avoids all naturalistic -space concepts,
-2, + dand is used only as ? foil to set off the rhythmic
«#*  pattern of figures."

K
g
va

Leduc's éxecution of the sunset background landscape creates

N

power.anq.depthlin his sceées. Thewdramatic use of sunset colours of

a distant horizqn’contrasf the 1light, monochromatic foreground and

midd]egrou&d area of each composition (grey tona]fty of the walls ér

floors in each sceng) add%ng diversity to the overall scheme.
Leducuaimed to be decorativé}y pleasing by taKing ihfo accoqnt

both the harmonybof the colours and the visibiiify of the brush strokes.

Variety, as well, is accomp]jshed by the use of brushstrokeé, thick l'

or thim, rough or smooth. , ' )

- ! . s ] .
T‘{ The middleground i®" certain canvases seems to be an extension

of,spacé (aided by colour), causing a flatness (Christ in the House of .

Simon and §gpber at Emmaus), which contrasts the.depth, greated by the’
vibrant co]qurs, of their backgrounds. ‘
Colour unifies areas of each composﬁtion, and allows easy passage

from one space to the next coﬁnected through the us like hues for

different objects.’ The monochromatic colour sckeme of the fore and

middleground allaws for toncentration on the religious scene and the

¢
1

]Constantine and Selz, op.cit., p. 75. SN > -
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iriteraction between figures. Strong outlines combined‘with colour,

that conform‘to sﬁape, defines form, whereas in the painterly backgroﬁnd

landscape, ]ight and colour no longer merely serve to define form

but have their own life (St. Luke; St. Mark; Baptism of Christ; Supper

at Emmﬁus; Christ “in the House of Simon; Christ Giving the Keys to St.

Lo

Petpr). Goethe observed: =

Y

"The sublime must be evolved from Shape]ess or ‘ (f'

intangible forms. The sublime is engendered
by twi]igh% and night, when shapes are gasily
canfused. " - ,

. Each of these canvases hag”an orderly relationship between the
inner psychological sentiments. and emotiona]kfontent of the 17ﬁ5;cape
depicted in the outward plastic form of its expression. ‘

The scenés evoke a sense of calmess and meditative quality.

The tranquility and quietude which,pefvade each scene are created not

only by the. pose and attitude of‘each. figure in the middleground, but

also g§oked by the monochromatic co]phr scheﬁ%;gwmloyed by‘Léduc. The -

use of local colours for the garments and foregkaund landscape or
interior floor aid greatly in creating this overall effect. There is
very 1ittle spatial recegsion‘with the majority of principal formsyly-
ig the shallow foreﬂand midd]eground: The distribution of figures
in thig‘narrow spaceﬂ]imits the suggesfion of depth. -

He cbntinua]]y experihentgd in adjusting narrative themes to
the p]gnimetric Stratifications of mural decoration, as well as at-
tempti?gfto reconcile the ideal tradition ofhre1igious ilTustration

with a realistic depiction which would appeal to modern sensibilities.

C»

a——

1

> e 0 e,

Wilheim Worringer, Form in Gothic (London: Alec Tiranti, 1957); p.80.
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It demonstrates the immense range of the artists’ knowledge of tradi-
tiona].artistic'¥p}ms and principles and his Qi]]ingness and ability
to recombine them to meet modern theo1ogica1 and practical requirements.

In all cases, there is a d1chotomy of ve ical ‘versus horizon-

tal and flatness versus depth within each well-ord red canvas. The .. "

8
m1dd1egrouqd of each canvas is well ordered and structured~through

means of architectural, decorative and figural representat1on A,

A‘

contrast to this c]ass1ca]1y and trad1t1ona11y rendered m1dd1eground

‘,‘b.
=

space is the painterly rad1ancetpf the back:aqd distant ground. Therem

-

}b'js an emphasis upon atmosphere, and impressionistic use of Tight and .

-

“

" shade, an appreciation of dept® and perspective to depict a distant

=g

horizon. It is through thjs suggested recession*that Leduc sdbtly

‘ 4 -
creates the’three dimensipnal viewpoint. He was challenged to express

ideal themes in convincing terms, based on accurate depiction of realisy

tic 1fgh% and suggestjve atmosphere, to indicate time and place without -

contradi&ting the.planar quality of the wall decoration. % *

The colour in-the foreground and hiddleground modifies, the

3

.. realism of the scene by producing‘a sense of decorative flatneds. The

I."

diffused atmospheric glow, codsistent‘wita the dusk hour setting of

the scene, was exploited to bathe and.dissolQe forms and’tolgive “an-
+Pver'aﬂ effect of silhouetting the figures addihg a sense ‘of mystery.
The impression of 'space 1e’created by several smooth colour
Qa]uee superimposed one upon ghather in parallé] zones and their artis-
tic graduation determines the 1ayers of space with the darkest tones

dominating the lower part of the p1cture and growing progressively

11ghter towards the horizon ling, only to grow darkér in the sky. This

. ’
parallelism of the, colour zones creates a unity of the background land-- .,

[

scape. The scenes are furthet.edhanced by a satdratian of local colour .

0
/

)
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and sim%]ah co1our1tones‘into the.landscapes arfd the‘garments.
As tndicated by the materia] and supplies purchased for this*

comm1ss1on, Leduc used a variety of o1ls, wax and’ varn1shes on his

pa1nt1ngs produd1ng ‘ah unu5ua1 opalescent effect Wh1ch gave an

111us1on of vapourous mystery consistent with the spiritual theme

R

. of the pa1nt1ngs The wax medium 1ncreased thg. smooth. effect of

T1ght and atmosphere ﬁﬁ%

/

4 In the four large canvases hoger1ng, wingless ange]s (Adora-

" tion of thé Magi, Assumpt1on, Ascens1on,,St H11ary Wr1t1ng His Treatise).

sonie partaa11y or nearly comp]ete1§$bbscured by the clouds are almost
absorbed into the background This suggest1on of appearance and dis-
appearance, the mystery of th1ngs only ha]f seen,lcreates a sp1r1tuaT
mood' . In these works the myst1c takes concretd, phys1cai torm, be- .
11evab1e through the bodies or part1a11y formed figures of ange]s

In the other-canvases, the sp1r1tua]1ty 1s.re1nforced through the co?ours
depicted in-the rendering of nature. 'As well, the attitude, pose, ges-
ture aﬁd facia1 expression p]ay an important role in att7npting to

* &

'convince thé viewer of diwine inspiration. o "\
. . ' '

H. Symbolism in_Nature " -

[}

Shortly after the middTe of the 19th century, more emphasis
was pfaced upon the psychological interpretations of nature. The

. formative ideas‘of the secopd half of the 19th century, political,

»
.

The depiction of background landscape at St- Hilaire church is a =

foreshadow1ng of the Imaginations gertes af f1$ty -two works (ca 1942)
and a genesis for the sugl1me n later work. i a

'
-
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‘Eugéne Delacroix stated:

e
economic, philosophical or psychological, and the artistic manifesta-
tions are too complex to summarize. o N ,

. . ;

The following quotations show the pre-occupation of Titerary

and visual artists in the second half. of the 19th century with

g

the expression ofgthe subconscious Leduc had‘several works of Paul

1-

Ver1a1ne in h1s 11brary and was reading Kather1ne Emmer1ch s myst1ca1

accounts of the Tife df Jesus Christ c_gjemperary to his decorating

‘St-H11é1re church.] _The visual artist was respons1b1e for transposing.

the written word of the-author to some representat1ona1 form which would

gvoke fee11ng and enbt1on that would re-inforce faith. ) o

e

In 1857, Charles Baudelaire's sonnet Correspondances stressed

the similarities between experiences of nature and interior states of

the mind. .

"The work of art was considered the equivalent of’ “\\\\N;
the emotion provoked by an experience, the visual o
elements of which had been transformed rather than
merely represented. % was a synthesis of fee]1ng,
form, fact and ideas."

N .

T
.

. in his soul man has innate feelings which actual

»objects will never satisfy, and. the imagination of
-the‘paintes or poet can give form and life to these
feelings." )

By the late 19th century, the artistic movements had one avowed

purpose in common: to illuminate the mysterious life of the

l\ " ,?' " s : . P
!
1A N.Q.M. , bl c9A. Loose sheet bearing the date 1897 and
title Canadian Pac1f1c Railway Company, also containing the Tist of .
iconography for the canvases of St-Hilaire church. See also Kat r1ne
Emmerich, La.Passion et la Vie de Notre Se¥gneur Jésus Christ. Pub- |
Jished and re-issued between 1875- -1900. i

2Ham11ton,,og cit., p. 42. ///// 0 ' \
3Eugene De1acro1x, sa vie et 5es oeuvres’ (Par1s J Claye, 1865)p.

‘~ /" ' :.. v |




‘0zias Leduc ‘quoted Sir Edward Burne-Jones:

On painting he commented

RV L - I B ' .

spirit. .

: "The work of this group.(Nabis) was concerned with
express1hg a patticular 1nterpretation of this

inner exper1ence, cansistent with that of the , - :
Symbolist movément as a whole." . ‘ A

r

"T mean by a picture, a beaut1fu1, romant1c dream
of something that never was, never will be, in a
1ight thq; never shone, in a 1and no -one can define
or remember - only desire. 3’

Leduc echoed the sentiments of S%r Edward Burne-Jones with hs own | f;

statement: '

"T open an imaginary, world which perhaps exists some-
where in the universe or which will exist in its
constantly living expansion, forever active and new,
a world super-imposed on a familiar wor]d or on' the
image inscribed in myself through the daily experiencing
of forms and colours. né
The inner.psychplogica1 vision, spirituality, emotion, and
religion are all expressed in the external plastic (three dimensional)
reality through Leduc's’depiction'and perception of Nature in his ,
landscapes. The vibrant, intense, emotional content evoked by colour -
scheime adopted by Leduc for the twilight landscapes creates this mood
and aura of mystery.
Maurice Denis wrote: - C

_n  "Nature cannot for the artist,be anything.but a state of soul."

"An expresstve synthesis, the symbol of a sensat1on that

T .

Pre-Raphaelites, Lyonnais, Neo- Manner1sts, Nazarenes, Nabis, Symbo]1sts,

Rose + Croix, Art Nolveau, etc.

2George L. Manner,\The Nabis (New York: Garland Pub]ﬁshing Inc., 1978),
pp. 199-204. . . -t ‘

SA.N.QuM., b2 co.
4Lacroix, 1978,. p. 130.°
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» the St-Hilairgélhurch canvases- serves to evoée a religious spirituality,’

becomes an eloquent transcription,” -

or p1ctor1a] equivalent of an emot1on 1

v

The Symbo11sts believed that art is based upon emot1ona1 ex-~

perience. In 1898, the year in which-leduc was engaged in executing .
the St-Hilaire church canvases (installed by May 24, 1900), Maurice

Denis wrote to Edouard Vuillard stating that "any emotion can become a

»

" subject for-a paintjng.'"2

In Nouvelle Théories,; Maurice Denis qommented'

p

q “The painter, according to Cézannes' phrase, ought not '

to try to.reproduce nature but to represent it by
‘equivalents - plastic equivalents . . . The aim in
art not any longer the direct and immediate reproduction 2
of the object, all the elements of a pictorial language -
. 1ines, planes, shadows, lights, colours, - become ,

- abstract elements that can be combined,-rarefied, exagr
" gerated, distorted according.to their expréssive power

to attain that major end of the work: the proaect1on
of the idea, the dream, the m1nd "

P

"~

In-1888, Gauguin wrote:’

"Don't copy nature too much. Art is an abstraction :
derive this abstraction from nature while dreaming.before
it, but think more .of creat1ng than.of the actual

result. "4 _ A

LY

?.i' These comments by: prom1nent artwsts of the second half of the

.

19th century substant1ate the statements Leduc made concern1ng nature,

1n placing him w1th1n the symbo11st nnvement of the period. This wﬁ\ s

" combined with h1s panthe1st1c view of nature”also makes him a romant1c

-

The depiction of nature (the‘tw1]1ght,1andscape setting) in

Iz

1Sypher, op.cit., p. 220, L T -

Maurice Denis, Journal, (Paris :1957), Vof.‘I, 140, Tetter to Yuillard,

22 Feb. 1898. ,
3Sypher, op.cit., p. 122.
“1bid., p. 218,

S N )
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" a re-affirming of faith. To Leduc geligious spirituality was synony-

mous with d1V1ne emotion.
He stated

“La substance de mon art créateur vient du
monde tout grand ouvert du rdve. Substance
: d'imagination v1vante, rendu pour ainsi dire
: palpable par le signe d'un Jeu de lignes,

de formes, de couleurs, aussi donc substances

_de T'univers. . .
Donc un monde quelque peu. irréel, mais d'aspect
préc1s - Incarnation du subtil, du magique, de
1'infini, du recue11]?ment - Le recuel]lement

. d'avant la création.

L8

Just as Leduc's ideas on religion, spirituality and aesthetic

-of art are fused together in his philosophy, the realism and symbolism

found in his visual images are interdependent. The more accurate each

object or fmage of nature is visually represented the more aware the

- ) - . - 3 . . - 3 \
viewer becomes of its symbolic and spiritual significance.-
"L'Art est une des conditions dg la vie humaine
étant en mémS temps un moyen de communion entre
_ les hommes. "< - . , ‘

4

To Leduc the perfection' in Arf and the Absolute were synonymous with -

—
God. )

"Le véritable idéaliste a la liberté de

tenir 1! express1on de 1'inexprimable, de

tenter une image de 1' absolu, de son habitat

-dans 1'eshace.

i faut donc des s1gnes particuliers comme
yez d' exp>ess1on qui soient bien & lui. I1°
se_serv1ra d'un-vocabulaire ou de son iugén1os1té
d'inventeur. Une espéce g'alphabet mystérieux,
' instingtif, ou raisonné.

) @
‘The twilight atmospheric effects show God's 1ight permeating
\ .

the wirld. The sunset is God, ‘reason and knowledge, divine 1nsp1rgt16n

1Lac’rjoix, 1978, p. 129. .
ZA.NGQ.M., bl c34. Loose sﬁeet,rundated.'
Y acroix, 1978, p. 128.° - :
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‘the natural -and supernatural in the same picture.]

113

and emotion.

Besides the mystérious twilight 1éndscapes, clouds play an

: importahg functional, decoJative and éymbo]ic r$]e in four scenes:,

the'Assumption.ef the Virgin, St. Hilary Writing His Treatise, The -
. i b )

o | .
Ascension, and the Adoration of the Magi.

Functionally, the F]ouds block out and obscuhela clear view
of the background and v1sha11y unify both the upper and Tower parts
of- these four large canvases. Deﬁerat1ve1y, the varying grey tona- -
Tities of the outlined forms of clouds create patterns. Symbolically,

the clouds act as holy stairways which support wingless, elongated,

feminine-looking angels, ihterceders between God and man, who are in

1imbo half way between the earthly realm represented by the lower

part of the canvas, and the k1ngdom of heaven in the upper reg1on
Many contemporarﬁes found the Baroque concept of having the

supernatural or visionary figures enter the picture spece insulated

-

by b{1Tlowing clouds as an acceptable solution to the problem of joining™

e mn

The grey, non-descript walls of Leduc's interior scenes perform

the same function of the clouds, that is to block out most of the

(background space. Most of the interior scenes (except the

Marriage of the Viréin, Pentecost and Death of St. Joseph) hgbe an

open door or window with a view to the background landscape, which

credates the impression of a space beyond the confined interior space.
' |

This method of employing such an i]]usionary device was First utiTized

"by the: art1sts of the Northern Renaissance per1od to create the illu-

TLandow, op.cit., p. 135.

oy
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sion of the th1rd dimension and add a dep1ct1on of nature to an a]ready "

]1m1ted; 11near interior schenm

The various compositional schemes of the Northern Renaissance
&_/had been revived in the mid-19th cegihry‘py German Bible i]]ustrators.}
Leduc was43ﬁa;e of both the'19th century German artists such as:

Ho fmann , P]o;khorst, Muller as well as the NoFthern Renaissance artists
whoéé works were widely circulated in Québec popular religious perio-
diga]s'to wh}ch Leduc subscribed. According to William Vaughani

i
.

. there has never been a period either

before or since the mid-nineteenth century

when German art wgs the source of so much emulation
and controversy " ‘

Leduc s view of Nature took on & persona] and 1oca1 character
A fam111ar motif he repegtedly‘used, from th1s“comm1ss1on , in both
i

religious and secular paintings was Mont Saint-Hi]aire.3

The mountain is found-in the background laﬁdscape of The Ascenéion,

' the Bapt1sm of Christ, and Christ G1v1ngfthe Keys to St Peter canvases.

"The R1che11eu r1ver, another 1ocal geographical e]ement is
‘depicted in the middle groundmof.;he Ascension.
The maple trees in Leduc's landscape settings are indigenous

to Saint-Hilaire forests and not to Palestine. These environmental\

- details he]ped to convince the parishioners of their personal involve-

T e

ment with God. . | - : t

Leduc depicted the beauty of Nature in his scenes to persuade

" 1Landow, op.cit., p. 135. ’

2‘Hﬂham Vaughan, German Romanticism and English Art (New Haven:
Yale University Press, 1979), p. 1. ~

3Leduc used Mont Saint-Hilaire in canvases at nearby St- Romauld de
Fadﬁham and Saint-Michel de Rougemont, both within viewing distance
of Mont Saint-Hilaire. The mountain became an- inspiration for Leduc's
poetry, painting, and short history of Mont Saint-Hilaire.

|
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the viewers of its _reality, howevér, he had another motive. The idea

: - . . . s g 4. .
of man's eternal communion with Nature, his intera&tion with Nature

and his, being part of Nature, pervaded his landscapes. Divinity
was no longer confined to Heavgn1y, but contaiﬁed in Nature and the
human soul.: The landscapes evoked 5 lyricism, inwardness and
spirituality. In mysticism, personal ;Piritua] experience beéonms
the vehicle of divine khowledge. - “
Ozias Leduc's own ideas concerning Nature were fi;st expressed
during his St-Hilaire church commission. A]though’the ideas took a'
s11ght]y different form of outward expression later “in h1s career,
the core of. h1s ideas. rema1ned the same.
"Je ne la copie. jamais SUr place. Je sais ses aspects
_par coeur: les différentes essences . d"arbres me sonj>

connues -et leur physionomie s'impose & moi dé&s_qu'on
me les nomme; mon bras les trace de Tui-méme."

-

4

I Fioral Border Motifs

\|. &
o . AN

Three flbral motifs,ar§ used as the ma{n border dec&ratjon‘for
the fifteen canvases. In the choir, against é pale pseudo-mosaic
background, the bronze, overlapping fleur-de-1is is used to frame the

two canvases The Ascension and The Adoration of the ngi,

The femaining‘thirteen canvases (See diagram B) located in the

-

" nave are bordered by ei ther the morning, glory fseven canvases) or six

petalled daisy-like flowers (six canvases). These two motifs are painted

“dark green against a light greeh. background, and are presented as a

M

1011v1en Maurau}t, "0zias Leduc, pe1ntre mysthue” Le Mauricien,
February, 1938, pp. 5-6, 29. .

» . N .
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growing,‘iﬁfertwining, endless vine, framing the canvases. This wide

JJJJJ

Raphaelite pa1nters. There is no particular regard for botan1ca1 accura-
cy in depicting colour, however, the flowers are identifiable by accurate
drawing. It was popular, iA the late 19th century, to use floral and
vegetal motifs fpr.pgrders/énd for their decorative possibilities, of-

4/‘// ’ 4
ten the dég%gn being unrecognizable in a stylized manner.

The daisi was used as a symbol of the inﬁocgnce of Christ -

from the end of the fifteenth century.- The morging glory or convol-

Y

vulus. is symholic of humility (Huysmans, Le Cathédra]e, Paris: Stock,
1898, p. 204) and of perfect Holy love. |

The outefmost border is made up of small, bronze rectangles which
separate fhe.QOIden, pseudo-mogaic Ef the Jower section of the church
from the grey tonality of the upper wa]]s Inside this baﬁd is a pseudo-_
) arch1tectura1 motif of a]ternat1ng, pale yellow, rectanqu]ar 1ozenges
and circles outlined in dark green on a p§1e 'blue background, enclased

' by a repetition of the small, bronze rectangles. A border of golden,

pseudo-mogaic with white circles is outlined in small, dark, bronze rec-

tangles in each of the upper left and right comers, with the exception of '

the four Evangelist canvases in the nave - St..Luke and St. Mark in which

the circles are not outlined and St. John and St. Matthew which do not

have circles. The Assumption of the Virgin and St. HTHn%%Writing;His

Treatise borders have two white circles outlined with dark, bronze-coloured
rectang]eé in each of the Tleft and right éorners. .Also at_the apex of

the pointed arch of these two™works is a variation of the Neo-Gothic ogee‘

shape.

Thus far the outer borders have seerd as architectonic settings

- Y
- . . g

T
o
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for the actual canvases, a transition from the barren wall space through

.the use of colour and shape. The smaf], bronze, rectangles of the border

noQ conform to the actual shape of the canvas, a kind of ﬁseudo-archi-
volt nﬁu]ding, decorat%ng and correspoﬁdingaexactly to the cantaup of =
the arch. The other bands are all arranged on a pale green background,
progressing jnward to a strip of 1ar§er,‘1jghter bronze rectangles fol-
lowed by a very small outline of dark green rectangles. A dark green
floral and leaf motif of either morﬁing glory or dais&-]ike petalled flow-.

ers encircle the canvas in a vinelike manner. Finally, the canvas

itself is edged in the larger, lighter bronze rectanales.“

) & . . . .
The arrangement of the motifs is well-ordered and symmetrical, re- |,

inforcing the idea of unity through gradation of colour (dark and light-

bronze; dark and 1ight gréen) and evenly measured space. The variation,

~in the size of the linear motifs, combined with the floral decoration
. \

adds diversity, suppressing monotony.

By varying the size of linear and curvilinear motifs slightly,

_ from outer border to inner border, a progression of ten, Leduc creates

a pseudo-architectural niche for his religious canvases reminiscent

in overall design of the wood carved niche mihrab of Islamic architecfure
(11th - 13th centuries A.D.). The method he uses to create the optical

illusion of an architectural niche is ‘trompe 1'oeil, which he used at 1

. . . . 1 )
this time in his career.
w

The moming glory and daisy-like flower, besides imitating a

"wood-carved frame, are reminiscent in treatment and design of Pre-Raphaelite

]See Musée du Québec's Portrait of J.B.N. Galipeau, in which Leduc -
empioys trompe 1'ceil technique to give the Impression of a woodcarved
frame. He -also used trompe 1'0eil in mary of his early still 1ife works,
dating from the 1890's.

»

21
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framing device. The vegetal and floral patterns are not emp]qyéd to
N < ‘ .

evoke an overa]lleffect of végetation, but,are symbolic imageg'of'

nature. These images serve decoratively as syrface pattern offering

. ' visual relief from a.flat wall surface.

v . -
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L Plan of St-Hilaire church interiof showing arrangement of Canvases, Ways' s
' .of the Cross, Nave windows, Pulpit and stained glass windows.
. Pentecost - M.G. ' M.G. - Death of St. Joseph
No. 8 " o No. 7 | |
4 St. Mark the Evangelist - M.G:. . M.G. - St. Luke the:Evangelist . % :
No. 9 - o+ No. 6. ' }
Window - red border a { . Window-red border b é
, No. 10 3 ’ " No. 5 ) \ .
| St. Matthew the Evangelist —JD.“ - D.£;~St. John tﬁg Evangelist “ '§'
No. 11 ' | : No. 4. |
- j
S prTTTTTe e |
Window - blue border S R Window - blue border C
No. 12 - o No.™®3 , :
Supper.at Emmaus - D. . " . D. - Christ Giving the keys to o
. ' ‘ - ' St. Peter . s
oo Nol13 , | No. .2
Window - red border Window - red border
i Pardon motif . : S . ’ ¢§
Christ in the House of Simen - M.G. Pulpit [ ¥
Amour motif ° C » N , :
Wiridow - blue border : . \MWindow( - blue border b, ’ ‘
R No. 14 — - No. 1, B
Baptism of Christ - D. , *D. - Marriage of the Virg Lo
¥ M.G. - Assumption of the Virgin M.G. - St. Hilary Writing His T
- i
F. - Ascension F. - Adoration of the Magi ‘;
S.G. - Pieta S.6. - Christ in Majesty !
3 panels of decorative grillwork g
0 e e e e e . (™ N
Choir Area g
" Note: Canvas Borders M.G. - Morning_G]orj - S.G. - Stained Glass E
T - . : ~D. - Daisy E . !
‘ T “F. - Fleur de 1is o §
©y Numbers refer to Ways of the Cross 1
. : i
i
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Chapter 7

The Mural Paintings

A. Arrangement and ‘Iconographic Program

<
\
A

There is a definite order to the fifteen canvases arraﬁged in
-their Byzant%he frames within the pseudo-mosaic wa11s.] ‘-

+The largest canvases, in terms of dimension, the Adoration of the

Magi (left) and'the Ascension (right) are located in the choir area fac-
ing each other on opposite wa11s,‘one symbolic of Christ's entry into

Lhe world and recognition of the Son of God (Adoration of the Maq1) the

othér His departure from the mortal world (Ascens1on)

- dJust 0uts1de the choir area, to the 1eft and r1ght s1des are

two }ﬁtera] altars. Above the left altar is the canvas, St.Hilary Writing

His Treatise, the patron Saint of the church and community,'which bear ;

his name. Above the right altar is the Assumption. Boﬁh these scenes
coﬁﬁand a strategic position of.impbftance and visual sfgnificance upon
éntering the church. According to Pierre Ssyard: “Le 51}? sigcle 3 6t6
surnommé le siécle de'Marie."z"This comb%#%d with Her traditional impor-

tance throughout church histbry contributed-to the position in Leduc's

arrangement of the iconogr§pﬁic program.3 - -

* The eleven canvgses'situatéd on the Tateral and back Q@Vls of the

’

]See Diagram B. ) B
2¢ . . NS
Savard op.cit., p. 168.

A N.Q.M. b 7 ¢ 122. Letter from 0.L. to Mlie.. Denise Gawvreau dated
April, 1954, Leduc,mentions the V1rg1n as having inspired him to create
56 canvases .devoted to Her throughout his career.

O

S Ny S S
., o

b 3Bemn ety




F-— O PO
&’ .

- , »
t . -

121

nave are devoted to the seven sacraments and four evangelists, a theme

°

(seven sacraménts) not common in church iconographic programs. Nicolas °

Poussin (1594-1665) was the first artist to,-fﬁlon&umentaﬁze the sacra-

ments in seven separate

o= The seven sacramengs are arranged in order in St-Hilaire church,
. . . \

i

proceeding from the front might nave lateral wall to the church rear.

The organization is the for wing: The Baptis‘m of Christ (Baptism); Christ
»

in the House of Simon (Penanci); Supper at Emmaus (Communion); Peritecost

(Confirmation). From the froflt left nave lateral wall to the rear, the

sacraments ieontinue'in order: |Marriage of the Virgin (Marriage); Christ

Giving the Keys to St. Péter (Oidination); and.Death of St. Joseph (lLast
Sac‘;ament). éesideé the iconggraphic significance in the arrangément o%
Leduc's can\}ases, their phychal Jocation ’is important in terms of pre- .
sentationc. ‘ X

Two diffi cu1ties‘presqmted by the already ex1'§t1'ng architectural
‘interion were thepulpit (front Teft Tateral wall) and the jubé or con-

[y

gregatibna]'ba];cony which divides the vertical 1a"/e1* of space at the

crurch rear and occupies one-third of the length of.the nave.

The phys'rcal projecti b of thé~ "chaire" or pulpit created a
visual imbalancel, whicih Leduc|/solved successfully bj/ using the avail-

able wall space pn the right {opposite) to create 'a large canvas,'

e

Christ in the House of Simdh. ’ ’ '

‘ ’Jhe congregational bajlcony or "jubé! is the second obs'tacle'.

o
-~

Ly . w
1

MWalter Friedlaender, P issin (New York: Harry N. Abrams, JInc., 1966),
pp. 56-57. "Poyssin removed|the whole subject from the strictly 1iturgi--
cal sphere and depicted each|Sacrament in a historical form that is both
precise and idealized." Co .
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Leduc is forced by the physical character of the 'overhanging éa]]ery
not on]y to adapt the dimensions of his canvases to this - area; but )
also concewe a so]utmn to the problem of poor 11ght1ng beTow the Cos

"jub&",” The, fo-ur canvases on the lateral waﬂs ( four Evangeh-sts)
rd . ! -

'areﬁ united by their contemplative nature, tHat is also shared with St

Hﬂary’Writin'gi His Treatise and two canvases located on the réar wa]l

(Pentecost and Death of St. J,oseL) below the jubs are all s't_ruct,ur;aﬂy

i .
_similar and have adopted a strong homzontal ax1s.,] contrasting the

< -

verbtical axis emphas1zed in the canvases in front of the jubé (lateral )
'nave waHs and chcml}area i

The Pentecost and the Death of St. JOS_ph Tike- the ‘fou.r Eva'ngeﬁst\

cdnvases, suffered froar awkward positioning and’ poor lighting, however,

their prob]em‘ was further complicated byN'the iron banm’sters”,of the two

stai_rcases leadjng up inte .the jub&, partially pbstructing a clear “ -

view. ' ’
The Jubé by proaectmg abdut. one thi rd into the nave, 1eft only
a- narrow area of space between 1t, and theQnave wmdows of the ‘ratera]

4

T walls (1eft and right). Leduc ,placed a %rr‘ow canvas in this space on

~~ €ach side wall, Christ G1v1ngthe KeLs to St. Peter (left) and §ugger at

7]
4

E  Emmaus (right).

B\Genera] Remarks on thé Preliminary Drawings for the Canvases
L4 [} ~ , v .
\ ‘ . ' ' ) '

- . ’
’ 4
%

N"‘ Thirty-five préliminary drawings and one oij study for the fifteen

’ N “ -
¢ . o ..

eanvases at St-Hilaire chuu:ch (‘executed-betWeen,18@6-1900) have ‘be,en :

Tthe width is greater than the he1ght of the. canvases the border
motifs; and the constructwn of the actual scene emphas1ze oblique. and hor- R
. 1zontavlf»-hntes L, . s
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Only a few of the drawings bear the inscription ”Oiias Leduc,
Paris, 1897 " 1nd1cat1ng that Leduc made his prepﬂfaléry draw1ngs for
his canvases in Par1s.] A Paris sketchbook is preserved in a private
bo]]ection, ﬁas'been disassembTed and the individual graphite sketches
pounted The d:gw1ngs are h1gh]y f1n1shed detailed stud1es of facial

features and body members (hands, arms, feet), rendered with subtle

graduated shading This sketchbook was glven a prom1nent place in'a

numbér of Ledﬁc s still- 11fe pa1nt1ngs 2

~

It 15 apparent, on close examination of the preliminary drawings,

4 v
. that Leduc used family members as models for the facial features either

by posing for him or by working .from nhotoqraphs.3

Twenty-two draW%p§s4 are‘from a different sketchbook as they are
on the same type of paper, conform w1th1n m1'ﬁ1netj.\s of the same dimen-
s1ons, are line penc11 drawings, and are mostly compos1t1ona1 drawings,

5
w1th only. a few exceptions. These_compos1t1ona1_draw1ngs combine many

— ‘ //, - 0
"A.N.Q.M., b4 c38.. Letterfrom Raoul Barré to,0:L. dated September

-29, 1929 recalls the E;ggyspent together in Paris.” Barré mentions the pur-

pose of Leduc's Paris-stay was to prepare preliminary drawings for his
St-Hilaire church-canvases. Only three drawings are inscribed Paris,
1897 (f1gs 32, .66, 75), but others are from the,same sketchbook (figs.
23,. 33, 34 37, 42, 53). ‘ ’

//205t1guy, 1974, p. 190, Still-life with Weeping LaxAFagure; See
a]so Lacroix, 1978, i11. 50, p. 159;-311 57, p. 164. 4

séa figs. 28, 29, 35. Note the inscription at the lower right in
fig.. 35 - "Resemblance de ma soeur - Ozema." The date of 1898 on the
drawing- 1nd1pates Leduc decided upon his sister Ozema's facial, features
and expression as probably the last step after the complet1on of the

-

" overall désig of,eﬁch camvas.

4Se! F1gs 0, 24, 31, 46, 47, 48 69, 70, 76, 73, 74, 75, 54, 64,
79 80, 81, 9, 88 90, 93.

5Numbers 60 .86 are on coloured paper and nos, f5™\q0d .16 on another
type of paper. . ) - N ’
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"of the-individual details found inrthé fir§t sketchbook. Nude,,semf—nhde

and clothed figlires are integrated into an elaborate drawing which
S ’

includes landscape or architectural background studies that is strongly

o’

reminiscent of the finished canvas.]
His process in the creation of a picture was the crystallization

'\Q> an idea into a design carefui]y drawn out in graphite or pencil on

=)
)

paper. This was genera]]& nndified from time to time, whi1i numerous
studwes for every detail were carr1ed out at var1ous intervals as the

work progressed (individual f1gure studies, different poses, ﬁaces and
members - hands, arms{-feet). ‘

J In most of the drawings Leduc was still. searching for the ideal

t

combination and synthesization of all tReir separate elements. Changes-. -

it the sketches result from constant refinénent'and an attempt torreso1vé
the basic problems of témpositﬁon such as the achievgmeht of unity
without less of variety in the poses, gestures, énd fonns;

Leduc was' constantly ﬁurifying his gcenes, in terms Jof content,
composition and figures. He eliminated extraneous details, as is
evwdenced in ths:qgfger of changes “made in the series of preliminary
drawings to the execution of final compos1t1oqg1 ven§1on.2 As
is characteristic, he worked toward simpiification and clarity of

expression.

¢

—

et Ostiguy, 1974, p. 99. It is with reference to these drawings
. of the second sketchbook that Ostiguy remarked: "Leduc, oné might be-
- lieve, 'discovered the nude while in Paris", as before his Paris trip

Leduc's study drawings were usually clothed.
" 2Note part1cu1ar]y the evolution of drawings.to the canvases

© The Death of St. Joseph Christ Giving the Key to St. Peter, Supper ét

Egm‘us, and Christ 1q the House of Simon.

~
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Once satisfied with what he believed to be the most successful - i
‘rendering of his idea (with grid system)]}rhe executed a thin oil i
sketch or modello (fié. 75) the same size as the sﬁa]] pencil, draw- - |

ing, working out the colour scheme for the canvas.’ “Photographs of oo \

i

the canvases are shown in various stages of compfé%jqn in LedUc’sl
Saint-Hilaire studio. Attachéd to the canvas. is the small sketch

in pencil or 0il on paper version allaowing Léduc immediafe reference to
the detailed work while completing the 1af§é, final renderingt Th;:;:-
photograpﬁé are important i]iustrations of his working technique. As
indicated in the photographs, Leduc worked fjrst on the exposed
‘?eétdres (head, hands, and feet) of the figures, then executed the _ ' ’ N
garments, and other decorative acc€s§orfes, such as ﬁﬁe background

landscape, architecture, etc.3 . A ‘ - ' . -

C. Individual Analysis of the Canvases

f e

Adoration of the Magi (Matthew 2::1-12)

The Adoration of the Magi (fig. 14) is located on the left side
of the ghoir,‘in the first wall space\created by the engaged multishafted

colums, enclosed inya pointéd arch (directly opposite the Ascension).

3

Preliminary Drawings:

Two sheets of preliminary sketchs for the Adoration of the Magi

e A e ekt ek U < Rl L R RS e W

have been located., The first sheet (fig. 15) contaihs foﬁr small indivie *
, Y. o

RPRER

1

s

See figs. 31, 64, 70, 76. - , -

‘ 2Ostig,uy, 1974, p. 196, no. 3. A modello -for colour reference is
attached to thé Death of St. Joseph canvas. The partially completed

canvas, (fig. 38) Assumption of the Virgin, shows the preliminary - ‘ 2
d(ﬁwing (fig.36) pinned to the upper right corner for easy reference. . =~ . i°
3 -o= ' . :

\ See figs. 27, 28. =,
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dual pencil drawings: Two studies for the Virgin and Child; Mégi-gréup;
,aﬁd one drawing of a manneQUin] Leduc used to study body positionihg._-

.b'

The upper left comer shows a partially clothed, seated figure

_of Mary holding the Child close to her body. In this drawiﬁg a small

o

amount of‘shading indicates the facial features of both the Virgin and

.

child. In the lower right, the Virgin is seated holding Christ out-

stretched from her body.

The drawings are executed with the minimum number of 1ines; The
economy éf lines indicate the different poses for the figure of the ‘

Virgin. The form is rendered by varying the width,énd strength of
. .

’ . e
the line. These two drawings represent initial ideas for the depiction’

4

of the Virgin and Child.

Leduc modified bofh figures for the 0il on canvas. - He did not

Vo ,
select either of these two attitudes but chose a more natural and r;Ta§ed

pose.
' On comparing the other preliminary sketch on t;?ESSheet with.the

canvas, the positions of the Magi were not altered.
The second sheet (fig. 16) contﬁins a highly finished compositional

drawing, close in form to the finished canvas, buﬁ not -in decoration.
This sketch illustrates clothed, semi-garbed and nude figures arr;nged in
'théir final positions. The H:ae studies do‘hot~exhibit accuracy toward
anatomical detaii, but merely attempt to capture the overall.spirit of
tﬁé work.

The three Magi are grouped before the seated Virgin, who holds
[ . K

the Child out to them. %ﬁe Magus closest to the bottom edge of the’

1The mannequin or "lay figure" which appears in a number of Leduc draw-
ings and oils, was used to study body positioriing and stance. See Ostiquy,
1974, p. 93, Addendum A, pp. 190-191. See alsp Lacroix, 1978, i11. 57,p,164.

|
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drawing wears a cloak. In the sketch; the cloak is enriched by the com-
plexity of many folds, whereas in the finished canvas the garment is
simplified because of fewer folds, however, retains its richness through
the use of co]duru, The middle and tallest figure is naked,‘1acks\the.
crown and beard which are depicted in the fin;shgd canvas.

| The Virgin: St: Joseph” and the two male figures standing beneath
the rounded arbh doorway are hude‘studies With out]{ﬁed forms. ‘B]ockjpéA
most of fhe background is a high wall which encloses the scene and
suggests intimacy. It is sketthed as blank-faced in thé drawing, but
in ‘the canvas, lines were added indicating thét the wall was built of
{ndividual blocks, re-inforcing the decora#ive quaiity‘of the canvas.
N One angel on the right and one angel on the left, represented
in: the upper part of the drawing have been,e]iminqﬁed from the final
canvas. \ -
. The contraposto position or the Lysippian curve of the female

figurés’qreates a stylization of_thefr draperies adding variety and

. decorative quality, reminiscent of the classical Nike, although the angels

)

" *of Sir Edward Burne-Jones(1833-1898) ére'chrono]ogica11y closer. The

elongated form of Leduc's angels is based on variations d&iaksketch

" he executed in~Par1§.]
Structire:

P

N -

This canvas is divided into three inierconngcting levels. The -
first plane,extends from the front edge of the canvas, to the head
Tevel of the Virgin and Child.. The second plane stretches from the head

level of the Madonna and Child to just 6e1ow'the clouds (The horizont

'Tiééfoix, 1978, no. 8, p. 23.
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boundary of the zone is accentuated by the architectural rendering’
of the straw roof along the .stone wall background). The third p]ane
beg1ns above the architecture and is 0ccup1ed by ange1s and c]ouds'
surrounding the Star of Betthhem. Th;/three spaces have symbolic mean-
ing: the first - earth1y realm of mank d- the‘sécond - the transition
area ggcupﬁe\\Py the arch1tecture and by the angels or messengers of
" God br1ngrpg His word to man; the third - Heaven.

In the first p1ane the three Magi knee] in frbnt of the Madonna
and Child: ’

JThe kings of Tarshish and of the isles shall bring
presents . . . all kings shall fall down before Him:
all nations' shall serve him" (Psalm 72: 10, 11)..
Their grouping is strongly scu1ptura1 (aided by colour and positdoning
of figureé) and placed near the left front edge of the Qanvas. Two
, of the f1gures, the young bearded Gaspard dressed in emerald green m

trimmed in gold, and the o]der, white-bearded, gold-crowned, Me]ch1or

(who is the highést and middle figure of the three) dressed in golden

yellow, points d1rect1y toward the Madonna and Child, on a d1agona1 Tine.

The decorat1ve qua11ty is obta1ned by the mu1t1p11cat1on of forma11zed
folds of the drapery. The r1chness of garments, accessories and fine ﬁ
cdlour are subordinate to the expressive spirit of;the entire paidtihg.
This strong configuration of mass (the Magi) opposes the weaker, humble
group of Mary, the Christ th1d~and Joseph, garbed in subdued colours
employing the rustic architecture as a foil. ‘(

Anotder diagonal extends from the right rront edge of the canvas
.along the line created by fhe luxurious: pink rug, trdmned with gold
fr1d;e on which are placed the traditional gifts of the Mag1 (go]d;
‘ frank1ncense myrrh) through 'the body of the dark-sk1nned Balthasar to

the two male figures standing beneath the rounded arch doorway.

:
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Unity is achieved by colour oontinuity or tonal vaﬁues'(lighter
or darker tones) and through gesture. The green'co1our‘of'Gaspard‘s cloak

is used again in the_band encircling Joseph's waist, the grass-like roof of

the animal stalls, and in the flowing garmehtslot several angels in the
X . 3 p
‘upper plane. Joseph's brown robe is repeated in the straw of the stable

roof and the robes of sevéral angels:
e e

The beige neutrality of the foreground scattered with'straw, wooden//’L&

beams' and posts of the stable, the Stone,b]ock‘(slightﬁy chipped) on which

the Virgin sdts emphasizes the rusticity of the scene and unites this area.

Colour association not only connects the.forms in the same plane,

;but unites all three zones through the gradation of colour. .For example,

the colours of garments (green, blue, brown, deep rose) in the middleground’

are found in the gowns (pale green, pale blue, light brown, pale pink rose)

worn by angels in the upper region (third p]aoe) of the canvas.

/

than the. c1ouds) obstruct a c]epr view of the background ]andscape The
1andscape beyond . the wa]1 is suggested through the rounded arch doorway
Tocated to the left middle ground (Blue sky is seen through an open1ng

at the top of the wa]])

" The two figures standing beneath the rounded arch’ doorway are con-

“nected by gesture and‘attitude to the group of St. Joseph, Virgin and
" Child. The awkward perspect1ve of the second p1ane is caused by the ren-
dering of the beams and posts of the stab]e arch1tecture

The third plane is symbolic of Heaven  and 1§“un1ted by the over-

'11app1ng of several qnée]s, wearing similar toned robes. The dnge]s are
presepted in front of and amongst the clouds, which support and link'
the figures against the grey background. The focal po1nt of the upper.
reg1on is the centraL]y located Star of Beth]eﬂgm

Besides the colour tone 51m11ar1t1es of the qnge1s to the fiqures

{ The rectangular grey Stone blocks of the high wall (a lighter orey
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below .(used. as decorative and unifying devices); the elongated female

figure on the left side (Qing]ess angel) is directly linked to the ‘

"Madonna and Child grouping, by means of head attitude, gesticulation

-

" and sweep of her drapery. - ' ' /

The variety of gestures, angie of head, movement and. direction

created by the draperies increase the decorative effect of the upper

'section. This space is enhancedvby the lyrical overtones of an
angef playing a lyre, another hojding a music scroll, others in
attitude of prayer, and yet another, delicately holding ribbons. The

entire spirit of the upper region is .devoted to heralding the birth

-
t

of €hrist.

»

. Sources of Inspiration

In the absence of any written document of Ozias Leduc, it is

difficult to find the source of inspirétion for the Adoration of the Magi.

L duc'was an eclectic artist and as indicated by the preliminary draw-

ings for this work, he drew frdm mofe than one source to create this
scene. The small (fig. 15) sketches for the Madonna and Child, and thé
gfoup of Magi might indicate the source came from a popular religious
periodical.

The rich coloured robes of the strong sculptural grouping of

Magi are reminiscent of L'Adoration des Mages (fig. 17) by Philippe
_l M . .

Champaigne (1602-1674).

The more rustic rendering of L'Adoration des Mages (fig. 18)

by Hipployte Flandrin (1809-1864) seems closer to the Leduc canvas, ‘

41Bernard Dorival, Catalogue Raisonné de 1'oeuvre de“Philjppe

Champaigne 2 vols.,(Paris: Léonce Laget Librairie, 1976), no. 42, pp.28-29,

v
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partwcu]ar]y regard1ng the t19ht1y knit configuration of the Magi, the
seated V1rg1n, 1n prof11e, holding the Chr1st Child, and the use of
background wall to enclose the scene. The extension of the arms and
hands holding out a jewel box to the V%rgip and,Child.are remafkably

3

similar. Leduc had the book Histoire de 1'art chret1en ‘written by

" F. Bournandl in h1s 11brary 50 perhaps he was 1nsp1red by the Magi
group depicted by F]andrin: It is a]so possible that Leduc visited
the.church of Saint-Germain-des-Prés to view Flandrin's ﬁhra]s
during his 1897 tr1p to Paris. \ .
Ascens1on
The Ascension is 1ocated\on the right side ef the choir area,

0ppos1te the Adoratwon of the Mag_ -The visual inspiration for the ar-

rangement of space and f1gures for this canvas was the Ascen51on exe¢uted
in 1888 by the Amer1cen artist John Lafarge (1835-1910), ‘for the church
of the Ascension, New York City. This work by Lafarge was reproduced
in black and white in an issue of a popular magaz{ne, Centurx'whicﬁ
Leduc had in his ppssession.2 :

The Ascension (fig. 19) by John Lafarge'combined.two—we}]-

known canvases, the uppeéer part of Raphaei's Transfjguration3 (1517)

(Rome : Vat1can) for the upper part and the lower half was inspjred by

the 1ower half of Palma Vecch1o s (ca. 1480- 1@28) Assumgﬁ1on of the

TE. Bouritand, Histoire de 1'art.chrétien (LiNe Vol 2)., pp. 336-
339.

2
April 1896, Vol. LI New Series, Vol. XXIX, New.York, the Century Co.).

3Leduc worked at Ste-Anne.de Yamachiche, with Ado]phe Rhd "and
Luigi Cappello in the late 1880's where Rho executed a Transfiguration
after Raphael. ""L'intérieur de la coupole est occupé par une beT1e
copie de la Transfiguration de Raphael, travail du méme peintre."

See Caron, op.cit., p..115.

AN.Q.M., b9.Century (I1lustrated Monthly Magazine. November 1895-
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Virgin (Venice: Accademia). Lafarge 1iberally interpreted these two

works and combined them incorporating a mountain into the background

landgcape. Because of Lafarge's interest and travel in Japan, the
mountain he employed was Mount Fujiyama. [t is improbable that

Leduc knew about Lafarge's eclectic taste in creating this canvas,

- but Leduc himself chanéed elements in the Lafarge reproduction. First~

-

1y, Leduc substituted Lafarge's Mount Fujiyama for Mont Saintlﬁilaire,

adding this local and familiar motif to his work. He also placed

-
L

the Richelieu river and valley in front of the mountain.

‘“And he led them out as far as Bethany, and De/T???Ed
up his hands, and blessed them. And it came’to pass,
while he bleéssed them, he was parted from them, and
carried up into heaven." (Luke 24: 50, 51);

o

ng;;minary Drawing - ~. //,

One small compositional éenci] line deghjng (fig. 20) has been

located relat1ng to this canvas In arrangement{\\gy figures are almost

identical to the finished work with the except1on of the e]1m1nat1on of

one Apostle (left front) and minor changes in hand positioning. As is

‘charaeteristic at this stage of the creative process most of the figures

are nude. In this 'drawing, Leduc had depicted,sqme of the angels with

wings, but reverted to hfs usual wingless ange]g in the pajnfing.

" Examination .of the preliminary:drawing indicates'c1ear1y the organization

of space and the mass1ng of figures: in the middleground a rough semi-
circular grouping of f1gures around an open centra] area; an open space
above the heads of the f1gures, a mass1ng of f1gures and outlined c]ouds

to the left and ¢ight of Christ's body centered 1n the oval space created

~in the upper part of. the drawing, wh1ch is also found 1n‘the canvas.

Structure

The éanva; (fig. 21) is) divided into three Tevels.' The first
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\\\plane stretches from the lower edge of the canvas to the line created by

th heads the Virgin and Apostles arranged in thée middleground space.’

The barren, dry ground, dotted with green tuffs 6f grass; adas a

sense Of re:}igikto an otherwise uninterésting foreground. The massing
of figures, ligh \Efd shade, and thg colour of the robes opposes the ‘
vo]umétric space of the barren ground; The two main figures, the Virgin
and St. John, the~EvangéT7§T:‘a¥e centrally placed and surrounded‘by
eleven other male figures, .

The thirteen %igure; (eleven sténding, two kneeling) are depiqtgd
in a variety of pose§ (three jn profile on both left and right, the
remaining are three-quarter or frontal), gesticulations, eye and hea;
poﬁitions Tink them to the ascending Christ and angels in the third
plane or other figures in the middleground of the painting. The faces
EXpress awe And wondermént~an the vision they are witnessing. The
arrangement of figureé in the middleground, the overlapping of their
forms, gestures, garments, as well as the colours of ;heir‘ﬁ1pthihg,

unifies them in a cohesive mass. -
'l .

The two kneeling (left) and the staﬁding (right) figures are
employed by Léduc as repoussoir device; visuaﬁ]y Iinked‘with the frame. -
The foremost kneeling figure's (Mary Maadalen) gesture mirrors that of
the angel at the right, as well as creates a diagonal 1{59 which runs from
thel1eft front edge of the canvas through p]acenent of the.right leg to
the figgre of St. John; The unity between the two %igurespis furﬁher

emphasized By the right hand of the kneeling figure almost touching .

St. John's right hand. T e

Tﬁe second diagonal in the middleground plane is created by the
rocky ground leading erm the lower.right corner to the knee of the
kneeling figure on the lower left side. Green, blue, golden yellow }nd

rose are the predominant colours of the robes, which are used in various

1
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comb1nat10ns (e.g. white undergarment with heavier roée draperies, -

and vice-versa; green undergarment, with heavier rose sovergarment, and

the reverse).) |
‘ The second plane extends from the top of th 'heads of the middle-

ground figures to the breast Tine of two front most|angels. Their

1ighter‘upper ;arment {5 in the third plane whereas| their heavjer,

Thel border line for

v

bu]kier, Tower drapery belongs fo the second plane.
\the second plane is reflected outside the canvas. |If a line was

drawn from one engaged co]unn capital to the next, it WOu?n def1ne the
upper border of the second plane. :
« " The second ?egister is narrow and is comprised of a distant

view of the Richelieu river, its vai]ey and Mont Saint-Hilaire, which
is silhouetted against the sky. The Tlandscape is %“gnedxby nrey clouds
above and on both the r1ght and left sides. The c]Zlds a]se appeer
behind the heads of the f1gures of the f1rst plane, thereby un1t1ng

all three planes and facilitating the trans1t1on fromione to another.

In the same manner, the forms of two ange]s (]eft and Y1ght over]ap both

AR
the second and third p1anes creat1ng an un1nterrupted 1sua1 transition

between the two planes.
" A white-robed Christ is presented in the contraposto position

with up- ra1sed arms and hands, in the attitude oﬁ Blessipg, in the centen
of the third plane (from the upper torso of the two angells, left and rlght,
to the apex of the po1nted arch of the canvas). An arc |from His left
shou1der to His left fgot s created by the sweep of drapery, accentuating
His upward mqvement. The space surrounding Jesus is painted a lighter
grey than the rest of the cloud filled sky, with the Tightest area 1ocated
about His head. The aureole of light about Christ's body is employed

for its spiritual abstract effect, is reminiscent of.th

[

mandor1a rendering:
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St-Hilaire: Evéque de
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used in Medieval times. Th ﬁa]mond shape in this canvas is represented

by the combination of 11ght grey clouds and the figures of angels - )
which surround Chr1st{Z/'/: N v .
: . St. HiJary Writing His Treatise '

-

St H11ary wr t1ng His Treatise-is ]ocated above the left lateral

the canvas dedicated

altar. As fhe patron/{Saint of both the commun1ty and its par1sh church
o him is in a prominent place. The literary 1n-‘

spiration for the scefle came from a text in. Leduc's library, entitled

Po1t1ers (315-368 A.D.) written by Gérard Goulet.

"I (St-H11a1re compose son retentissant traité De la
sainte Tripnité que restera jusqu'd celui de saint

— Augustin Tlexpression 1a plus ?rofondeqet la plus

- * complate dg ce grand mystére."

.St. Hilary, rgnowned by Historiansnand tﬂeo]ogians for his : e
persona] campaign aga'nst the spread of Ar1an1sm, rece1ved éven greater

recogn1t1on on being ,c]ared a doctor of the church in 1851 J.R. Ostiquy-

suggested that Leduc mpy have consulted Canon Paul Barb1er s book La

Vie de Saint-Hilaire. Leduc stated:

i The artist left nothin

_century A.D.

"Saint-Hilajfire, auteur de pTusieurs ouvrage depa]émique,'

est surtout|irenommé par son fameux trafité de la Ste. Tr‘inité."3

-Documentation proves that every detail-was studied carefully.

to chance or spontane1ty An examination of .

his notes contained on- bne, page, revealed the obJects, f1gures and colours

are symbolic, and that §it. Hi1ary's garments wereqautheﬁ?ﬁb\xo the 4th

) i
&t -Hilaire," Messager Canadien Du Sacré- -Coeur, .
es historical 1nf0rmat1on about St. Hilary, undated.

]Gerard Goulet, "Sa
p 24, Goulet's text rel

205t1guy, 1974 p. 1P3.. See also Pau] Barb1er La V1e de Saint-
Hilaire (Paris: Poussielglie, 1887). . .
SAN.Q.M., bTocoA. | ¥ . .
T . ~
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Leduc descr1bed the scene in the following manner /f ' . ;'
s ! N I“ N 1!“
"Eléments du tableau -Saint- H11a1re revétu d'un- ‘-
costume d' eveque porte la Mftre de forme particuliére
' 8pre 2 1'6poque oli i1 vivait; commencement du
] siécle. Sa crosse est deposée a ses pieds, sur
un coussin. .
N Le saint evéqne est représenté écrivafit sous le dictée’ -
au plutgt inspiré par la Religion ou 1g Foi. Symbo11sée
par une figure, d'urenoble femme portajt ‘une croix,
maniére classique qe la représenter.
“ Au haut du tableau est visible la trés Sainte-Trinits '
‘le Pére et le Fils sous forme humaine, le Saint Esprit, i
unecodombe planant. Ils sup?ortent le Globe Terrestre,le ..
vérifiént et le conservent." : . : -
~ A . , - . .
Structural qualities: ‘ o o - 3
Ledue diﬁéded his canvas (fi;f“gg) space into, three pTanes. In
the first plane, he chose to depict St. Hilary seated at a desk composing I g
his treatise. The shallow foreground is arranged with various sfi]]-‘ ‘ 1
'1%fe objects (s;acked books, a white 1ily in an parthen jar, St. Hilary's - ,:
cros%er, p]éced dtagonally, }esting en a cushion,wooden desk and chair, " '
and the stone floor), which allowed Leduc to explore their individual . .
. £
surface textures adding variety and heightening the decorative effect.
These carefully, érranged still-1ife objects in the shallaw foreground
serve another functﬂnlﬁn facilitating the ggtrance into the painting ° T

oh a diggdna] line fron left to right. ;The first diagonal islcreated

by the crosier, whic extends from the front Teft to the right background,
resting-on a blue ve]vet cushlon(tr1mmed in gold with a go]d tassle r

at each corner) and directed towards the earthen Jar containing the 1ily. | ;

Paralie] to this diagonal, but deeper into the Canvqs is the

' \ » 4
second diagonal 1ine created by an arrangement of books. This diagonal
) A.N.Q.M. bl c9A. "~ | ', o ' - ’\ ‘
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‘ feha]e figure holding the cross, squg]izing Faith or Religion.

~ 137

can be traced by fo1]ow1ng the 11ne from the books, through the part1a11y-
tumed chair and bo@y of St. H11ary. The f1gure of St Hﬁ1ary is smooth]y
;integrated‘with the rhythm of the classically clad, elongated, female '
ftgure holding'the cross, which leads further into the background, fin-
ally ending in the ‘gesture of her raised right arm and hand directed

to the figures of Christ and God at the top of the canvas. The demark-
ations of the stone.floor at the bottom of the canvas help to arrange °
tﬁe space, ano function to create recession. A

) The seoond level is the space represented by the t]oéting,'
She
stands midway between Heaven and Earth, 'the place inhabited by the

meSSengers of God who impart His WOrd ‘and inspire mankind.

The third'leve1 ts located just beneath the apex of the canvas,

" an area occup1ed by the seated f1gures of God the Father, Son and Holy

Ghost dep1cted in the form of a Dove (Tr1n1ty) *They are the focal

point of the upper region of the canvas (representing celestial Heaven).
N '

Thé clouds,” a variety of forms, -upper torsos and heads of angels almost

encircle the figures of Christ, God and the Holy Spirit.

! ,A11 three p[ehes are united by\the ghey tonality of the stone
floor tiles “in the foreground spaoe and_the backgrouno:hal1 of 1ow ‘
flying, grey‘c]ouds, which touch the fioor, funotion as a backdrop, or\
foil for the foreground figureé. ’

The still-1ife thjects synbolically represent the scholarly ’
and religious character of St. Hilary (the books, crosjer, quill ahd
parchment scroll, etc.). The 1ily represents: |

“Un symbole de“son ardeur a défendrela Fot—est indiqué




par une p]ante'p]uﬁrie et l'arum.“l
The 1ily in the jar also répresents the unity'of‘the spirit
and body. Although the colour scheme and spirit are quite different, the

" arrangement and organization of space are réminisqent of the St. Gregory

2

canvas“by Frangois Beaucourt at the church of St. Anne de-Varepnes,

Where Leduc had worked as an apprentice to Adolphe Rho, executing minor
decoration. This canvas may have inspired him, however, Leduc chbse

the facia] type for St. Hilary from a canvas; presently unlocated (ca.

©1891) entit]ed St. Hi]a}y Raising the Child Who HadoDTed Without Baptism’.3
The att1tude and facial expression, and pos1t1on1ng ‘of St. .

Hilary's hands contribute to the mood of quiet contemplation evoked
by this—work. . The colours of the garmen%s also contribute to the charac-
ter of each figure. Leduc Stated that the clothing colours were symbolic

..

(See Chapter 6, section G, Colour).

St. Hilary's robe 1s mostly golden yellow tr1mmed in green
sign}?W1ng his gltory and hopé. - His reqa] attitude is a]so aided by the
‘ked and purple co]ours of the Tower part of h1s robe.

The allegorical female figure is c1aq‘in whife and b]ue symbo]iz{ng
her Faitﬂ, Innocence and Virtue. This figure of divine inspiration close-
Ty reSemé]es a graphiié'drawing Léﬁuc executed while in Paris, 1897 (es-
pec1al1y the facial features and the upra1sed arm of the nude fema1e

f]guré study)

TA.N.Q.M. b1 cOA. ’

2Made]eme Major-Frégeau, Ld Vie et 1'oeuvre de Francois Ma]gpart de

" Beaucourt 1740- 1794(Série arts et métiers, M1n1stére des affa1res cuT‘hreT]es,

1979}, 111. 31, p. 127.

30§t1guy, 1974, see cata]ogue entries no. 4 & 5, p. ]9, pp. 111;1]3.
4Lacrm’x, 1978, see catalogue entry no. 8, p. 23. - '
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. Died Without Baptism. In contrast to the younger, round-faced Saint of

. : : 139
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Preliminary Drawings:

i

Several drawings exist relating to the St. Hilary Writing His

Treatise canvas. There are a number which pertain to individual elements,

<

- specifically hand and facial features (See figures 23, 25).- In the

hand studies form is iﬁdicated by graduated shading, which creates the
¢

roundness and plasticity. These detailed drawings show greater fgfinef

merit than the hands rendered in this painting. Leduc outlined heavily‘

" nnae bt £ g Jamiatt R e T T

his figures in the 01l on canvas works , with less attention to the carefu]

mode11ng which is found in his preliminary stud1€§*£or separate élements

et e

The exposed parts of the human body were ‘executed first, as 1nd1cated N
in photographs of . the sgm1-f1n1shed canvases (f1gs 26, 27 28, 29)
Besiaes these sketches deyoted to debicting hand and figure
studies, a highly worked up ‘compositional pre]iminary drawing indicates
only minor changes wére made in the canvas from th1s final drawing.

In the compositional sketsh (f1q 24), wh1ch is squared off with )

//a gr1d system for transfer to the canvas, the most significant chanqe

was the altering of the facial characteristics of St. Hilary. It~
is obvious from the‘drawihg that Ledue used a modal to obtain the desired
pose, however, in the finished canvas he reverted to the facial features

I ] ,
(fig. 25) he had executed for the ca. 1891, lost canvas, commissioned by .

Saint-Hilaire parish church entitled St. Hilary Raising the Child Who Had

the finished sketch, the 01der; aquiline.nosed, thinner faced Saint,

evokes an air of-sagacious contemplation. The rega} head in pOirted ‘ K é
mitre, slim, e]ongatad\ fingérs and hands suggest a gua]ity of aesthe-
tiE‘refinemeqt» | | R ; S

%,

Leduc used a model 'to attain the subtle body‘contours. A close *°

.+ examination of the lower extremities of the figure of St. Hilary, in the

AY



. M0
sketch, shows:the diaphanous drapery over the 1egs, indicating Leduc's
technique ofJaaapting drapery to a nude study. ‘

~ The ihdividua1'hand studies for the figure of St. Hilary show
that Leduc originally conceived the Saint ho]dinj the writing instrument
in his Teft hand-(ftg. 23), and in the compositiona] drawing the distance
between thumb and forefinger on the right hand is too great, to hold

&

1 . , ¥

a quill. . ! , | | . N
The'only other change involves the decorative carving on the
side Of St. Hilary's wooden desk. The drqwing‘ihdicates twao rounded

’

arch dasigns whereas Leduc chose -to depict an heraldic shield beneath

an arch open1ng

v

In the compositional sketch the two centra] f1gures, St. Hilary
and_the a]]egor1ca1‘f1gure are rendered with more deta11 than the
rest qf the drawingi eat attention is placed on the sheding of the
xgowns. Both figures stand out from the background'through use of heavy
and light peeZ?ﬁ strekes. A subtle arc is formed through the body

of St. Hilary and figure representing Faith or Religion. This accentu-~

ates an upward movement, enhanced by the attitude of the figure of Faith .

and the rendering of her garment. The figures in the upper part of

3

the draw1ng are outlined with subtle shading created by th1n, de11cate

strokes The bu]ky, symbol1c c]ouds are executed by thick, strong Tines i
*

’ _wh1ch create a depth and rhythm through parallel, controlled, consis-

tent,11nes running in the-same direction. Darker shadows beneath the desk

, of_St.“Hi]dhy are indicated by‘é mu]tip]icity of crossed 1ines.]

]Leduc may . have consulted G: E H1cks, A Guide to Figure Drawing
" (Londorrz George Rowney and Company, 1853) especially the chapter entit-
led Principles of Light and Shade, pp. 14-20, as it was in his Tibrary.
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b

Assumption of the Virgin '

The Assumption.of the Virgin is the most celebrated canvas (fig.

30) in St-Hilaire church. This religious comppsition has been writteﬁ
about and fianduced to accompany brief accoé?zs of O0zias Leduc's life

and his art.l

2

Preliminary Drawings:

‘One compositional drawing (fig. 31) with a partial grid sys@em
. confined to the lower part of the sketch has been 1opated, as wef1 as
a number of highly finished sketches of}individua] details (six), such
as: thé hands of ange]g (holding ribbons fig. 32'énd°p1ayiﬁg a guitgr,
fié 33); the upper torso of the e]bngated female figure (fig. 34):/
holding the rose at the bottom of the canvas; two stud1es of the facial
features of the V1rg1n (f1g§. 35 & 36); and a study of the Virgin's
. folded hands (fig. 37). The composi tional drawing'depfgts all figures
nude. Leduc varies the‘streﬁgth and width of his~outlined figuresxto
i‘give them form. ‘The arrang?ment_of the figures in iheir final positions
.15 identical ththe'final canvas, with exception of a figure mq&eq from
the space betﬂeen fhe Virgin's cloak and the 1yre.p1a¥er (in the
compositional drawing) io just behind the lyre p]ayer (in the canvas}.;
The change makes for” a more harmonious, t1ght1y kn1t twosome beneath
the billowing and f]ow1ng canopy-like cloak of the V1rg1n “The draw1ngs
of individual details 1ndicate Leduc's: ab111t{"ﬁor hand11ng 11ght and
shade, the modelling of" hands, and faces to evoke plasticity. ‘
Canvas (fig. 30) '

The Aééumption of the Virgin canvas.is Totated ébéve the altar

- WSee Critical Literature.
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of the canvas are the same is St. Hiﬁarf\writing His_Treatise, with only

. . 142

dedicated to the Virgin at the right front of the church. The dimensions

1
‘

The Ascension and The Adoration of the g&gi,]arger.
; L J— Y

In a brief analysis of one of the prejiminary drawings for the

Vi(gin,.Ostiguy stated:

"The first, apparently,was a full-Tength study in
which the head was barely sketch® (fig. 31). The
second (fig. 35) and the third (fig. 36) were portrait
studies, for which Leduc's sister, Ozema, may have
posed." ' . : e
Ostiguy's assumption that Ozema, Leduc's youngest sister, was
the model for the Virgin's face and head was correct.2~
fhe first rendering of the facial features of the Virgin was

executed in charcoal. This portrait-like rendering (fig. 35) of Ozema

" is the most realistic representation. Her hair is drawn back from her

face exposing her ears and brow. Her large eyes, 1ook upward in an atti-

" tude of reverence. The charcoal strokes accentuated by the ekquisite

mode1ling of 1ight and shade give the face a p]astté{ﬁy.“

The second portrait study (fig. 36) also rendered in charcoal,
comes closest 1nlattitudé, mode11ing and head positioning to the completed
canvas. This drawing refines the facial features of thé model, in *
contrast to the more realistic rendering of the previous qnef The hair
is portrayed as long and 1oose1y waved, framing heriface with softnéss

which adds richness to the entire drawing. The head position and atti-

tude give a greater sense of relaxation when compared to thé.first drawing.

“This is reflected in the face as the mode111n§ shows less contrast of

]Ostiguy,q1974, catalogue entry, no. 15, p. 125.
2Lacroix, 1978, catalogue.entry no. 10, p. 26. The inscription ‘in

Leduc's handwriting located at the bottom right corner confirmed that

the model for the Virgin was:his sister Ozema.

/

MHoesr m mn ot mmn 7 et M cniam &

P R U

L e i B Dt W e T S At et B e A T
- .

Tt e e




- C

‘ . 143

- &b
Tight and shade."This‘gradaEion of light is ]esshgévere adding to
the softness of the overall impression. Hé} nose has been shortened,
lips made fuller, s]jghtly parted with up-tﬁrned cornefs, giving her
a youthful, more 1pnocent air. At the same time evﬁking gn e§préssion
of inner contentment which Leduc soyght to exhibit:through‘the render-
»ing o% theeV1rQ1n;s face.

’ ‘Osﬁiguy Qrote:

"Leduc's cdnsuﬁate c%aftnanship - his ﬁasterfu] use

of shaded line, light hatchings, and a scumble techniq*e
mated to the very texture of the paper - is striking."

st

These are the techniques which Leduc used so successfully.
Photographic evidence proves that ‘Leduc tacked (attached) the highly
finished preliminary drawing of idealized features, in this é::g}\\\

the head of the Virgin (fig. 36), to the upper right corner of the

canvas.(fig. 38) for quick ‘access and referral when refining her featires-

Another photograph (fié. 39) taken in Leduc's studio f the Assumption -

of the Virgin shows the painting in a state of semi-co pletion, again

réiterating his working method of finishing'the exposed\parts of the

body first, such as the facial -features, hands and feet, ‘then concen- .

trating on the garments and decorative accessoriés which ¢ mp1émented
the 6vera]1 design and heightened the viewer's intérest. |

. As well as\showing the partially finished canvas with grid
system, this photogrqph jndicafes tkat a changé was made to the pro%i]e
figure in tﬁe bottom left corner of the paintihgl In the unfinished
work, the features are more generalized sim%Tar to Leduc's angels, how-

-ever, in ‘the final rendering the angle of the head has been modified to

¥

I

JOstiguy, 1974, catalogue entry no. 15,p. 125.,
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assume a more natural attithde and the features are more individualized

~and portréit-]ike»(ﬁg. 38) in the completed canvas. The facial features

of the female figure in the 12)wer left strongly resemble Marie Louise
Lebrun Cappello, Leduc's ‘cousin, future wifé, and the widow -of Luigﬁ'
Cappgﬂo with whom Leduc had‘apprentgi ced as a young artist.] S
Otheir important information provided by this visual document .
(photograph) are the dates printed on the .imused parf of the :finished
~ canvas (fig. 38); right - 20 Aout '98 and left 12 Oct. '98. The first
photqaraph of the uncohp]eted canvas (fig. 39) does not'bear the "12,

Oct; ‘98" date on the Teft'side, so presumab'ly the canvas was executed

between those dates.’ :
In following the evolution of a preliminary drawing to the
can\ias, Ledpc moves from his 1ife model to a purity ‘of abstraction and

idealism which conceals Ozema's real por"crait.,' The focal point'of the

canvas is the face of the Virgin, in itself an idealized icon of dévotion

'and faith., It's 1'ni:er'est is derived not"orﬂy from its emotional impact
as a rep"reséntatiori of a type of human beauty, but also from the formal
aspects of the pailnting.,v The face is the ]a'rgest area of very light
co]odr in the composition, a gr‘ada‘tiona1 crescendm of dark to light,
leading to the head. In terms of- des1gn, it is the apex of a tmancle,
formed by the hnes of the V1rg1n 5. ;ar*ms The head is the area of

max imym 1nterest and the chmax of the composition.”

' The head and face were reused by lLeduc ca. 1943 La Tete de la

'Vierge.3 A profile rendering of the samé. features canA'be seen in Mary

"Lacroix, 1978, no. 9, pp.24-25; no. 12, 7. 29.

21t is difficult to Judge if a date is mstmbed on the left side
of the unfinished canvas (f1g 39) as there 'is: glare.

305t1guy, 1978, no. 77, p 187. .Leduc also 'used Ozema as the mode] for

La Liseuse (Musée du Québec),.ca. 1894, and Seated woman_in. a Landscape,
ca. 1930, see Lacroix, 1978, fig. 45, p. 82." .
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/ ' T, LT
o ST Magdalen in the painting Christ in the House.of Simon (fig. 40) and in the

. small oil on canvas meda111on Head of An Ange] (fig. 41) both in St- H\1a1re

church. ) ‘f o f

There is a cdlourjgra&ation from dark to light with a gradational
‘clwmax toward 11ght as the eye moves from the rich royal blue of Her

e cape Tined with gold to the aureole of-l1ight about Her face. , Leduc

used rose, green, and golqen yellow a; the colours for the eres'of

the angels. These harmonious colours and their 119hter‘tones add to

P
L X

= o the decorative.quality and attempt to create through suggestive colour,

a celestial beauty. -/ 1 "

—
-

Structura]]y,.the viewer is led into the composition from the
Tower left corner of the canvas, occupied by éhree female heads, -
H//\K | © 7 their glance i;\mﬁrrored by the th angels, one playing the lyre to
| \ | | the Viﬁgih's left, creating a diagona1 1iﬁe that passes through the
" two roses held out by the two elongated female figures (angefg). These
two_forms paré]]e] the diagonal, thergby reinforcing its direction. The
glance of the angel holding the roses creates.another diagonal line, .
fhrough the 1ower pértlof the Virgin's swept drapeny to the group ﬁf
angels to the Virgin's right, uniting them not on]y by att1tude of
head but a]so tone of garments ' ‘
‘ ;t is through t?g groupﬁné'or mass%ng of figures, empty ‘areas’
./. . of light c?ouds, darker and 1ighter tones of\c]ou&s, that Leduc creates
“ patterns and Heightgns the viewers 1nterest~thfbugh tactile values. ‘
* .In the overall design of tﬁe compqs%tidn, the‘trahsitién from ‘
1érge shapes with long lines (lower area) to.the small shapes with S

shorter Tlines (upper area) is handled well. The lower right section of

the canvas‘is occupied by two heavily robed, elongated "Manqerlst"

oy
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female fﬁgures representing angelsﬂ] Their diagonal placement and
the bulkiness of their garments create a sense of weightiness and down- -

ward movenent, accentuated by the silhouette of Mont Saint-Hilaire both

‘below and behind the two figures.

The area above these figures, below the Virgin'at Her feet, is
a ligﬁt, cloud-filled transitional space from the earthly realm to

Heaven. The upper two-thirds pf the canvas emphasizes the upward move-

ment of the Virgin, surrounded by the ghalf-hidden wingless angels (nine -

signifying the nine choirs gFamgeds) enveloped in the clouds, heralding
Her heavenly a‘scent,"in a & of music and song. Two play '
musical 1‘nstru'ments,2 he lyre and geitar while ethers contemplate Her
escension} two -hold scrolls perhaps 1nscr15ed with musical notes or songs
and yet another disp]ays a garland of pinhk roses, e]1uding, perhaps

to the Virg%n of the Rosary. k .

The angels create the illusion of phy§ica1 support by their
arrangement above (ieft and right) and beTow (left and right) as"thoﬁgh
1ifting the Vlrg1n through the earth s atmosphere to her lofty pos1-
t1on in Heaven
’ The angels wear their;hair drawn Beck,3 saveral with ribbons

about their heads,.remihisceﬁf of the ribbons worn by the victors of

Classical Greece and popularized again in the late 19th and early ‘

]One figure takes the attitude of prayer hands together and c-
" head bowed. The study drawing (fig. 42) was re-used for this ange]

and for Mary in the Death of St. Joseph canvas.

,2Mus1ca1~1nstruments~p1ay a large part in the early work of Leduc.

See Ostiquy. Still-Life with Violin-: (1891), no. 6, p. 114; Child

With A Piece of Bread (1892-1899), no. 9, pp.118-119.

3S1m1]ar treatment of the two evangelists hair style, St. John
and St. Matthew.
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i)

ZOth centur1es, especially in portraits .of. young women .
The contraposto deportment of the Virgin a]so contr1butes to
Her upward ascent. Below the wqist, the-relaxed-left leg of the Virgiq
'protrudes, from under Her white gown, caus1ng a man1fo1d p1eat1ng
of the robe, on Her rIth s1de
" ‘ This creates an effective uanrd sweep of,drapery in aﬁ'arc
. from Her exposed right foot to Her waist. fhe éttitude of He}
f1gure] is strongly reminiscent of théd;]aSSWCﬁ] female f1gures person~
ifying victory (N]ke), re-used cont1nuous1y fﬁ?oughout hlstgry for
exp]oitqtion of the deqoratiVe possibilitieswof diaphanous drapefy
_-over form. I 13; | _' ST )
The. lower parts of this éanvaf were re—uti]izgd and intearated into
‘other religious compositizns in subseduent cémmissions For examp]e” cg

the group of three female'heads in the lower left corner of the sumg-

»L.-..,..

Lion of the V1rg1n was re-wonked in the 10wer left corner of @Quronnement

de Marie dans le ciel (ca. 1905-1906)'at Saint-Romuald de Farnham (Qué- ‘

béc).% The entire lower section of the Assumption of the Virgin, the
. . ‘ .

\

three female heads and:the ‘two elongated figures were re-used at Notre- .

. Dameﬁde-Bongecours, Montréal.(ba. 1908-1909) in the canvas- Couronnement

_de Marie dans le ciel (fig. 43).

‘ ']Leduc used the pose.for the angel carrying the cross-in the
canvas St. Hilary Writing His Treatise at the St-Hilaire church;

Christ in the Ascension; angels (Teft) din.the Adoration of the Magi; -
and for many figures in subsequent commissions, for example,

Ostiguy,. 1974, i11. 13, p. 205 , The Promise of the Redeemer (1917-
1919) for the church Enfant - Jésus de Mile-End, Montréal.

2A photograph of the work (fig. 44) partially completed shows the
general design was inspired by Velasquez The Coronation of the Virgin .
" (the lower right $ide of the unused part of the canvas is- inscribed
_Velasqugz). See José Lopez-Rey, Velasquez: A Catalogue Raisonné of his
Qeuvre (London: Faber and Faber, 1963), plate 113 (p. 70), p. 129 and
plate 168 (p. 110), p. 130. L

@
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Leduc stated that he had been 1nsp1red to pamt ﬁfty s1x .

| .
! . pamtmgs devoted to the 1ife of the Virgin dumng his career. .

\ . . * "La liste des.peintures concernant la Ste -Vierge. 56
~ peintures, 1nsp1rées r6le que tient la Ste-¥ierge ,
dans la Vie et 1'Histoire. Un certain nombre de ces
pemtures ont la Vierge representé&e participant a
" des scenes seulement traditionelles ou historiques ,
‘. ou bien erllcore comme une présence - oeuvres purement . ‘ '
# idéales." . : .

o .

Leduc wrote a poem (unaated) entitled. "Assomi)tion " which
glorifies and synthesizes the idea of complete abfandonment in God's

love and beauty.? i . : .o ,

/(’\ . ASSOMPTION
Q - .

En mon envol : ‘
Tout au long de Ta réute S
. . ou je montais .
Cy o pour.aller a Dieu
: le coeur et 1'ame éblouis
1'Amour et la Beauté
. mont suivis
v , Et.personne ne se doute
) : . que de vol en vol ,
. ° . Emue d'amour, de beauts .
" je suis parvenue
. vers qui, tout mon &tre s'élance
“Paur en~fin de route
au bout du désir
au plus haut des cieux

- andantie \ Coy
voir, les bras ouverts \ . ;
Cefui qui, a Tui, m'attire - ~ p
Le séul Dieu ” ’
Le Dieu d'amour et de beauté
Mon Dieu - * o
Oh: en Lui m'y abimer ' \_.—
. En mon envol - -
' Mon Envol! -

]A.N.Q.H. b7 c¢122. Letter from OQL to D. Gauvreau, Laghine, April 1§54.

2A N.Q.M. b2 c15. The poem "Assorption" was published in \Qrts et
, Pensées ima?- uin, no, 17, 1954), p. 30.
. ’ M . See-also, Robert Service, The Complete Poems of Robert Service (New
' I

Dodd, Mead and Company, 1940), p. 3/. Service mentioned the \
"Wirgin of St-Hilaire" in his poem My MadMna.
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Preliminary Drawings:
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SEVEN SACRAMENTS

£
m of Christ)
in the House of Sion)
r at Emmaus)
ntecost): L
ge of the Vi rg1n)
st Giving the Keys to'St. Peter)
Death of St. Joseph) -

Baptism (Bapti
Renance (Chris
Communion (Sup
Confirmation (
Marriage (Marri
Ordination (Chn
“Last Sacrament

e

Baptilgsm of Christ

ished canvas. A1l the ot

final compositional posi

of Christ - a nude front

His cheet, Teft hand han

e
s

One is a compositional s

Christ and St. John the

Three preliminary|idrawings for this canvas have been located.

\

tch (Fig. 46) with outlined nude figures of
ptist arranged as they are found in th’e fin-
er elements are lightly outlined in their

n (dove, forms of background. trees).

fnother sheet (filg. 47) contains three figure studies (two

N\

; ie'gs close together, His right hand on
\'v

ng by His side; and a mannequin,in profile

in contapos to stafice with =both arms bent so as His a:)hs are placed

across the chest.. A mann qﬁ_p study of St. Joh,n the Baptist is in

the. same stance adopted f

tioning of the left arm)v

r the canvas with the except1gu7€f the posi-

i
|
i
'

1th shading to indicate three-dimensionality.

The third sheet f1g 48) dep]cts a h1gh1y shaded drawing,-

particdlarly with respect to the nude f1§ure of Christ and the back——

gro'und 1andscape The treatment of the clothirrg of St John the Bap- ..

tist s rendered w1th ess shading.

|

-

Canvas (fig. 49)

‘The scene

'
i
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"where the short—haired, bearded, St. John the Baptist, cousin of-

%

m1dd]eground _Christ, holding logsely around him, a white draper:}/,,.__f_f,d
éfénds in a shallow stream scattered with pebbles and rocks. To #i

3

|

s . : |

Chr1st performs the Bapt1sm ceremony. The two figures stand in a - C
|

1eft, John the Bapt1st in contrast is dressed 1n a brown, animal skin, \\g‘
“ -
stands on the rocky embankment slightly elevated above the f1gure of oo

N -

Cq:1st, whose hands are crossed over his breast, a sign of reverence ’ |
and quiet contemplation of the sacrament of Baptism. St. John's L | BE
right armlis exten3Ed end holds over the head of Christ an open she]f—
like container out of Which flows the holy*water upon the head of .“ N
Cheist. The left hand of St. John is held to his heart. The Dovezgf

Peaee'and symbgl of the Holy Ghost flies above Christ's head.

e . and, To the heavens were opened unto him, and he
saw the Spirit of (God descend1ng 1ike a dove, and 11ght1ng
upon him: And 10,\5 voice from heaven, saying, This is my

beloved.Son, in whom I am well p]eased“ (Matthew 3: 13ff) : ’

The forest setting, with the maple trees and silhouette of ' 3 )

Mont Saint-Hilajre, creates a sense of p]ate"dhd local quality which

makes the scene rea]iz;j?»%o the parishioners} The soft tones of eve-
ning tw111ght filter rough’théﬂhackground lTandscape. The realistic

o

‘and decorat1ve dep1ct1on§&f natuyre adds to the credu11ty of the‘§cene ' L
cution/ of smai] deta11s is conv1nc1ng1y created

The careful exe
by Leduc and is reminiscent of his early still-life works, where trompe. . i

1‘de11,gechnique was successfully exploited. Besgides utilizing re]eted

-

ot 3T ot
[

colour tones for the sake of harmony and unity, Leduc integrated thsjfi

contours of his main figures and ﬁheir forgércompﬂementing those of

nature. ) . . ‘ 0

. il

: 2 . B
For example, the two ‘elongated figures, Christ and St. John the #

Bagptist, combined with the long, s]ender, abstract Eeple %rees‘;einforce

. ’
-
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~ the oVé?a%l\§ghse of verticality. Both Skrist and St, John the
P 3 , - :c

Beptisx (fig. 50) are outlined strongly, particularly with regard to
their exhosed members (hands, arms, 1egs.ahd feet).

The area 1mmed1ate1y above Chr1st s head (fig 51) indicates
.3 re-work1ng The space has been overpalnted to modify the shapgeand
s1ze of the head of Chr1st . , : ; /////////
_— Leduc certa1n1y examined c]ose1y the rendering of the same/igb///
ject by Joseph Légaré ca. 1828 at the Parish Church Bécancou Québec.2

.
Leduc had apprenticed at the strd1o of Ado]phe Rho, in §é ancour, where

s
g

" he executed, ca. 1890, the work

The Baptism of Christ, now in the

‘ church of St. John the Baptist in Montana, Jerusalem.

Also known to many Québec artists, through engravings, reproduc- ‘ /}//

tidns ahd actual canvases was the work of Philippe de Champaigne (1602-. yau
e . s ‘u f

1674) ‘whose painting The Baptism'of Chpist (fig. 52) with its rea11§y; e ”é ‘

somber tones and_organ1zat1on of space,&s_s1mi]ah to Leduc's composition.

e et = e

Christ in the House of Simon

Pre11m1nary Draw1n9_

A number of highly f1n1shed sketches of 1nd1v1dua1 deta11s such

.as the Teft foqt((fgg. 34) and head and upper torso (flg. 33) of Mary
. T o o o &

e ¢

»
PRI VIR - S P PR Y

]There is. no mention of any changes to the fifteen canvases i !
during the oric inal decoration- pPOJECt 1896- 1900, nor in the Da11y
Journal of the 1928-1929 Restoration, so %he mod1f1cat1on was probab]y

e

SRR

,done before installation at St-Hilaire chirch 1896- 1900.,

- Z30hn R. Porter, The Works -of Joseph'Légaré, 1795—1855 (Ottawa:

“The National GalTlery of Canada for the quporation of the National .
Museums of Canada, .1978), no. 100, p. 117 - . . -

3Bernard Dorival, Cata]qgue Ra1sonné de 1'oeuvre-de Ph1119pe de /

‘ Champa1gne, 2 vols. (Paris: Léonce Laget Librairie, 1976¢¢see fig. 1639,
p. ZBU. o " . . , ‘ N t
\ . ‘ . [ ' ' i
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one compositional 1n§ related to this canvas. In the mepositional
: (fig. 54) the outlined figures are nude studies; integrated
L'into a highly shaded and different bachground,rendering. Conparing

’:this compositional sketch with the canvas, Ledue has strengthened his

presentation of this scene from its original cpncent. He has elimina-

ted the standing male figure on the left side in front the open door;'

placed another figure (second from front -1eft) in profi]e.
The knee11ng, out11ned f1gure of Mary Magda]en, in the drawing,

’ turns inward fbward Christ, whereas in the canvas she 1s,represented

in profile.  The. right hand and arm of Christ in the dvawﬁng is weak

in comparison to the strong gesticulation of the canvas.

The mafor changes in the background from drawing to canvas are

~the replacement of a rounded, arched doorway (1eft) with a cross- -

~ " beamed doorway in the canvas, and the hetal elimination of a background

\
‘landscape, over]odk1ng Palest1n1an bu11d1ngs, through a. w1ndow frame,
with a h1gh1y decorat1ve tre111s'ehtw1ned with v1ne By enc]os1ng the
scene with a stone wall from wh1ch hangs a tapestry, Leduc creates a
g more;1nt1mate and tectonic compos1t1on,
Canvas (fig. 55) - : . *
| "And , behold, a woman in the city, which was a sinner,
when she knew that Jesus sat at meat in the Pharisee's
house, brought an ‘alabaster box of ointment. . And
stood at his feet behind him weep1nq and began to
wash Qs feet with tears, and did wipe them wtEn
the hairs of her head, and kissed his- feet, and
anointed them with the ointment."™ (Luke 7: 37, 38).

This canvas, located opposite the p ulpit, is the widest composii-

.7 tion in the nave w1th the: except1on of the Assump tion of the Virgin and

St H1]a417wr1t1ng His Treatise. Because of |the greater w1dth the

f1gures are arranged deepet in the m1dd1egro ndvspace than the other

-
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canvases in the nave.

Around a circd1ar'table,‘cdvered,with & white c]oth,lsit :

N

Chr%st énd three men. Christ (rigﬁt)'faées the two men (1eft), al

ke .o

- three are rendered in pr0f11e and another man sits, facing the v1ewer,

LT

in frontal pose To Chr1st s-right, is' the knee]1ng Magda]en, in
profile, w1th her left hand placed on the open- 11d o1ntment vesse1
Christ motions toward Mary Magdalen, a]most touch1ng her forehead,*

]

with his right hand, extolling her as the exemplum virtutus to the thrée

other men with whom he is speaking, -

In the f1ght background is the Magddien's sister, Martha,

. who carries a bowl, symbolic of her domestic qué1ities. The strongly

v
'

outlined figures are united by gesticulation, pose and attitude of
head. The forms of the seated Christ and the kneeling Mary Magdalen

f10w,1nt6 each other like a backward C motif. Complementary to the

arc of the Magdalen's head(:/hair - robe (pale yellow and green symbé-
“1121ng her glory and hope to sinners) is the §tféigh£“]ine of the chair

at- her bask (right middleground). — L

: En@rance into the painting may be” from either left (by the

. repoussoir created by the seated man) or on the right (pﬁrough'the'

‘ bu]ky'overfgarment). ' | ' ol

-

répoussoir of the empty wooden cmejr and the extension afﬁthe,Magda1en 's
. : \ iy ) e
The. five middleground. figures are'gymer-connected by ‘their

arrangemeﬁt on -almost the same head 1evel within the horizontal ﬁTane.

- Co1our also un1tes the fwgures, with the tona11ty Qf their robes (rose,

go]den ye1low, green) m1rrored in the d1stant twilight 1andscape The
.
grey tone of the stone floor and interior wa11s are found in tbe 1and-_'

scape as ‘well. Here Leduc has varied the spat1a1 1ntrodu;t1on by .using

“
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the grey hexagonal shaped stones,] Their dmportance is tWbfold: first-.

ly, they deliberately demarkate the foreground area to_ajd in perspec-

' tive; second]y, they‘focus more attention on the main scene by their °

OWIT 1ack of, 1nterest1ng space.

" The background stone wall is en11vened by a 1arge decorat1ve

1

,tapestry which is hung. from na1ls or pegs. It aids. to f1atten the

interior space. The decorative f]ora] and vegetal mot1fs re- 1nforce
the Eastern quality of the compos1t1on The exact pattern has’ not"
been found in any of the books Leduc had in his Library, however},the
designs do resemb]e a number found in those books. 2 |
To the left background is an open doorway which leads 1nto a
tWilight 1andscape, revealing the local, geograph1ca1 elements of -

Sa1nt-H11a1re, such as, the maple tree, its 1eaves, and the d1stant

., Silhouette of Mont. Saint-Hilaire against the horizon The table is

set for the even1ng meal, covered in a white cloth on whith is centered

’\
A} l"

a large p]atter conta1n1ng a loaf of sl1ced bread’ and at each p]ace is
a p]ate and part1a11y filled glass ho1d1ng a golden 11qu1d . The de-

p1ct1on of such exqu1s1te]y rendered still 1ife obJects recalls Leduc's’

own pre-occupation in the early 1890's with pa1nt1ngs‘devoted exc]us1ve-

1y to familiar obgects of his rural cultural milieu.

]Hexagonal shaped stone floors were popular and very frequently

used in .Victorian paintings. See, Julian Barnard, The Decorative Tradi- .

tion (London The Architectural Press, 1974), pp. 50-51, fig. J4.

. dA N.Q.M. b9 c9, Mode]es de broderies .et applications (Paris:
H. Laurens, s.d.). Sée also Ostiguy, 1973, p. 223; William James
and George Ashdown Audsley. Polychromatic Decoration as Applied
" to Buildings in the Medieval Styles (London: Sotheran, 1882). Or ,
perhaps‘ﬁe was inspired hy a textile design he saw at Luigi Cappello's.
* School of Tapestry Painting, in Montréal at Stud1o 27, 17 Place ‘R\*\*
d' Armes. See A N.Q. M b3 cl4. A
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.(Mu$ge du Louvre), when he.visited Paris in 1897.°

AN ’ ’ ]55 ) '

~. A ' - . ot
The model for the Magdalen was Leduc's youngest sister, Ozema,

k)

who was known for her Tuxurious, long, auburn hair, an attribute

commonly used in the dep1ct1on of the Magda]en T

The kneeling pose of Mary Magdalen had been ‘a ‘popular att1tude

L\ der1ved from that SUpposed1y f1rst emp]oyed by the Do1dalsas of B1thyn1a, '

© a He]len1st1c scu]ptor of the Ear]y Pergamene per1od for his Crouching
. Aphrod1te. This knee1ing pose was used repeated]y in the art of all

s Y
periods. It is possible, Leduc had been inspired by the.knee11ng

figure (?19: 56) in Eugene Delacroix's painting La Prise de Constantinople

The seated man to the left middfeground is reminiscenf of the .

figure in ‘the same Tlocation 1n~Moiitor's’La Sainte C&ne (fig. 57),“ ) .

particelar1y'the rendering\and posifion of his right foot and treatment
of drabény covering the beng right knee.3 o v

The simplicity of'afrangement.of figures in a middleground, the
repouesoir of forms; the rendering of end intereonnecting figures by 7 .
gesture and facial expression, as well as six figures (the same number

"in Ledugc's -composition) represented in Johann Hofmann's, Made]e1ne oint

[%d

les pieds. de Jésus (f+g. 58) place both artists, in close prox1m1ty.

\

/J
b

2Leduc Tisted ten paintings he admired in response to the Masters
in. Arts publication request.on September 18, 1906. See A.N.Q.M. b3 c17.
*Eugene Delacroix's La Barque du Dante was included amongst them. See
also, Raymond Escho11er, DeTacroix (Par1s H. Floury editeur, 1929),
Vol. II, p. 272.

: 3Mo11tor s canvas La Sainte Céne was reproduced 1n Le Petit Messager
du Trés Saint Sacrement, in Apr1l 907, p. 105. Although, dating after
the St-Hilatre church comm1ss10n strong s1m11ar1t1es between Leduc and
MoT1tor have been noted.

1See analysis of Assumption canvas. . .o . '

- ’ ‘. ?
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Supper at Emmaus.

"But they constrained him, saying, Abide with us;
_for it is toward evening and the day is far spent.
And he went in to tarry with- them. And it came to
pass, as he sat .at meat with them, he took. bread,
and blessed it, and brake, and gave to them. And
their eyes were opened, and they knew him; and he
vanished out of their sight." (Luke 24: 28ff).

’ -

Preliminary Drawing: ‘ ' ’

" One compositional drawing (fig. 60) has been located which

relates to this canvas. The arrangement of figures in the middleground

_-of the sketch is radically different from the ffnished canvas. The

: three outlinedlfigures are portrayed ag nude studies. Theapésitioning

of Christ's hands (right hand in the attifude of blessing, left hand
ho]ding tﬂe bread is s]ight]y a]tered'f;om drawing to‘finaf canva;),
his frontal pose, angle of head and shoulder 1ength hair remain un- ‘
changed froh this drawing to the caﬁvas. A window frame behind Christ
is found in both this drawing and the canVas:

- The major change is in structure and organization of the two

',disciples at the table. In the drawing, the t ble is placed diagonally

from left to right, at the head of which stands the figdre of Christ.
To His left and right are two disciples seated facing each other an
opposite sides of the table, creating a sécond‘diagona1. Leduc obvious-

1y was not satisfied in organizing the scene dround a diagonal scheme,

"because in the cqnvas’Version he adopted a horizontal axis, parallel

to the picture p]ahe, thereby presenting it with greater clarity and

effectiveness, as well as flattening the spacé.

~Canvas (fig. 61) ’ o

The scene portrays the moment when Christ (dressed in white
undergarment with rése coloured overgarment), whotis blessing the

bread, is recognized by His two disciples (left - green undergarment,

~
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brown overgarment right - rose undergarment blue overgarment)
This narrative compositijon takes p]ace in a-middleground space, in’
which the three figures (Christ - frontal, and the two d1sc1p1es.

left - three quarter, right - profile) interact. The two partially
cut;dff (repoussoir) disciple figures, placed in the corners oflthe
‘middleg;ound facilitate entry into this narrow (width) canvas. The

two apost]es e}e seated at a table opposite the central standing figure
of Christ (one to his Teft the ohher to his righg).

Unity is achieved bx\gesture énd‘att{tude of *head. The ydunger,
black beahded discip]e, seated in profile to the right, leans slight- |
Ty forwerd, turnihg‘toward his ‘companion to his left, to touch the .
“sleeve of the older wh1te bearded, white haired d1sc1p1e who sits
gazing ,e figure of Christ. This gesture between the two men
depicts fam1]1ar1ﬁy and recognition of the Saviour whose eyes \
are rdised to Heaven. “gf ]

The arrangemehﬁzgéf the three figures creates a iriangular
configuration: Above al through the resultant hieratic symmetry it
emphasizes the sacredotal nature of Christ' s act. The head ~of Chr1st-
is the apex\of the triangle and focal point of the canvas. The aureole
of 1ight sdrrounding Christ'e head eccentuaées thelho1y aspect df the

scene and adds a supernatural quality to the-painting. The treatment

, .

and depicfion of the (head, hair and eyes) idealized facial features are’

identical to those'in the/Ascension. The angle of the head, and eyes

are also reminiscent of . the facfa] type adopted for ‘the sp1r1tua1
/ the ssumgt1on-canvas X "
The verticality/emphasized by their bodies is balanced Hy the

content for the Virgin'i

 horizontality represented by the parallel 1ihes formed by the rectan-

gular shaped f]oqr'st es, the placement of the table, the lower edge’

. N .
) : . e e e e+ Ay B i L0 CusesTi e o
S e S e i I N P e e e et ik S et Ap 3
\ -
) . - - i

e



158

of the window frame and the wooden shuttéred windows. The béckgﬁound
space is mostly grey wall surface which accentuates the figure of
Christ and flattens the‘space. .

Movement from the interior setting to an.outdoor view is ac-
cbmp]ishéd by suggestion, throﬁgh‘a narrow opening betweéﬁ the window
frame and brown, wooden shutters. This adds a sense of reality and
credulity éo the scene and creates the 1mpre§s1on of a landscape beyond
the interior 11m1ts of<awe scene, thereby a11év1at1ng tp some extent,
thg.f1atness of the architectonic interior. . The maple leaves, a
familiar, local characteri§tic indigenous to Saint-Hilaire, are sif—
hpuetted against a subt1y,and sensitively rendered eveniné sky.” The
" rustic, rural charactef is stressed a]%o by 'the depfction‘of certaiﬁ
details and the use of colour tones found in the wooden-backed chair
(early sétt]er's chair - [1e d'Orleans) and the s%mp]istic réndering
of the sti]1-11fe'opjects, the goblet, plates, bread: and the white
table cloth.® |

The structure of Leduc's scene is reminiscen® of Pontormo's

.(1494-1557) canvas, Supper at Emmaus (fig. 62) (F1oreﬁce,‘Uffizi) of

1525, which places the two disciples with their backs' to the viewér; \

ioppoéite Christ, who stands blessing the bread.

Closer in time to Leduc's rendering of the Supper at Emmaus -

(fig. 63) is a canvas of the same title by Car! Mullen=(1818-1893).
» ~ . AL
Although the work appeared in the June, 1900 volume ofi-ke Petit

Messager du Tré&s Saint-Sacrement which was a month after Leduc's

" canvases had been "installed in St-Hilaire church, there are a number
. ‘ o /

of artistic devices common to both works.]v /.

: ]Le Petit Messager du Trds Saint-Sacrement, June, 1900, opposite
p. 161. ‘ -7 ‘ :




and a rocky, mountainous terra1n.
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LAY
ThéZstruétuhe] qualjfiesaof both canvases are.simiﬁar as to the
symmetrical arrangehent of the figures (Christ stands behind é.c1oth
covered fab]e with one disciple on either side). Both artists
suggest a distant 1andscape background Leduc through an open w1ndow
with maple 1eaves silhouetted against the tw111ght sky, and Mu11er,

through a rounded archway overhung with 1eaves, looking out' on trees

Rentgsost
Pre11m1na4y Drawang
e ﬂ*‘*—*ﬂ‘“""*‘"Ohe compos1t1ona1 araw1ng (fig. 64) with qr1d system has

o
T

v
i

5
been located which relates to this canvas. Close examination 'of this

~ drawing shohs that the only chandes made were in regahd to minor
" details. Three additions were made to the final canvas: the demark-r
ation of the floor 1n¢o individual rectarigular stone blocks; an

" elaboration of detail and ofnamentation!decorating fhe'tapestny

hanging behind the central figure (St. Peter) of the canvas; and
the inclusion of a self-portrait replacing the third figure from the
Tower right side. | ‘

Canvas (fig. 65)”
", . suddenly there came a sound from heaven as of
a rushing mighty wind, and it filled all the house

- where they were sitting. And there appeared unto

N them cloven tongues like as of fire, and it sat’.
upon each of them. And they were a]] filled with
"the Holy Ghost, and began to speak with other tongues,
as the Spirit gave them utterance" (Acts 2: 2-4).

The Pentecost depicts the descent of the Holy Ghost qpoh

the “twelve disciples and the Virgin Mary. The compositjoh, althohgh :

\ compact g%yes the impression of being tightly.knit without -being

uncoqur;ab]e. The scene focuses'oﬁ/a raised platform on which Mary
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ahd two apostles (St. dohn dnd St.'Peter);are seated. This me thod
of'raiéing'the three figures‘abovelthe others emphdsizes their impor-

tance and at the same time is a successful artistic device. Thé.piety §
of the scene is adept]y captured by the gestures and bowed heads of

the kneeling figures in the m1dd1eground ¢ These f1gures and the

stone block floor give a sense of recession. Through the p]an1metr1c

t

strat1f1cat1ons of the m1dd1eground and the two-tiered, stone f1oor

The "’//

Leduc 1ntegrates his f1gures into a tightly knit scene. (\
thirteen figures are arranged in a aemicirc]e to the left and right

side of the three central figures (left - Maryrycenter'—‘St. Peter,
right - St. John), who are seated on a slightly e]evated p]atform,.
one step above the other f1gures The two apdstles kneeling at the
right and left fron; edge of the'canvas are boldly outlined which
flattens the spacel Leduc also utilizes these regouesoir figures

to facilitate entry into the composition. The kngélin ure to

the left, with an open armed gesture creates a diagonal line to St.

[}

G e etk s e it

John in the'background. The kneeling apostle to the right . middiegroqnd,

with head bowed is united with the seated‘Virgin hary 1h the background,

through a second diagonal. | \
Besides unifying‘figures.from different planes oy gesture

and attitude, Leduc also creates unity hith'the same p]ane‘by overlap-n -

ping and grouping figures, to the left and~right of the nﬁdd]egroond

space centered around an open area. '

W1th1n this canvas, it would appear that Leduc had d1?f1cu1ty
with both 11near and atmospher1o perspect1ve. w1th regard to 11near '
per5o6ctive“the demarkation of the stone'f1oor ( foreground) comb1ned
hith the tépeStry (center, background) causes a f]attening.of the

space. The rich dark colours of the robes (rose,Ablue, green,and »

r
golden yellow) worn by  figures at the edge of the composition retain ~

(4
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of the canvas impart a v1ta11ty and credibility to the painting.

g :

161
the same strength in -the m1dd]eground
\ A richly coloured tapestry, used for its decorat1ve qua11ty
/anhasizes the Eastern character of the scene. The tapestry fuhctions

as the central axis of the background d1v1d1ng the space vert1ca11y

: and is an extension of space 11nk1ng it to the middle and foreground.

St. Petér sits directly in front of the tapestry and above his head

flies the white dove.

The use of tapestries to enrich re11g1ous scenes was employed

et x,‘

frequent]y by Northern Rena1ssance artists, as well, as 19th -century
A

painte%s such as Johann Hofmann, whose religious canvases were repro-

duced in late 19th and early 20th century Quebec, popular, religiaus

.per{odica1s.]

The,yariety of head positions, individuality of facial expres§-

- jon, gesticulation and repoussoir figufes on both 1ef£ énd right side

The individual study for Mary s hands fo]ded across Her breast

(fié. 66) is reused for the angel (right front) in the St. Hilary

. erting His Treatise and Christ's ‘hands in The Baptism of Christ.

The features of the third figure on the right, stand out
more than the others because of a darker treatment of hair and beard
and more natural rendering of ﬁigmentatidn of the skin.: It is a

se]f—portrait executed in profile. Although this was not the-first

e

]Leduc subscribed to Le;§§:aire and Le Petit Messager du Trés
Saint Sacrement, both of which reproduced works by Johann Hofmann

Casket article, July , 1903.

'(1824-1917), Bernard Plockhorst (1825-1907), and Carl Muller (1818~

1893). Leduc stated the canvases for St. Ninian‘s Cathedral at
Antig§n1sh executed in 1902 were-liberal interpretations of the work
of Hofmann, Plockhorst, Bonnat and Dobson .A.N.Q.M., b7v5122 Theé
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- Tike Mfry “in the Leduc.work and both p]aced\in‘the same seated position)

time Leduc had included himself in a“religious canvas (he portrayed

. * . CoLoe2 : {
1
|
|

himself in the painting Christ Calming the Tempest, ca. 1892-1893,

at St-Charles Borromge de Joliette), the se1f—portraits‘be€;me ' \ . i

more freqpentla%tgr his 1897 Europgan tri;’n.1 ’
) The arrangement of figures and organization o#‘space are" not "\

'un11ke.that of the Pentecost (fig. 67) execdtgd by Philippe de Champaigne

(of whfch there is a copy by Roy-Audy in Ste-Anne-de-VdEennes church),

although Champa1gne s work 1nc1udes many more figures (e.g. Mary and

two other figures are.seated on a rawsed p]atform above the others, T

who are arranged to’the left and rﬁght sides 1eav1ng an open space

to the center area).Z(

‘Ledué's composition is also reminiscent of that of Zurbaran o R
(fig: 68) (1598-1664) executeg"ca. 1637-1639,3 particularly with " |
regard to the raised platform presenting three figures, the hands - R

13

of the apostle Léecond from the 1eft (crossed in front of his breast Y

-

and the two knee]ing figures at both the left and right edge of the

A A
canvas. ,

# N >

Marriage of the Virgin- - a L - N

et T A S ot ot e 3 i 4= R
a .

Preliminary Drawings: o >

AT
'

Two dompositiona1 drawings have been located which are related

3 - - K 1

“80, p. 57 for catalogue entry. See also Michel Cauchon, Jean- -Baptiste

. ’ . .
1See Lacroix, 1978,"no. 18, p: 38; see also Ostiguy, 1973, no. 18,
p. 128. . v )

2Bemard Dorival, Catalogue raisonné de 1'oeuvre de Phi]ipggACham- : “
paigne, £Paris: Léonce Laget Librairie, 1976), Vol. II, p. 474, {T1. , J‘kﬁa

Roy-Audy, 1778-1848, Série Arts et Métiers (Québec :Ministdre des b

affaires culturelles, 1971) p. 127.- Roy-Audy executed the painting in P
1818. . |

3JuHan Gallego and José Gudiol. Zurbaran, Trans. by Kenneth Lyons.
(Loridon: Secker and Warburg, 1977), fig. 155, p. 219.
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to' this canvas. The first is a pencil line drawing (fig. 69) showing
three nude'figures (Mary - left; RabPi - center; Joseph - right)’
standing on an outlined rué in the midd1eqr€%bd."ﬁar& stands with Her
body facing outward while Josebh faces inward; with his back to the
viewer. .Behind Joséph's night’shou]d r, heads of rejected suitors .

_are indicated and heads of female attendants are outlined: behind

Mary's right éhou]der.'/This depiction of the marriége cermony conforms

to traditional renderings\gjnce the Renaissance. The three figures
. , »
are presented standing in front of an outside wall covered with a --

[}

«clinging vine. A projection, which qppearé to be.a canopy, shelters:
o the central figure of the Rabbi. \"
. ' ecgnd compositional drawing (fig. 705 with grid system;
‘p1aces the three figureg of Josegﬁ, Mary and the Rabbi closer to the
edge of the sketch.“#jhe ﬁigurés are clothed and arranged differently
from the previous d%awing. Because of the awkward stance jback viev:p
of JoseEh) in the first drawing Leduc has integrated thg'three figures
1n,a‘stronger grouping by p]gcing Joseph's head {n profile.and hié

body in three-quarter view; the Virgin's body- turms inward and the

/

head-is in prafile; the attendant figures acCoﬁpanying the Virgin and‘
%he rejected suitors behind Joseph have been e]jminated. The background
has been a]tgred from the first skétch‘}n whi ch the ceremony’took‘place
. putdooré. A dgcorative—;raperyAhang§ on the wall behind the Rabbi in .
place of the overhanging canopy credting the fee]%ng of an ;rch}tec-
. tonic'interjér séfting./ " ' Y l

Canvas (fig."71) Lo o

F-.

*

The canvas differs.only slightly from the,second compositional :x>

drawing. The three figures are deeper in the middleground than in’ the

a

-
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second sketch, in fact, they are~p1a¢ed in the space at about the

same depth ds the first eompositional drawing. The lightly outlined

’/
f\\ carpet of the first drawing is_found in the canvas, as well. Other

' N

\than the strUCtura1 change thé other alterations are elaboration oﬁ

deta11,'add1ng to the decorative quality of the scene, such as '

. exp@o1t1ng the robes of Joseph, Mary, the Rabbi, the background qr111-

work for decorat1ve effect by use f colour and pattern and drapery

for dramat1c effect.

Description ... , } \ - . .
» The marriage ceremony takes place inm a synagogue. The Rabhi'
stands frontally displayed in thettenter of the canvas on a carpet, ele-

vated one step above and between the'profile figures of Mary and Joseph.

' Joseph is holding the blossom1ng rod or staff, wh1ch was the sign given

, by the Lord that the ‘carpenter of Nazareth .was the chosen husband of..

Mary. The 1i1¥y, which Leduc chose to use as the blossom on the staff
. . N

s+s the flower of the Virgin and the symbol of the, chastity of St.

Joseph. In most depitctions the rod or staff Yysually bébrs leaves.
v , \ v ‘ o
Mary extends Her left hand and third finger to receive the wedding ring
from the right hand of Joseph. The kabbi.places his right hand on

the forearm/of“Mary‘éhd holds his’left hand beneath the arm of Joseph.

. AJ] three fwgures are united by. gesture and group1ng of the forms in

:‘close proximity to each other A]so, all three figures stand on the

carpet. The cha1n-]1ke design of circles and rectangles used for “the

’ border of the TUug 15 also employed as -the outermost barg of decorat1on

/
framlng theJcanvases, w1ndows and separatuwg\t\4/1ower (pseudo mosa1c)

~

’ and the .upper part (dkey walls) of the church. Th1s pattern emphasizes

the Eastern setting of the scene, as wel]g%s funct1on1ng as a visual /

f
‘
¥
!

Tink: for decordtive 1mages found in both the canvases ‘and. qverall 1nteﬁior
il ‘ L ' . . ’
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is‘accentuated by tge "Mannerist” att\enua-tjon of their bodies aidga

-Jodeph and the Rabbi). ot

. \ : . ‘ .
decorative scheme.  The cha]\oint of the painting is the ring about ~

to be placed onms 'fihger, the eyes of all th\r‘gqK figures are

N

; focuse:jn this act. The drapery, which acts as a canopy or chuppah

is suspgnded from a decorative grillwork ornamented with circles -

S
and squares and is employed for dramatic effect. It also echoes the
movement of Mary and Joseph's robes. These same designs (circles and |
squares) are found on the Rabbi's mantelletta. The figure of the

Rabbi appears for the first time in this canvas and was re-used at ‘.

Farnham Church in the ‘mur‘a] work, the Presentation of MdFy at the

Temple (1905-1906). The-undecorated grey tonality of thevﬂ':teﬁor floor’

and background wall draws attention th the sacred wedding ceremony,

~ and flattens the space. %vérti cality of this scene is em'phasize:i

not only by the shape of the canvas (height greater than wigth\),“but :

by . the stror;g up-sweep of the®r draper?@s. The ‘curvﬂinea'r forms o

of the robes, énhanced by the painterly colours ave/comp]e_zgnented by

D ' ’
« ..

_Raphael's Marriage of the Virgin (fig. 72) of 1504, (Brera

the Tinear architectural interior.

Gallery, Milan) was probably the inspiration for Leduc's canvas, parti-

)
_cullé}"}y with regard to the arrangement of the three figures (Ma/ry,

I A

A

o

ChrisgGiving the Keys to St. Peter C T
' , PO . *

Preliminary Drawiﬂq:"(

Four preHﬁ;jina'ry works have been located for this ‘canvas. Only >>~

one pencil line drawing (fig. 76) with grid system resémbles the final

éérangement and pose of.Christ and St.qii;eter:' The other three (figs. 73,

‘74)"two pencil 1ine drawings and .a colour study (fig. 75) conform to h ‘

b .) . . P 1 .
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a different arrangement, indicating that Leduc discarded his initial concept.

3 -

The first penc1] line dr ing’for the initial design (fig. 73)

dep1cts a nude fronta] Chr1st (Fight side of drawing) in a contraposto

stance, ho]d1ng the keys out to St. Peten with his left hand, while *his
right hand t; above 5t. Peter's head, in bTessing. In the Teft middleground,
‘ais the nude fignre df St. Peter, his back to the viewer, head bowed, with
his right hand raised to accept the proffered'keys. The two outlined
figures form a diagonal (left front t0 mingeground). The n:Ze study of
St. Petgr has been incised with a sharp or pointed.1nstrug$nt,ﬁpossib1y fon
transfer to anothen.sheet of papert A,gackgroqnd landscape is indicated
by soft shading and outlined trees behind the f1gure of Christ.
The second drawing (f1g 74) dep1cts the same arrangement, stance,
gest1cu1at1on and suggested background 1andscape ) The only difference
® 1s the addition of robes on the two figures, 1nd1cated by subt]e lines
and dramatic shading of the garments . ’
The‘th1rd work (fig. 75) is.a coloured modeilo, inscribed,
“"Paris, 1897; which conforms to the first two drawings (Christ is qarbed
in white, St: Peter's robe is blue).’_The soft, éensitive shading of
twilight'tones of a distant 1andscape’with Paiestiniqn type bni}dings
%s well treated and gives a sense of tradjtiona} Tocation. Only the
, nen611?1ine‘drawing, with griq system (fig. 76) is identical to the
finished canvas. Botﬁ‘fiéures are rendered in profile (Christ, stand-
ingf St: Peter, kneeiing). Leduc hge replaced the Palestinian Back-'
ground architecture nith nn‘outline of Mont. Saint—Hi]éire. Branches'
and lteaves oﬁ'e tree are lightly outlingd behind Christ. The figures '
. of Christ and St:,Peter are now diesgedsin 1tght under-robes over which;
a himation is wonn? reminiscent of,the,c1assica1 treatment of drapery.
" Christ's long hairvis pulled back exposing His neck and bearded jawling,
whereas, 1n the first thnee works, the frontal face position 111ustrates
his ha1r hanging loosely around his face and rest1nq on his shoulders.

3
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Canvas (Fig. 77)s o : i? o

"Thou art Peter, 'and upon this rock [ will bu11d my
church; and the gates of hell shall not prevail

against it. And I will give unto.thee the keéys of
the kingdom of heaven " (Matthew 16: 15ff)

s

: The actich is. conf1ned to the m1dd1eground in wh1ch Christ
. stand; in profile, handing the key to the kneeling, profile figqure
, of St. Peter.* St.‘Peter, bends s1ight1} forward, hia‘ieft hand. held
to his\breast while extend1nd Kis right hand to receive the key:‘
‘from the 1eft hand of Christ, whose up—raised arm, and Wgnd point to
Heaven The gestures and poses un1fy the figures.
| A strong d1agona1 line runs from Christ' s left shoulder
down his drapery to his left hand holding the key and s cont1nued
_through the open palm of St Peter's right hand to h1s left knee in
the 1ower right corner of . the canvas.- Another diagonal, created
by the rose- co]oured h1mat1on over]app1ng the white alb, runs through
St Peter's right hand to h1s head. The 1ntersect1on of the two
diagona]s and the foca] pointaof the canvas is the key exchange"which
has greater c]ar1ty in this arrangement than in Leduc s initial de-
sign. ' By 1ntroduc1ng the two figures in a shallow m1dd1eqround sett1ng
)’ and placing them close to the front an'd sideqedges of this narrow can-
J vas, Leduc has achieved a fine sense of clarity by emp10y1ng the re=

pousso1r dev1ce of cutt1ng off the figures facilitating entrance into

!

h1s painting. . » e
.. The e]ongated "Mannerist"-like figure of Christ Fominates
the scene. Leduc attempts to balance HIS strongly -executed f1gure<w1th

the knee11ng St Peter by p]ac1ng a bush beh1nd and abpove the salnts

s

Q-

* The backgroRnd andscape 1is rjfdered with subtle, sdbdued tones

]

sl o
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(Fpse, brown, white, blue), 'which unites it to the robe colour

. combinationS‘éf Christ (white alb and rose himation) and St. Peter

~N——

(blue undergarment and brown himation). ,{\ '
{

Leduc emp]oys rural and local characteristics reflecting the
familiar landscape of §aint-Hi1ajre. The silhouette of Mont Saint-
- Hilaire against the distant horizon and the maple Teaves hanging from

branches of a tree behind 'the Christ add a greater sense of'credu1i?ﬁ///\

to this Biblical scene for the Saint-Hilaire parishioners. Not to
mention the specific.visual pun emphasized by Christ's upraised .
‘righE/pand pointing toward Mont Saint-Hilaire "the rock on which

He builds His church.” - '

~

The arrangement of the two figures, their gengLes, as well as

~

~

the organization of space and backgrouﬁd mountain landscape 1s stronq-“
i
1y rem1n1scent of Fr1edr1ck Overbeck s pa1nt1ng, The Incredulity of

- x
] ‘ > " >\\
St. Thomas (fig. 78) , . p : . o

L

Rl

Pre11m1nary Draw1ngu

Four compos1t1ona1 draw1ngs have been 1ocated for th1s canvas,

"Two of the sketchs are almost identical to thg(fina] arrangement of

+

. . - " .
‘the canvas, with only slight modificatiﬁps as to stance, attitude of

head, etc. The other.two drawings indicate Ledub's first ideas re-

garding arrangement of figqxgs.

"I

o

The First draw1ng (fig ‘79) shows a nude study of St. Joseph

Tying on’a bed h1s upper torso and head. rest1ng on a pillow,

- >

The nude

]Ke1th Andrews , The Nazarenes (Oxford: Clarendon Press, f964), see
p]ate 70A ' :
”‘QE; 3 v v
\ '4..
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. figure of the Virgin stands to the right, leaning over him, ho]ding

his hahd A nude Chr1st stands at- the head of the bed d1rect]y beh1nd

. the body of St. Joseph. Ip the left foreground, starids a woodeh tablé

on which is placed, outlined still-1ife objects, a candleholder and
plate.

A]though a d1fferent triple configuration, Charles G111 S
(1871 1918) Death of St Josedh (undated) is reminiscent,of Leduc's

vers1on, part1cu1ar1y Chr1st posed behind St. Joseph and Mary ho1d1ng
,aﬁ

The second drawing (fig. 80) depicts a nude Christ to ‘the
left side, slightly above and partially behind &t. Joseph. Chr%st's‘
righf armuencircles his father's head in a gesture of love, while hie
left hand points upward to heaven. St. Joseph lies on a wooden frame
bed Qith mattress, which’hae been arranged diagona}]y_with a nude

Mary, kneeling at the left, holding his right hand.

| -

_The reason for placing th1s drawing as the second in the evo-

'1ut1on of thought is twofold. Firstly, the left hand of St. Joseph

rests on his breast, and his right hand is placed at his side (al-
\ . .\

though\it is held by Mary, Leduc keeps the same posTtiohinq in the next

two drawings and the.fina].eanvas). The second reason is that Leduc

~ has placed Mary in a kneeling position which he maintains in the next

two drawings and final canvas, although he changes the 1ocafion'From

-
. ~

the left side to the right.
. J

-

011v1er Maurault, Charles Gill: heintre et podte lyrique, .
(Montrea] Les &ditions Eoliennes, 1950), see photograph reproduced
p. 45. Gill's depiction of the Death of St. Joseph shows he borrowed
heavily from the canvas executed by Napoléon Bourassa. See Raymond
Vezina, Napoléon Bourassa 1827-1916 (Ottawa: Editions Elysée, 1976),
p. 165. . ‘ S .
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The next two drawings are equally as difficult to place in
sequence. The figures are repfesented in their final arrangement,
w}th slight modifications, making their pose more naturai and less
stiff. ‘

)' The third sketch. (fig. 81) presents the reclining, nude
1figure of St. Joseph lying to the right, his nakeh legs creating a
diagonal. To his left is the kneeling Mary portrayed nude,
hands clasped in prayer (reminiscent of some angels in the Adoration

' ¢
of the Magi, Assumption of the Virgin, Ascension, and St. Hilary

‘Writing His Treatise). There are indications of an open window to
a landscape beyond,‘behind Mary and perhaps the-outlﬁne of another
window behind Christ (1eff).' To the left foreground is a vase, iden-
‘fical to the one used py Leduc in his canvas. fhe flowering 1i1y§ an
,attribute of St. Joseph shown in the drawigg was e]iminatedufrdm .
fhe canvas. More'aftent;ﬁn is'placed upon shading and working up the
Qrawiﬁg than is. the case with the following sketch (fig. 82).

'The fourth drawing (fig. 82) repeats the same positioning of

Christ and St. Joseph, however, Mary is partially clothed in a kneeling

‘ bose. . To his-right, stands the robed figure of Christ, hands out-

. 4
Stretched over the body of St. Joseph. To the left foréground is a

large vase cdntaining a tall sparsely leaved or f]bWering plant. There
) : ] S
is a faint outline of a hanging drapery in the background behind the
three figures. \ h
. ¥ -
Canvas (fig. 83) '

" The, three figures of Christ, Mary and Joseph are arranged in

the middleground. The reclining St. Joseph, wearing an Qlive green

robe, (symbolizing hopé and rebirth) rests His upper torso and head

¢

upon a large pillow, his left arm and hand placed across his bréask;

o

”
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. and beh1nd her, at the edge of the compos1t1on are three flowering

green drapery matching the robe cévéring his lower torso. The hanging

171

his right arm at his side. The.-x##ht hand is strongly reminiscent of

t el

the right handjof St. Hilary in the St. Hilary Writing His Treatise

canvas. The Jower half of Joseph's body is covered with a golden yellow .
garment (sympolizing glory), which touches the front edge of the can-

vas. To his left is the kneeling, veiled Virgin Mary, in profiley* \\

»

hands together in prayer (fig. 40). She wears the traditional blue
| ‘ B
‘h.imation/ symboh‘zing virtue, over a white robe (innocence and faith .)

<

1111es To St Joseph's right, standing in profile is the figure of

Chr1st, robed in white, with hands and arms outstretched in bened1ct1on,
over the dead Joseph. The figure of Christ, which Leiuc f1na1]y‘
selected from the various poses found in the preliminary drawings, and
the scu]2tura] plastic quality of His robe is strong]y reminiscent

of the Christ in Paul Delaroche's canvas Convers1on of Ma;y Magdalen

(fig. 84) ca. 1835.]

i

: Behind and above the heaé ofJgt.,Joseph is a_large, olive
drapery is decorative, as its folds form seﬁi-circu]ar dg%igns above Cod
the square pillow on which Josepn Ties. It also ﬁdds a dramatic nnd
intimate quality to the death scene and its function flattens the
1nter10r by b]ocf@kg out a view nf the background. A room beyond
this tight tectonic structuring is indicated, by the pldcement of a

t&b]e, covered with:a blue cloth on which rests a bottle and another -

6 i B eI o At o ¢ R i AT DM s

square-objecth(box‘or cheese?), behind Christ at the edge of. the canvas.

Above the table a window sill is suggested, créafing the i1lusion and

History Painting (New York: Garlanq Publishintd@nc., 1977)3 no. 63, p. 358. , |

N

|
]Norman D. Ziff, Paul Delaroche: A Study inZ9th-Céntury French . : ]
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\1mpre§sion of depth and recéssion. These motifs add an efement of
domesticity and a rural aspect to the composition.

.The empty, earthen vase in the left foreground symbolizes the
eeparatidn of the soul from- the body in the death of St. Joseph
lUn1ty is ach1eved by the overlapp1ng of thé/robes of the three f1gures

(Chr1st s robe with the right s]eeve of Joseph S gown; the heavy

\
drapery of St. Joseph overlapping Mary' sgmant]e and touching the .
empty vase in the 1eft foreground) Qutlining of the f1gures does not
detract from the1r credu11ty but merely aids in flattening the composi-
tion. The rendering of the still-life objects, rea]istig‘fac1a1 fea-
tures and the regousso{r devices (draperies of Christ, St. Joseph, and
Mary touch the 1eft, front-and rngt sides respective]y; the vase- -’
foreground and the table - left backgrouﬁd, both of whjch are cut-off)

1mpart rea11ty ta the scene.

In 1942, abbé Ernest. Bergeron of Saint-Eugéne d"Argentenay

"L wrote Ozias Leduc expressing his .first .impressions -of the inteqlpr of

St- Hi1a1re’church, particularly with regard to the Death of’%if“doseph

canvas. ., ' 9« ' o
s o ‘ .
, "Vous croyez bien que je n'ai pas manqué d'examiner
longuement les dé&cors et les tableaux de votre/§g11se
paroissiale. Certain. . ..mort de S. JoseEL_mua vivement

impressionné. Sans. beaucoup vous connaitre il me

- "semble que ces tableaux sont ceux ol vous avez fait
passer le mieux T1a sincérité naive de votre bel]e
ame d'artiste. . . L'admirable habileté que vous savez
mettre 3 jouer dans un seule gamme, les tons ‘tes plus
divers et les p]us harmoniseés, Chez vous ce qui
fait 1'éclat c'est la s1mp11c1té du dessin_et Tes
couleurs qui vont droit 3 1'ame. . . Votre' symbolisme,
facile a comprendre est bien dans: 1a tradition des
Maurice Denis et des Huysmans!] ;

L]

]A N.Q.M. b5 ¢54. Letter 'to 0.L. from Ermest Bergeron ptre.
.+ Saint-Eugéne d'Argentenay, dated Feb. 25, 1942 . \
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. - Four Evangelist Canvases . - . -

" Leduc wrote three pages of brief notes on the four evanQe]ist, | i

noting their traditional attributes, physical and facial chardcteristics, o
" |‘ . . 2, ‘\'.\5'
relating them to four rivers and the four principle'" événements”

1

during the 1ife of Christ.” The fnformation was obtained from "Les
quatre &vangélistes (Extrait du manuscrit du Mont. Athos). ~Représen-
tations grecques du x11€ siéc]g d'aprds des plus anciennes datant |

probablement du 7x€ siacle," by Jean J%cques Bourassé (18]3—18727.2

The antbropombrphic éharacter of the eagle, ox, and lion
assume'realistic portrayal by Leduc; which creates greater actuality,
while still maintaining the supernatural and metéphysica% qua]ityn
cdmp]émenting the mpod evoked by the rendering of the twilight forest - o
setting (particularly St. Luc - ox; and St. Mark - lion). The ox, L
iion, eagle and~the angel, realistically portkayed as a man by Leduc
(St. Matthew's attr}bute) serve ‘as messgngers,ofrﬁod or interceders’

between God and man, which are part of the mysteries of Nature and

°

the Cosmos. d b
". . .out of the midst thereof came the lTikeness of" <
four 1iving creatures. . . as for the likeness of ' . 3
their faces, they four had the face of a man, ‘
and the face of a lion. . . the face of an ox, ' e
.'. . the face of an eagle." (Ezekiel, I: 5-10).

(

' .

]A.N.Q.M. b2 ¢9, two sheets; bl c34, one sheet. "St. Mathieu -Gihon; 4
St. Marc - Tigris; St. Luc - Euphrates; St. Jean - Pison." Leduc treated t
the four evangelists in separate compositions in only two commissions - f
at St-Hilaire .1898-1900 and Saint-Romuald de Farnham, 1905-1906. : 1

2.0, Bourassé - thevalier de la Légion D'Honneur, Chanoine de
_1'8glise M&tropolitaine de Tours, Président de la Societé archéolo- ..
gique de Touraine. See National Union Catalogue for 1ist of bookshe
wrote, Volume 69, pp. 401-403. Bourassé was a medievalist whose works
were not published after 1900, most not after 1880.

rwt e e e
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Each Evangelist, accompanied by his attribute, is depicted
writing his Gospg]. Their attitude is one of repose and contémplation.
&hey are, with one limb extended to the edge of the canvas, <n the fore-
ground space, arranged on a ho%izonta] axis. The background is suggested
by a-high horizon line, which accentuates f]atng;s.‘

‘Z Although the+action is limited to a single plane, two dimensional,

~

in a shallow middleground, resembling a stage tableau, naturalism and’
- o .

environment are stressed and .the human %igure 1s_comfortab1y integrated

into a narrow setting. Weduc establishes a linear rhythm by use of

expressive contours wf the Evangelists' draperies. The rendering of the

féreground space colour is used fdr 1tJ flat pattern effect. This

combiﬁed wigh the high horizon line flatten the’space (aided by the
outlining of exposed parts of the body (hands, feet) and executing their
hqadélin profile (St. John and St. MéttheQ) or three-quarter (St. Luke
and St. Mark). >

The aéymmetrydof each composition is caused by a strong diagonal
movement stressing the linear design of the wark, which originates'
in all cases from the sides of the painting. The monochromatic, soft
colours with a tendency toward rustic, earthy tones also helps to flatten
the foreground and middleground. The same tbnes are repeated in the-

o

background unifying both areas.

Leduc unqueétionab]y illustrates a‘fidelity to the past. His
four Evangelists are.reminiscent of the Hellenistic river gods of ;hcient
times to tﬁe‘mythological female nudes and personifications af nature
and natural phenomena, placed in intimate landscape settings,' the |
latter being popular and depictgd frequently in the 1até 19th century
Parisian salons. Leduc's Evangelists have evolved from the traditionaf :
rendering Eo_rea]istic igi:vidua1s expressiné persdna] experiénce and

’ v ’ // - ’ ] <.
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* emotion.
St. John

Two compositionab53¥adings for (this canvas ?ave been ioc;t d.
Both a}e outlined nude studies: The first dfawing (fjg. 85) showse\
the nude reclining St. John, right arm to hjs side, left arm restihg“i.
over nis bent, left leg, which is tucked under his right leq. The
fhead.is ang]ed toward heaven (or sky) and directly Béhind his head
hovers the eagle, which is heav11y shaded, the attr1bute of St. John

the Evange11st.1 The rocky 1andscape of Patmos is 11ght1y
sketched. '

The second pompositidnaT sRétdh (fig. 86) 1sridentica1 to

the caﬁvas, with regard to the positioning of head, irms; handé, legs
and the feet of St. John and the p]acementhof the eagle.

Q\\\ In the canvas (fig. 87), St. John, wearing a light brown robe
with a rose coloured draﬁery over his torso and Tegs, sits in a sha]iow
middleground of Barren grey rock. With ﬁis left handlﬁe holds a writind
tablet which rests between his raised knees. In his right hand which

rests+at his side, he holds a'stylus,2

as he has been 1nterrupt?d in
his task of wr1t1ng by a v1s1tant eag]e

St. John is rendered in pyofile, his hair drawn back;looks
*-directly at, the flying eagle, who etumns h1§ gazé on a parallel ptlane.-

The extended yight wing of the eag]e{b&sgg§—9§hind.the head 6fvSt. J %n

'

N.Q.M, b2 c9, "un aigle indigue 1' 1nsp1rat1on du Saint Esprit."*
. See also bl c34.

2The articulation of the right hand with quill and its positidning
is /also used in the St. Hilary Writing His Treatise canwas.

~ ¢
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uniting'the two figures in an embrace-like gesture.
The scengry is a combination of the high vantage point rbcky,
. -,: L
gréy landscape amd the blue sky and ocean. By positioning the figure

in its narrow mi&%]eground Leduc creates two diagonals which intersect

18

at the writing tablet of St. John. The first diagonal\runs from .

e

the right front edge of the canvas, ‘starting from St. John'$\rigﬁ£ .

foot and toes folfowing the Tine of his leg to knee, then r%ght shoulder
and terminating in the rocky baekground. The second diagonal can be
,traced by the rocky appendage in the left front foregrognd, to the right'
hand of SF. John, following the line of his rose drapery to the white

edge of the writing tablet leading directly to the eagle.

St. Matthew * N
~One qogpositiona] drawing (fig. 88) has been located relating '
to this canvas. It shows an outlined nude figure study in a landscape

setting. Two minor changes are made to St. Matthew from the sketch

o
-

to the canvas. In the sketch, he js.depicted in three-quarter view,
head bowed, almost gestiﬁg,on his right hand. In the canvas St. Matthew *
Ts in profile, his Fjght arm lying across his left leg, his hand

e

ho]ding/a quill. The other minor chgnge\relateé to the man/angeT be

[y
<

St. Matthew (his attribute).] In the drawing, his right hand and arm

% . -
are extended laterally while in the canvas his arm is bent, the hand

open, palm up in an expressive gesture of éxplanation,

Canvas (fig. 89) v

.

St. Matthew, wearing a rose coloured robe and]brown himation’

{
i

]A.N.Q.M. b2 c9; "un homme signifie 1'incarnation."

| o

P
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is poirtrayed seated in profile, hair drawn back, no1ding a writing
quill in his right:mhand, .h1's left hand reaching for the scrol1 which

. lies on the ground ‘to‘ hisy left. The male figure, h’ifsaattribute (tra-
"ditionally depicted with wings) wears a Rlue undergarment and a rose -

drapery which he ho]ds above and behind them in an/eQMs‘ion' of

a0

protectmn and 1solat1on In his left hand he grasps a‘pi'ece of hiso

[
-

sw1r11ng cloak which sur‘rounds the two f1 gures 1in canopy -like fashion, |
' creating a secreti ve intimacy and unity between the two, at the same
t1me b]ockmg out any background view. The gesticulation of the ma]e',
figure suggests that St. Matthew s being instructed in how to write
tns version of the New Testament.] L ) J
The narrow forelgrourld is dotted with green tufte of grass a-
’ 931“?}}_ the barren grey tonah'ty of the 'ground, c.re‘atjng a sense of
o . reaﬁty. A closer mspectmn of the for'eground space reveals an ¢
1 exposed tree root (right front) wh1ch was used in an ease] pamtmg

1 B

Leduc executed ca. 1898, entitled Erato (STeeping Muse). 2 The' pose

of the naked Erato,. with knees bent ‘placement of feet treatment

. !

thew the

and sty1e of hair, and the. genera] zigzag of the body contoulmte- o .

grated into the settjmg is strong]y rem1n1scent of the St. M

vangehst composition. \

Thi.s v1'_sua1/ image brings to mind a verse Leduc either quoted

or wrote himself in 1893: . — ’
’ “Behold my models p01”nt1nq to the groves, the streamd), the
busy multitudes, the ocean and the mountains. From 0
Nature, not from Art, by whomsoever wrought must he.’ )
study who, seeks to acqu1re‘ reputatfon.and extend the

t
e . . "‘.,A,
. e

T TAN. Q.M. b2 9, "Saint-Ma h1q§(’1‘;‘5 . L1vre de'1a généa1og1e de Jésus
Christ, Fils du Dav1d !

. Z0stiguy, 1974, no. 16, pp. 30, 126.

|
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St. John ‘and St. Matthew Q - //

— . __These two canvases face each other on oppasitg sides of the
“ s { ~ - o~ 1

~

o " nave beneath the jubé (see Diagram B: 'ic_o,nbrgraphic plan). Besides B 7

N,

'« _the exterior structural similarities such as: the main border motif

(morniﬁg glory), the consis.tenqy of geo’metric' mo®ifs and. the dimensions

!

- , ;
of the canvas which are determined by lacation, these two compositions

- have much in common as do ‘the other two Evangelists (St.Luke and St. .

+

T Mark). - | | : L g

P
L]

¥
In both scene-s‘ St. John and St. Matthev\:iaf*e seated in"a shallow . . 1
xy_’barren fore and middieground. Both, because of d*iménsions are figbt'T\y\
- ‘Eb‘m';ﬁ::(t compositions.A The two Evange]isl‘cs' ho]d‘w‘rjtin‘g instruments |
in\“tlxheir right hands gremim'scent of the study drawing for St. Hﬂar;/'s

~ . righﬁ ﬁénd). The. two beardless saints wear thei“r hair drawn back !
\‘ "‘5 X - ’ \ -~ - H .

-~ Sy ' * . . 2
., . reminiscent ‘of the type of woman preferred by th& Pre-Raphaelite”™ and

~.
A3

-

Art Nouveau artists.
: v "The Art Nouveau femaie, gir1'~w’g$mén type descended ‘
T from the Pre-Raphaelites has the same ambivalent eroticism . ‘
of the small-breasted, narrow-shouldered, -vi,rginal, indeed
often the boyish, androgynous.kind."3 .

K

) N The two evangelists’' robes are the reverse cglours of each vt

!r’..

other (S;Q.-John,;‘brown ﬁndergarjmént, réie himation ;"St. Matthew - rose

~ T
»
~ - 3 B

N TAN.Q.M. b3 c4. o -
2The eyes, nosé and mouth of St. Matthew in particular recall Rossetti.
3Selz and Constantine, op.cit., p. 16. :

R I
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St. Mark N
o . \ s . -~ ~ v

One compositional drawing (fig:. 90} -has beenqlocated which

re&etes to this ‘canvas. Thensketch shows an ouf]ined nude\figure

f study of St. Mark, h1s body placed d1agona11y and head fronta], 1n :

™~

- through the -use of -shrubbery and foliage. Thirdiy,\;ne\1ion in the

L

a forest sett1ng. His relaxed, seated pose, shoulders slightly
sloughed; right arm resting on his right leg; left arm bent, Ieaningg;

on the scroll whjch is placed on elevated ground; legs crossed at the\
~

' ) . . S . .
ank1e§; and.bearded frontal gaze are strong1yv?em1n1scent of studio rmodelling.

’

The body positioning emphasizes a sfrong diagonal F}dﬁ the 1ower right,

front, to the top left, by fo]]owing the right leg of St. Markbto a
) , . .

¢

tree terminating the diadona] In the Jeft foreground reclines a ™~

1ion, St. Mark's attribute. The background forest is. executed with
- ! . se
exquisite subtle shading. . ‘ .

Canvas (fig. 91) ' - ) //////

Wnen comparing the drawing to the canvés, three changes become

apparent. The body of St. Mark nas been reversed, placing a diagonal ~
from left bottom to right top. Sebondjy, the densely treed background

of the drawing is changed to depict a less confining, 1ighter'atmo§phere

L 4
L4

left fdreground has been moved into the Teft middle grdund,.almost hid-

den by the tall grass and. the overhang1ng f011age

¢

4

gonal (left foot touches the left e&ge of the canvas) which may be

traced from the extended left leg, to his Teft shddlder,and the tree

- trunk located directly behind. A shonter diagonal 1ine is’found running

from fhe~trai1ing brown, overgarment lying on elevated ground and which
viraps his 1eg§ and lower tdrso,'confinued by the p]acemey% of St. Mark's

left forearm and hand across HiS~breast. The.right arm is placed beside

1
o | !

‘ i
’ .

N
D‘ -

In the canvas, the short ha1red bearded St. Mark creates a dia-

v
o s e i 2=

e
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his raised right knee and his right hand rests on the white parchment .
scront.) ' _
TU\St Mark s right 11es h1s attr1bute, the 11en,2 stafiﬁg

out of the canvas, from his h1d1ng p]ace amidst the forest bushes. The

-&

~Evangelist wears a rose-coloured robe and brown over-drapery. The

., ~foreground space has a beige-brown tonality alluding to its barren,
1dry‘qua1i£yi Beside St. Mark's r%ght oot is a bunch of purple grapes, '
suggeétiﬁg a copnectiqn with the euc ar%st. The twilight hour is de-

_ ﬁicted filtering through the trees and the foliage of the backgryund
atndscape, adding.a dramatic fo%] to the solitary ffgdre of St. Mark«

who seems deep 1n contemplation. Thq,ye11ow and green leaves and grass "

_-"add a decorat1ve quality "to the scene,

.~

~

One pompos1t1ona1 draw1ng (fig. 93) has been located which relates.

to the canvas The sketch shows the out11ned nude figure study of St.

—_— Luke in a forest sett1ng The drawulg is' fairly accurate w1th regard

to the:f1n§J positioning of the' evangelist, with fhe exception of g

o 5
. the angle of "his head. In the drawing St. Luke looks toward his right,

whereas in the canvas he gazes down toward his 1eft. Another minor.change

-

from. the sketch to the can}as~is the reduction in size of the ox's head

w0

10pated to his right. "

TAN.GM. b2 c9. "Commencement de 1'Evangile de Jésus -Christ,
Fils de'Dieu comme il est é&crit, etc."
2

AN.QM. b2 c9. ". . . ce qui est semblable a un lion caractér1se
la force et la royauté." "Sa Résurrection," bl. c34.

et v N PR e
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~drapery (blue-white dividing 1ine) that touches the whtte scroi12 on

and branches of an overheng1ng tree add colour and decorative Aya]itx

Canvas {(fig. 94) - BN ‘

In the canvas, the short'haired, sparseTy'beafded St. Luke

dressed in a wh1te robe, with a blue overgarment cover1ng h1s 1egs

A

sits beneath a tree in the shal]ow middleground. St Luke & right foot »
touches 'the front edge. of the dg%vas, 1ead1ng the viewer into the com- o
position, on, a d1agonal that cont1nues a]ong a Tine: that passes by h1s

1eft e]bow to the: tree trunk beh1nd to h1s 1eft —,A second d1agona1

1s created from the left side of the canyas, behind St. Luke where the ’

x (his att"r-ibute)1 rests\his sleeping head.on the évangelist's blue -

¥ Lf‘;: ! N o ) ,
the ground. - ’ ' i

The b]ue garment unites Both the oxen s head and the wh1te ,~,”3"' . _f
scroll. St iLuke's right fist is on the ground and his left hand | S
strokes his beaﬁd in contemplation. The meditative mood evoked by |
the att1tude and fac1a] express1on of the evangelist 1is :re- 1nforced

by the myster1ous tW111ght on the d1stant horizon which ~filters through

the s11houetted forest. The foreground united on a plane of dry, . v

barren earth, with & few green tufts of grass combined with the leaves

'
i

to the scene. . ‘ C g S

e e M o et L L TSR B o <on

St. Luke and St. Mark ¥ o :

* . .
Besides the identical and obvious external framing devices,

-

N )

1 A.N.Q.M. b2 c9. "ce qui est semblable a un boeuf indique le " )
sacerdoce et Te'sacrifice." bl ¢34 “Le Boeuf: S. Luc parce qu'il
donne dans son livre un résumé complet du sacrifige rédempteur de -
Jésus . . . Son Immolation rédemptrice."

2 . |
AN.Q.M. b1.c34. "Saint-Luc, 1'svangéliste, jeune, cheveux ;
crépus, peu de barbe écr1vant Puisque plusieurs ont essayé,, etc'; ;
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same dimensions and six petaled dEisy—iike'flowem\border'motif,'there

" are compositional qualities within each canvas which make them similar.

«a
St. Luke and St. Mark are similar in attitude, poée, pensive mood

haired, bearded and have one knee bent and one foot exposed from beneath
their .draperies which almost touches the front edge of the canvas.
! " \ .

Structurally, both evangelists are seafédvjn the shqlfow~midﬂ]e—

e

‘ground on dry, barren earth, dotted with a few tufts of -grass. Béfh

-

nFn are seated beneath’a tree, 1ocated'behind fheir left shoulder,

which is Ehe términating point of aadiagonal léading into the composi -
tion from the exposed foot of each evangeTisf. Their attr%ﬁutes are |
agpicted to the extreme right,‘a]most at canvas edgel k¢

In these two paintings the background 1andscape 1; rendered with
a subtlety of colour tones which are romantic ingnature. Although
both works hive a high horizon 1ine, Ozias Leduc successfdlly imparts
to‘the viewer, .a sense of recession into the distance and unity through

\the use bf co1our tone harmgpies of the foreground and backgroqu. The
repeated pattern,ofﬂirgés serves to intenéify~emotiongby;ereating‘a‘-'*“—
unified rh;thm, thus giving anaimége ?o his idea of human so‘h'darity~
within a pantheistic cosmos.

The verticality of the‘trees is broken by the subtle horizontal
co]ﬁuring of the twilight hour. This combined wégh the comtemplative
attitude of the two evangelists re-emphasizes the solitary and repose
postu;ing of fﬁe two figures.' }t is the background.1andscape colouring
icombinéd with thé simplifjed forms, eloquent outlines and structural

or

colour that Leduc imparts to the viewer, a sensg of quiet contemplation.

Leduc suggests rather than describes. »

The forest setting for both scenes has a sense of place and
\

(St. Luke - 'hand to chin, St. Mark --hand to breast); both are short a

- Tewy T

© e e i e




‘, reality especna]ly for the rura] par1sh1oners of Saint- H11a1re

1nd1genous to the1r own environment (trees, leaves, etc)

183

©

He

did not attempt to recreate the Palestinian sett1ng whfch would have'’

- been forewgn.to the ]oca] people, instead he chose to depict elements

. v
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. A. Introdiction and Summary of Sources

¢

Chapter 8 )
Restoration of St-Hilaire Church. (1928-1929

. o
- .
¢ ! .

= ° t = B
+ - A

«

Ozias Leduc,continuea to designiand decorate chapel and church’

. . / '
inteFiors in-and around.Montréal, the New England States, and the

» !

Maritime Provinces throuéhout his long and distinéuished career.j The

v

close assot}ation between Leduc anﬂ J. M Laflamme, which began with the

decoration of St Hilaire church ¥B 1896 cbntinped through correspondence

after Laf]amme had been appo1n d curé tol\St-Ropuald de Farnham 1n

1900 This fr1endsh1p between theo]og1an and antist led eventua]]v to

Leduc's .commission to decorate St- Romua]d de Farnham in 1905 6 and

its restorat1on in 1926 3

y

In a letter date November 29, 1921, addressed to Leduc,
7Jd.M, Laf1amhe suggested’ that serious consideration be given to
the~restoration‘qf i;/ﬁi]aire cnurch. After a visit and'examination,
ne felt that the interior was in very poor condition.3 His sugges-

tion for the restoration-was not undertaken until July 1, 1928.4

1 978, pp. 149-153. g

Lacroix,
21bid. S .
3A.N’. .M., b4 c32. Letter from J.ﬂ Laflamme to O.L. dated

Nov. 29, 1927. Leduc's reply on reverse. Although Laflamme was not
- specific in his criticism of the church interior deterioration, he
ment1oned the paint was flaking off. the walls and thatt the ent1re
“interior heeded to be cleaned.

4T e primary sources for the reconstruction of the sequence of
events /during the restoration of St-Hilaire church are drawn from the
following: Fonds Leduc of Archives hationales du Québec,—Montréal
(bl. c30) which provides bills, Tetters, drawings and the most Tmpentant
docuﬁent a Daily Work Journa] from July 1, 1928 to January 14, 1929
(A 6endum 1) St. Hilaire Church.Archives supplies near comp]ete
financial statements for the project in its Livres de Comptes; and .
séparate sheets of bills; as well as, two copies’of the contract (a
raft of which exists in a pr1vate collection) for the restoration

’(Addendum 2).
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. + [ The secondary #ources such as, newspapers. gontempgrary to

the restoration, perio&ica]s and art jourmals did not reveal any-

_ information cbnébrningjtﬁe restoration of St-Hilaire church.

.,iméortance of the Daily Work Journal

The joumal reports, on a daily basis, the proaress of the
; restoratign work ht St-H%1a1re church from July 1, 1928 to January 14,~'
1929. ! This document indicates to some extent, the‘people involved

and the specific duties of particular individuals. The journal records
R ' Y o
the careful, meticulous working method of.-0zias Leduc, the degree of

3

his participation in the actual restoration and its 51ann1pg. Thé '

idfdrmation provided enables us to understand the cleaning and restora-

-

. tion techniques- employed by Leduc and his assistants, and dllows the

reader to formulate an idea of the condition of the church hefore .

\

the restoration. In the absence of a contract or journal for the

‘

original interior decoration by Ozias Leduc in 1896-1900, this

restoration journal is a valuable document.

K ~ {
When the Daily Work Journal of the 1928-1929 restoration is

compared to the contract for the project, it is evident that é]] the
cqnditiOns were fulfilled-by Leduc and his assistants and that some add-

itions were'made in the later stages of the project. \ ; /A

~—]S'ee' Addendum 1.

@

.
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A

]

L e




€. Leduc's Assistants

The primary sources indicate that a total of twenty men]
 were involved in this project and were engaged in various duties
.aliotted to them by Ozias Leduc.. Leduc's_nineteen assistants (in

a1phabetiea1,0rder) Were: J.Ba A11aire,'Armanth1a1n, Paul -Emile
. </ T

Borduas; Henri Brouillet, Adélard Charbonneau; Doilard Chu}chf\Frangois

and Joseph Douville, J. M. Fonta1ne Paul and Stanislas Guillot{de),

A]phonse Jarret, Fernand Lapierre, Eugéne Moreau, P.P. (Unidentifred),

\
Joseph Rémy, Fortunat Rho, Omer Vézina and Raou] Vien. 2

Although Leduc occasiona]]y ass1gned spec1f1c work to parti-

b
»

. cu1’are1ndividua1s he expected most of his assistants to fu]f:‘;{many,

'?,.
if not all duties,

4

D. The Contract , \ - ' T

The contract between Leduc and the parish reveals ‘the conscien-

tious nature of the man and the artist.

St-Hilaire Comté de Rouville, P.Q.; m'engage par la
présente 3a nettoyer et\a.réparer les tableaux et la
décoratign de votre €glise de la maniére décrite au
devis explicatif ci-joint pour la somme de un mille
six cents dollars ($1600) payable par versement de
cent-vingt-cing dollars ($125) par semaine durant
le cours des travaux, et.la ba]ance restant, 2
la-fin de ces travaux."3 v -

41C0mp11ed from 3 sources: A.P.S.H., Livres de Comptes, pp. 336-
370; from A.N.Q.M. Fonds Ozias Leduc, Da11xﬁWork Journal and Toose _
b111 sheets Box, 1 ¢30. For a deta1]ed account of each worker
seg Append1x E1 and E2.

gRa0u1 Vien and Paul-Emile Borduas were good friends, both young

men were Saint-Hilaire resideats, both had taken art lessons from
Ozias/Leduc, and both had been encouraged by Leduc to pursue °
their/ studies at the Ecole des Beaux Arts, Montréal. P.E. Borduas'
work was terminated at St-Hilaire church restoration by his trip
to Eyurope “in the autum of 1928; Raoul Vien's last payment was
September 15, 1928 and he was marr1ed'short1y after that date.

3A P.S.H. Contract- s1gned and dated Oz1as Laduc, July*18, 1929

N

A

"Je souss1gné Ozias Leduc peintre, demeurant a ' oo
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Although Leduc stipulated that he-be paid a total of $1600,

\

$125 per week during'thé course of the restoration work and the remain-

ing amount at thefend of the project, however, the St-Hilaire church

Livre de Comptég,do not record this well organized systematic method

of p;§nent but révea] an 1ncons1stent and varying procedure 1
From Ju}y 1, 1928 to January 14 1929 Leduc, as 1nﬂ1cated in

the Da11y\work Journal and the contract between’h1m and the parish,

A

proves that he planned the restoration and re-decoration of St-Hilaire
church with great deliberation. Although this project deman&ed his - .-

time and attention, he was also involved in.other projects in varying

“stages of completion: he continued work on the Bishop's Chape1, Sher-

brooké (1922-32), S.S.N.N. de Jétus et de Marie Chapel of St-Hi]airg
Ctnvent (1926), St-@enevidve de Pjeﬁretonds(]926), Saint-Jdude, St-Hyacinthe
(1927)deaptistery and the St. Theresa Chanel at Notre-Dame Church!, Montrégl
(1927,1?28,1930), and'thg Saints.Angs-Gardiens in Léchine, Qué. (1930-31).
| The copy of the contract (see Addendum 2) is'entitled:

"Restauration de la décoration et des tableaux - Chem1n

. de la Croix et autres figqures dé&coratives.'

In‘this text Leduc clearly and precisely outlined his duties, *
those of his assistants and their responsibilities in the restpration
ofi the church., He orgéni;ed the document under specific headings:'
T)-Surfaces to be treated; 2) Materials; 3) Execution; 4) Detai)s

of the Work, a) Vaulting, b) Walls, c) Pulpit and side-altars,

~ Fl
?

1A.P.S.H. Livres de Comptes (Jan. 1§\1893—bec. 31, 1932), see
Appendix ET. . ‘

2Lactoix, 1978, pp. 149-53. Besidesftﬁs artistic activities, Leduc
took a more active part in Saint-Hilaire community in the 1920's -and 1930's,
see Lacroix, 1978, pp. 107-123, ~ .

N
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d) Front of Jubé and Jubé sta1rways, e) seats or‘Benches,if) Co]unns,

. As the genera] contractor of this enterpr1se Leduc stated

-

he would supp]y first qua]1ty materials, scaffo]d1ng, tools and any
other necessary 1tems 'to carry out the proaect successfu]]y

"Tous les matér1aux emp]oyés pour cette restau at1on

seront, de- prem1ére qualdité - La dorure, ou necessaire :
v *  sera faite au mordant Le frane, avec 1'or Allemand

marque Germania." o \

In the sect1on of the.contract dea11ng with the execut1on of

the work, Leduc revea]ed the duties would be ‘executed by competent
. \\\ ;
workmen under h1s constant supervision and dvrection. , K

"Tout,Je travail, peinture, retouches au décor . -
oul aux tableaux dorure sera fait par les,

ouvriers competents sdus ma direction cgmme

entrepreneur responsable de 1'ouvrage."

Leduc and his assistants agreed to take full responsibility
for an& damage 1ncgrreq during the course éfﬂ%he kestoratign. He
summarized the surfaces to be treated:

"Eglise et som porche. - Les voutes, les murs, les
fenétres intérieures, les portes intérieures - La
chaire, les autels, les stalles, les boiseries, le
devant du jubé - les escaliers, la tringle de
couronnement des bancs et Te couronnement du

devant du jubé ainsi que celui de rampes des esca]iersi"'3

In specific terms regardin the restoratjonigf the v;ﬁlting,
Leduc stated that an initial ‘cleaning wouid takeﬁp15ce; followed
by‘ﬁhe appT}cation of putty to areas needing repair, and that
finally one_coat of paint would be applied, the ribs weuld'also be

’ ‘

retouched. - ' E

1y

'A.p.S.H. Contract. - - ‘Qf
21bid. R /
3

Ibid. . .

'

r
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7 “Les volites, nettoyées /é fond, tel (sic) que commencées '
recevront sy leur panfieaux-principaux . une couche
de peinture matte de la nuance voulue, aprds masti- (
P ‘ K quage e*t autres~réparations jugées nécessaires - Le o o
: *bronze de leurs nervures sera renouve'ﬂé .

' . : The walls were "to receive the same treatment, r‘ep/ﬂir‘s to the
.Y —=<J surface,"then a_ coat of paint. ) : .

o

"Les murs également nettoyés a fond, les fissures .
et autres détériorations réparées au mastic ou -
J ‘ au platre, suivant le cas, recevront entre les
. bandes du décor, une couche de peinture, préparée 2
. : comme celle des voltes et de nuances convenable{sic)."

Leduc wrote that the columns would be cleaned and two coats

of paint would be applied to their lower part," as ‘well, the
bronze fillets and acanthus .leaves decorating the col u[nh-capitals

.wou]dﬁ:e remade. . . Y
- "Les co]on‘ﬁes - nettoyées comme les autres parties de ) ‘ ,
' 1'église, deux couches de peintures a %eur partie :
inférieures, leur bronze sera refaxt

Al of these tasks were fulfilled dumnq the course of the

2o '

restoration (Ju]y 1, 1928-January 14, 1929). * o -

, " E. Review of the Progréss of the Restoration -

From the information provided by the Daifx Work Jo"urhell Leduc

started the restoration of St-Hilaire ‘church ot July 1, 1928’by
procuring the needed Tumber (rented from J.M. Fontaine -local entre-
preneur\)‘ to construct the scaffolding inside the ch\,ur'c':'tl‘.f1 The same .

© day, three unnamed local workers were hired to erect the scaffolding. p
v 2 . .

-~ ) N
T, ) c
N A.P.S.H. Contract. ‘ 5 .o
Ibid. ' . . - ) B
3 Ibid. ) .
4A N. Q M. Daily Work Journal, July 1, 1928 entry, p.l. Naﬂs were
purchased from another Tocal tradesman, P.H. Hébert

v
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_ Fortunét Rho]«arriQed:by train from Montréal to Saint-Hilaire, the

afternoon of July 5 to direct Gui1lotté and Lapierre i;rfcléaning the

central vaulting 1ocafed above. the jub& 1in the Tast span where -the
orgﬁn'was located. On July 9th, J.B. Allaire helped Fortunat Rho with -~

the iast'of the cleaning and Allaire begén ta paint the cenira] vault

~

and thé“bagk wall of the church during the afternoon. ,After‘cdmple-& .
tion of this area, Leduc meﬁtioned his dissatisfaction with the

-1

. painted Vau]ting feelihé the result was tbo dark, theréfdre‘he request- « ° »
édﬂthishsecfion (fifth Spani besrepainted oﬁ October é and 4, 192?.3
heduc émp]dyed thé same working methodo]ogy‘in evef}naréamof‘the
- church% that is, each sect1on was washed and cleaned w1th soap and

‘ water by his assistants using, sponges, secondWy each area was reputt1ed

or rep]astered where needed; End thirdly the area was repa1nted

On July 9th, the new pipe organ for St- H11a1re church arrived _ ) "‘ .

from nearby St-Hyacinthe, Québec built by the world reknown ongan

bu11ders, the Casavant Brothers.4 : : o , &

1 Ibid.

e t——— - &
-

2A N.Q.M. Daily Work Journa], entry for Ju]y 9, 1928, p.2, see- also

Addendum 1. { : 1.

3A N. b M. Da11y Work Jourmal,-entry for Octoba\ 3 and 4, 1928¢ pp. 27 28

4A P. S H., Cahiers de Comptes de la Fabrique de St- H11a1re (Jan 1, .
1893-Dec. 3T, ]932) p. 350. St-Hilaire parish Livres de Comptes 1nd1cates

that $7,900 was paid to.Casavant Brothers for the organ on August 8 1928. 4
See also The Casavant Newsletter April 15, 1968, A.P.S.H. - ‘ %
", . . the organ in the parish Church of St-Hilaire. . . contains vo ;

- a considerable amount of pipework dating from a Joseph
8. Casavant instrument of 1856. The organ was originally:

built for the Seminaire of St. Hyacinthe as-a tracker organ o
.of one manual and was rebuilt by Casavant Freres as Opus No.3 .
in 1882. At that time, the brothers added a Swell chest

and a Pedal stop and the instrument was installed in the

church a¥ St. Hilaire as a two-manual tracker. The ,organ

was rebuilt Tn 1928, all of the mechanism being replaced by

an electro -preumatic action but most of the pipework from the
two earlier instruments being retained and some new pipes add-
L. ed. In 1956, further work was done which. effectlvely re-ar-

=ranged the parts of the-instrument." . . ‘ .

o

The Casavant Brothers organ was'unpacked at St-Hilaire on J 9
(A.N.Q.M . BY c27, Daily Work Journal) . July 1928

[ -

Py
i -
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, From July 10-13, the walls were reputt1ed and smoothed,

A
while Leduc repainted the re"hgwus emblems The "Star of Creatmn

i

(right) and the glngs or Knot of So]omon (left) with their fragnes of

* laurel wreaths. Work continued in the central vault of the fifth

™~

§

A
.
gL - o
.
)

. span located above the organ gallery until the scaffolding Was removed

and r‘econstructed fr‘om Ju]y 13-16, 1 in she two smaH-’vau]ts flanking “

<&

the principle vault o o ‘ -

Leduc and his assistants proceeded to restore the smaller 7 .

»Side vaulting from the church.entrance, to.al tar, and then restored

" thé, central nave vau1t1ng-from altar to entnance 2 i

One .of the areas -for repan' and restoratwn mentioned in- &

N the contract be tween Leduc and the pamsh were the pulpit and three '
a]tars (mam altar; ]eft side - St. Joseph; m’ght side - Virgin).
Leduc planned to clean, repair and paint the altars to make them

more complementary to each other and conform to the overall decorative

scheme. He stated: - ’ - w -

"La chaire et les autels - nettoyés aveg s0ins .-
Les panneaux de la chaire appliqués au: mur gptueﬂe—
ment peintsd'un vert éc]atant seront, remis 1eur
couleur primjtive semblable.d cel]e(sic de tous' Tes
T autres panneaux de cette chaire. Les ‘fonds du .
retable au maTtre-autel qui sont-ornés d'un vase st
et d'urevigne dorés d'un mauvais dessin trop voyant, e
AR seront refaits en une teinte un%forme comme celle ° K
des retables despetits autels.™ o o :

Pl

"A.N.Q.M. Daily Work Journal, July 13-15, 1928, pp. 2- 4.

2Scaffoldmg was erectedyin the ‘first span of the pr1nc1p1e\
vaulting, located directly en face of the choir from September 8- . .
\10; the second span - Sept.'22-29, was repainted Oct., 10- 13 because, .
Leduc felt that it was painted too darkly; the third span - Sept. 7. .
25-29; the fourth span - Dct. 1-13; and the fifth span = July - L

T 13 was repairrted ott. o- 4 o . .

v

A P.S.H., Contract, copy dated July 18, 1929. "See also
A.N:Q. M" b1 ¢30, Daily Work Journal (Addendum 1), see entries for
the Pulpit: August 9, 10,, 1T, 13, 315 November 3; Altars: August
8, 9, 25, 27, 28,»September 1 14, 15, 225 October 4, 5, 9, 10, 31;
'November 5, 19 20. .

. - " . : \“K'F"
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Anotﬁer item mentioned in the contréct was the redecoration
and repairs to the jubé and its stairways located at the rear 6fqthe

church. Leduc stated that thfee“coaﬁs of paint would be applied to

‘the front of the jubé to ensure'the’co1our scheme would conform and

harmon1ze with the rest of the 1nter1or

The stairways leading to the Jubé wou]d be repaired and

e

1 3
revarnished.

"le_devant du jub& et les escaliers du jubé. la
menuiserie nouvelle nécessité pour compléter le ~
devant du jubé sera peinturé a trois cquches, les

rioeuds shallacqués et le mastiguage fait. La =~ 1

décoration” sera faite ‘pour se raccorder a celle des i
R part1esanc1ennescomwe couleur et comme exécution. Le. \

couronnement’ du' devant du ‘jub& sera réparé et g o

- reverni‘de méme que celui de la rampe des escaliers.' /
The two sta1rways Teading to the Jubé or the.organ gallery

as well as the benches and pews located in the jubé& were given an

¢

injtial §andpapering en'August 7, 1928.2 Jw>§Qf

,
4

,Regarding the pews or benches in the church, Leduc _gave
1nstruct1ons for them to be sandpapered, repainted brown and

varn1shede1th ane coat. He wrote: -
»
‘Les bancs. La tringle de couronnement actuellement
de couTeur brune sombre, sera passé au papier sablé
et nepe1nte de la méme cou]eur et ensu1te verni
a uné couche."

- Aceording to Mr. Raou1/VTen, the pews and benches had been

painted a bright yellow prior to the 1928-29 Restoration. This

- accounts for the large quantitiés of yellow paint purchased and noted

in the bills for the ofigiﬁa] 1896-1897 decor‘ation.4 Leduc uses

]A P.S.H. Contract See also A.N.Q. M bl c30 Da1J Work Journal,
entries for July 23; August 6,7,22, 3 21 tober 2,6,10, 53 15, lB,IE,i9
22-26; November 3. >

2A.N.Q.M. Daily Work Journa], August 7, 1928, p. 9.

A.P.S.H., Contract. - 3

41 am indebted to Raoyl Vien for pointing this out.
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/o

the or1g1naT woodwork to best advantage by re§t0r1ng and repainting
the pews -and benches to complement the 1nter1or and emphas1ze the

woodwork. - ~

~——

The first entry in the Daily Work Journal dealing with changes.

* to the front of the jubé was .dated July 23, 19 8 when DollardsChurch was

)
assigned’to paint the.newly ponstrgntéq:front of the.jubé.]- The grey

colour used conformed to the a]reﬁdy existing, overall grey colour

scheme of#the church. -'Between October 2-19, 1928, the series of

stylized crosses, framed by woodeny pointed arches which-also comp lement

the interior, were stenciled onto the front of the jubé.? A phe]imﬁ—

nary drawing exists illustrating the first concept'Ledu; had for

the front of the jubé (f1g 95)"‘3 The preliminary drawing is basi-

cally-the same de51gn except for a wooden Christ on the Cross whi ‘

Q

occupied 'the center of the front of the Jubé that was abandoned when

the final plan was executed. " s ;
N N /

Variations on eleven types of croSses are represented. These

_decorative crosses, (fig. 96) in a bronze-gold colour, were applied

) ' -/ i
by means of stencil to the grey background.4 Tha ¢rosses are centrally

placed Eeneath their golden, pointed arch frames./ Leduc made extensive
notes on the decipherment of cross symbolism (fig. 97) which. had been

taken directly from a book he had in his extensive Hibrary, entitled

Church Symbo]ism.written by'F.R. Webber.> . ‘ ¢
? .
]A.N.Q.M. pa% 1y Work Journal, July 23, 192%, p.:5. _ K -
2A N.Q.M. Daily Work Journal, October 2-19, 1928, pp. 27;353 .
2@ Q.M. bl c30. ' ‘

——See Appendix F for sunmary of crosses and arrangenent

" SE.R. Webber, Church Symbotism (Clbveland: J.H. dansen, 1927),
see chapter VIII% The Cross, pp. 99-132. See also A.N.Q.M., bl c30.

" B it s i S Sk S5, e feopenre K e bk s o D Rt 52
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F Canvas Restorat1on

" As stated in the Da11y Work Journal, on]y thirteen of the

'\‘ N
a

)

J ,

f1fteen canvases.and their borders were cleaned and retouched between
1

\

July 19° - November 5, 1928.

Leduc's work méthod was such that everything in a particu1ér,

. ! . y
area of the church under restoration was treated simultaneously, unless

.Leduc was dissatisfied with the result, then the en%jre area would be

» ,
reworked at a later date, until he felt it had obtained the desired effect,
f \ * .

\ ~

Technique: N © .

His assistants used soap and water, applied with a sponge, to clean !

. . : \
the canvas. .Then 0zias Leduc retouched the canvas where needed. In one.
2 \

instance Leduc. used wax.’

'According to the Daily Work Journal, Leduc and his assistants did

- nox cleany repair or retouch two canvases/facated on the right side

(ép1tre Christ 1n the House of Simon’ and Supper at Emmaué, as. no mention

15 made of their restoration: If this was not an oversight, then
- -

perhaps itmwas due to the location of the two works, a considerable
distance from the altars and the carbgg}rf%m the 11ght1ng of candles

TThe following Ls'a summary of c]ean1ng and restor1nq tie 13
canvases ,and their border motifs. .

Death of St-Joseph - July 19; Sept. 22.

4 Evangelist canvas - July 20 (2 on left s1de); Sept 20, 21, 22.

St. Hilary Writing His Treatise -  August, 14, 25, 27, 28 29 30, 31\
Christ Giving the Keys to St. Peter - Aucust 20, August 25. :
Pentecost -  August 25. .

-Marriage of the Virgin - August 30, 31; October 3%.

‘Assumption - August 30; Sept. 4, 8, 14, 15; Dctober 31.

Ascension - -Sept. 8, 10, 19, 24.

Adoration of Magi -  Sept. 10 19, -24; November 5.

Baptismof Christ - Sept. 14, 15 .- . .
2A N.Q.M. Daily Work Journal, August 14, 1928, p. 11. -Leduc often used

-wax, as verified by Ml1le Messier, to give a Tustrous and myster1nus, other:

world auality to the depiction of colour and light in his.canvases. Mr.
Raoul V1gg conf1rmed to me verbally that Leduc was present every morning to
ass1gn and superv1se .the 'days work. .

\

\
\
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and from the entrances, ¢ausing everchanging cldmatic conditions.
*Much attention was given to the canvases located behind the altars,

no, doubt due to the build up of dirt an7'carboh from the ‘1ighting of

] ‘ ! @
candles. ~ s ,

. [+ .
The Daily Work Journal also revealed that Leduc made some minor

TS

mod1f1cat1ons to the borders framing his canvases.2 According to Mr.

Raoul Vien, the border changes were extreme]y small. Leduc added”a small
c1r8ﬁe at each corner of the pseudo archwtectural niches of h1s canvases

and replaced the curved line at the top of each canvas with a straight

line. . ) ' . . e

s

\k\\\ The same central vine-1ike moring glory and six Eetalled daisy- ‘

11ke floral motifs were used. Close e;Em1nat1on revea]ed that when the
stencil was re-applied over the or1g1na1 des1gn it was produced 1naccurate-

1y, as ev1denced by the borders- of the two Evange11st canvasesrﬂhjght

side) beneath the jubé. U ;/h ‘

~ v

G. u_ys of the Cross ' - . : "'ffiw

s~
P

The respons1b111ty of c]ean1ng and retouch1ng the yé}s of the Cross

- at St- H11a1re church was delegated to both, Paul- Em11e Bd?g:§;;and Raoul.

A
V1en.3 P.E. Borduas was mentioned in the Da1]y Work dJournal as beginning

. hi% task 'on July 16, 1928 and the,]asf7entry with information relating

to him was wriiten‘on August, 8, 1928.4

]The'two canvases located above altars in the nave, The Assumption

. Of the Virgin and 'St. Hilary Writing His Treatise as well as the following

WoTks close to the entrances exposed to the seasonal changes; The Pentecost,
Death of St. Joseph and the four Evangelists.
2

on August 6,9,13,17; September 5,6 and October 8, 1928,
3Recent conversation with Raoul Vien. v

4 A.N.Q.M. Daily Work Joumal, See entrwes for July 16, 17, 21 -24, 25,
26; August 4, 6, 8. \ .

et s r————— B RTINS A b o TTHONT 5T PO 4 ik

A.N.Q.M. Da11y Work Journal. The border alterations . were noted by Leduc

et o e e 4 S s &
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Borduas' participation in the 'restoration lasted from early July until

the middle of Octoﬁer, as _he left for Europe in the autum of ]928.1'

H. Further Restoration Qutgide the Contract

There were a number of renovations listed on an undated, loose

piece of paper which were executed But not included in the contract .

-

for the restoration of St-Hilaire church. The following additional’

work can be traced through tﬁé Daily Work Jgurﬁa] recorded\by Leduc. Thesg

-~

renovations added late in the project were:

"Les grillage, linoléum, V1trophan1e, L'&clairage 2
e]ectr1que, et les vitres & refaire pour fenetre nef."

4

On October 4, 1928 the three windows of the St-Hilaire church facade
were prepared for the "vitrophém’e”,3 with work completed on Octobét T9,

1928. %

L]

Another responsibility which Leduc waé\requested to perform was

to négofiate the exchange and reduction in number of statues in St-Hilaire

church. He compiled a Tist of eigﬁfeen statues pn October 15 and 16, 19285,

to present to a willing entrepreneur.
‘Ozias Leduc wrote to Alexander Carli of T. Car]i-ﬂetrucci, Limited,

on December 13, 1928 stating that cu}é Levesque of St-Hi1aire church was ~I
\ ) ;

]Guy Robert, Borduas (Montréa] Les Presses, de 1! Un1vers1té du
Québec, 1972), p. 21, early November 1928.

2p.N.Q.M. b1 c30.

3”La vitrauphanie™ was a process to offset the very strong lighting.
“La vitrauphanie est méme un préservatrice de la vue, car
employé dans un fenétre dont la lumiere est trop forte,
elle 1a rend limpide et plaisante." La Presse, October 22,
1898, p. 15. See also A.N.Q.M., bl ¢c90. Letter from O.L. to Victor Rho,
dated November 23,  1922.° :

4A.N.Q.M. Daily Work Journal, October 4, 6, 9, 10.

SAN. Q.M. Daily Work .Journal, October 15 and 16, 1928. See also, h
sheet entitled "Liste des statuessuppr1mées, Eglise- de StiHilaire. ™
See append1x G. . . ) ( ] . B
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w%{ting for their company representative's assessment of ‘the state, .

‘ . 1
céndition and monetary value of the mentioned statues.

There seems to have been a delay in negotiations between Léﬁuc
and}T. Car]i-Petrucci,”because on January.18, 1929 anothgr company

’ N . L _ 2
Desmarais and Robitaille Limitée became involved in the discussions.’

T. Carli-Petrucci, Limitée entered back into the negotiations on January

29, 1929, when Leduc4$¥oposed an exchange of some, statues for recently

executed works.S Leduc wrote:
")'ai communiqué votre réponse et la date aproximative
de votre visite a St-Hilaire relative aux statues
' en.question, a M.N. Levesque, curé de Saint-H11a1r§ . v/
qui vous recevra -~ Si vous pouviez cependant lui indiquer n///
s

un peu a 1'avance le jour de votre visite en Février,
i1 vous en serait trés obligé. M. le curé et moi préférero
que vous veniez par le train du matin laissant Montréal /|

gare Bonaventure 3 7.55 am, "4 //

: ' /

1o N.Q.M., b7 c96. Letter from 0.L. to Alexander Gar]ib;?féd

December 13, 1928. T. Carli-Petrucci, Limitée, Statuajres was/located =
at 408, 430, 412 Notre-Dame East, Montréal. According to Gabrielle

Messier, in 1883 Ozias Leduc apprenticed as a statue-painter for Mr.
.Beaulac of the Atelier T. Carli in Montréal. Leduc had a Yong associa-

tion with Carli and recomhended that his company supply statues to the
churchés he decorated, such as: St-Hilaire; Farnham 1905-1906, A.N.Q.M.,

b3 'c16. Letter from Carli to Leduc, Oct. 7, 1905; Notre-Dame church
Baptistery and Ste-Thérése chapel (1927, 1928, 1930) AN.Q.M., b4 c13.
Letters from Carli to‘’Ledu¢ dated May 11, 1929 and January 24 1930." . =~
Leduc was recommended to clerics by Carli for church commissions, such’
. as the church in Rogersville, New Brunswick ca. 1914 (See A.N.Q.M., b3

c25. Letter of Feb. 16, 1914). The St-Hi]aire/éhurch Archives indicate

the purchase of religious statuary from T. Car}i, 1466 rue Notre-Dame,
Montréal, as early as June 12, 1895. Between /June 12, 1895 and January ,
.16, 1900 Saint-Hilaire parish bought a numbe/ of statues destined for the
church interior &nd convent (see A.P.S.H.;,ﬁivres de Comptes, entries of
June 12, 1895; June 25, 1895; June 2, 1896; December 11, 1899; January 16,
1900). The A.P.S.H., also reveal that business was conducted between St-
Hilaire church and T. £Larli-Petrucci, Ltée, Statuaires, 408 rue Notre-. '
Dame Est, Montréal, as recent as March 19, 1954 (A.P.S.H., Letter from

T. Carli-Petrucci Ltée to St-Hilaire/church curé dated March 19, 1954).

See John R. Porter and L&opold Dé&sy, L'anponciation dans la-sculpture au
Québec {Québec; Les Presses de 1'Université Laval, 1979), pp. 127-137.

ZpN.Q.M., b5 c4l. Letter to 0.L. from Desmarais and Robitaille,
Ltd. Importateurs et Fabricants d'ornements d'é&glise, statues, et
articles religieux, 67 and 69 rue Notre-Dame Ouest, Montréal.

\3A§N.Q.M., b7 c97. Letter from 0.L. to Ty Carli-Petrucci, Linitee,
dated ary 29, 1929, .° . \ . _
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+ 1. Changes to the Choir Area 1

the rear of the choir to be replaced by three decorative wooden grillworks;

f " 198

In a jetter of June 26, 1929 T. Carli-Petrucci Limitée stated

4

to Leduc that.curé LeVesﬁue had ordered a console from them for St-Hilaire

church.] Accofding to the St.Hilaire Church Archives, the parish paid

$321.30 to T. Carli-Petrucci for "Statues - Consoles -Piédestaux” on
2

August 20, 19297 and received the sum of $110.00 on May 19, 1930 for its .

Mdsmtws}

I
'

Pl
\

The choir was one of the major areas of change during thé 1928-

¢ 3

1929 restoration. ¥

None of these changes to the choir area werementioned in the

contr%ct, and the Dailx_unrk_dnurnal.records nothing before October 4,

+ 1928 regarding major decorative and structural alterations in the choir.

The two.pre1im1nary drawings, combined with the Daily Work Journal entries
from Ogtober 4, 1928 onward, and a list of further restoration items

provide the %nformation needed to understand the changes in the choir.

° -

, ,
! Two preliminary drawings executed by Leduc illustrate the transfor-

mation and re-Organization of the choir space.4 Singularly, neither drawing
supplies complete information about the chgnges, but combined, both
drawings p?ovide an accurate reconstruction. The changes in the ‘choir

area were:the dismantling of the three wooden and plaster wall panels at

1A.N.QLM. b5 c41. Letter to 0.L. from T..Carli-Petruccf Limitée,
Montréal dated June 26, 1929.

2A.P.S.H. Cahiers de Comptes de la Fabrique de St-Hilaire (January 1,
1893 - December 31, 1932), p. 358, entry for August 20, 1929.

31bid, p. 361, entry for May 19, 1930,
“A.N.Q.M. b1 ¢30 See Figs. 98, 99.

SA.N.Q.M., Daily Work Journal, for entries October 4, 13, 17, 18, 19;
November 6, 7, 8, 9, 10, 12, 13, 14, 15, 16, 19. On October 4, 1928

K3

. Leduc's assistants began to tear down the last three panels of the choir

(the panel directly behind the main altar and its two flanking panels). By
October 17, Leduc had his workers -start to erect the decorative wooden grill-
work, with the first puttyingand painting on November 6, 1928. A third

and final coat of grey paint was applied on November 12 and 13, 1928.

)

J
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the Soeurs“Qes‘Saints Noms de Jésus et de Marie of St-Hilaire convent.

199 "
"y )

+ -behind this elaborhte grillwork an elevated ga]]ery] was erected for

This area behind the griltwork would also house a 1ife;size Crucifix 2

The Tast three wooden pane]s were replaced by a Leduc designed,

‘'
“

) grey wooden griliwork (f1g 100) decorated with tﬁe Latin cross and

wreath.3

The 1nsp1rat1on forlthe grillwork may have been Auguste and

..Gustave Perret's metal grﬁ]lwork in the Church of Notre-Seigneur de

Raincy (1920-24) near Paris, especially with regard to the in-frame

motifs of the circlie and cross which form Leduc's decorative pattern of

. the Lat1n cross and wreath

P

The first mention of building a stairway for the "Jubé de

Soeurs" was also entered on October 4, in the Daily Work Journal

n

afin d'y pratiquer un escalier pour jubé des soeurs arriére

M-autel."

h}

v

Since the "Jubé des Soeurs" (fig. 98) was located well above .

the\f1oor 19451 of the choir behind the gr111worﬁ, a stairway had to ) ’

be constructed to reach it.

the plan for a new 11no1eum f]oor

14,

in the choir and one in the nave.

o ——

L

Another addition to the St -Hfjaire church choir area; was

4 ,‘ . \

Although the Daily Work Journal's Tast entry is for January

1929 three more additions were made to the church interior, two

were re-decorated.

12,

1

13,
2

A.N.

In the nave, the eight large windows

.M., Daily Work Journal, see entries for November 8, 9, 10,

» 15, 16.

A.N.QuM., Daily Work Journa], entry for October 13. \'

3

A.N.Q.M. bl c30.

See fig.

grillwork designed by Leduc.

f.N.Q.M., b1 c30.

100 a preliminary drawing of the wooden

The Da11y Work Joutnal recorded that Leduc

estimated measurements on October 15 and 16, 1928 and the linoleum was -

cut and glued to the sanctuary floor from December 13, 1928 to January .
14, 1929. See entries for October 15, 16; November 28; December 5, 13,.
21, 22,

19284 January 14,

1929.

P



(Y

KEY:

!
o
|

'

TS MU

DIAGRAM C

N

:

e’

Nayg Window

; ; Symbol used if blue border

'

4 4
5 .5

1
o Scale 1 cm = 40 cm

S

»

IHS intertwined symbol used if red border
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J. Nawe Windows

In April 1929 Leduc's designs, mainly eucharistic and passion [
symbols, were painted on the g]ass‘paneg of the eight large nave windows.]
In a Tetter to Oliviér Maurault, dated April 5, 1929'He stated: . ,/

"Apporté les verres bleus décorées pour 2 .
réparation au vitraux de 1'église de St-Hilaire." : !

’

In a letter of May 24,.1929 to J.P. 0'Shea and Company, Montréal, Leduc .

stressed the urgency for the painmted glass windows to be finished.

"Un mot - vous vous dire, Monsieur le Curé Levesque

de St-Hilaire et moi d'avo1r pas encore en les - -
vitres commandées depuis 1ongtemps et promises sans
fautes. pour i1 y a plus de huit jours. Veuillez ,
donc faire un effort Mons. 0'§hea pour les envoyer |
au-nlus tdt, il y a urgence." !

Shoftiy after May 24, 1929 in an undated Tetter Leduc n0t1f1ed
J.P. 0'Shea, and Company that the pa1nted decorations on glass panes for
the ndve windows had arrived.
/. "Les verfres décorés commandés pour 1'église de
St-Hilaire me sont parvenus samedi en parfait
état. Je me plais & vous dire que ce travail
exécuté dans vos atellers4est satisfaisant & w
tous les points de vues."

The St.Hilaire Church Arch1ves 1nd1cate a payment to "J.P. 0'Shea
5

i CO Verres" of §35.00 on June 30, 1929. -

The borders of the wooden window'fgames are decorated With two

types of golden bronze coloured ornaments: Greek. crosses (symbolizing

! -
-
I »

—

Vsee Appendix :H1 & H2, for summary of motifs used.

2A N.Q.M. b7 c97. Letter from OL. ,to 0.Maurault, April 5, 1929.

3A N.Q.M. b7 c97. Letter from O.L. to J.P. 0'Shea and Co 929 rue
Perrault, Montréal, May 24, 1929.

~ Y%.N.Q.M. b7 c97. Letter from O.L. to J.P.0'Shea and Co. undated,
1929, .

5A‘.P.S.H. Cahiers de Comptes de la Fabrigye de St=Hi1aire (January
1, 1893 - December 31, 1932), p. 356, entry for June 30, 1929.
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A .

. ) faith) and discs or circle (;ymbo]izing eternity and regeneration). )

" These two omaments are alternated.around the rounded arch window frame.

5

There‘aré éight windows 1pcated on the nave's lateral walls
of*St-Hi]athe church. "Each rounded arch window frame is divided into
two sides by mullions and’ form twelve pan;s of'olass (see Diagram b).

The outer border is of co]oured g]ass, either b]ue}or red.

Ins1de this border is an opaque white square .area with transparent f]ora]

vt‘:?i

and//)ne‘mof its T In--the_ center of each square is a transparent c1rc1e

T

on wh1ch is pa1nted either a symboT~of the Passion or Eucharist: The
\
¢4

re]1g1ous Chr1st1an symbo] is painted on thé“575§§"1ﬁ'ETfﬁ§?*go]den-ye]]ow

_ outlined in brown or silver out11ned in black.

‘o

oo * | Axmbois Employed by Leduc

The top, two panes in each window are occupied-by Sacred'Heants.
The a]ternat1ng of cq]ours, golden yel]ow and silver, "ds’ well as ‘the

" pierced and non pierced hearts are arranged at random and do not conform
-~ to a particular pattem. .In the r;ma1n1ng seventy-two panes1 a total
’ ot twenty one different symbols are used, 2 -and’ var1at1ons o the symbo]s?
It is most probable that Leduc was 1nsp1red by W.R. Webber's Ch
Symb011sm for his mot1fs, as he had used th1s book to d9p1ct th;\d1fferent '
T crosses decorat1ng the front of the jubé. Tho re11g1ous symbols are drawn
/ A from'traditiona] religious iconography alluding to the passion -and \
eucharist. These symbols expand upon and oomb]ement the aireadx existing .

-

-

L | ’ ]Appendix H2. The last windows on the nave lateral walls are divided °
by’ the jub&, so that panes no. 2 and no. 3 do not exist. ’

2Pre11m1nary drawings fpr 'seven of the twentygone symégjs have been
Vo S located. A.N.Q.M. bl c30, Censer, Rose, Robe, Chalice, Hammer, P1ncers and

Nails, Greek Cross, un1dent1f1ab1e f]ower - poss1b1y the Lily (See fig. 101).

"
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' des lampes élect. de ce jubé.""

. . : L o ® 202
symbols of the pasS1on .and litany found on the high 1atera1 walls and
ce111ng executed during 1896-1897. . N

Two remaining‘changes in the choir area fall outside the ddte
of tHe 1928-1929 restoration -and can be looked upon as the finigﬁing .
touches to the newly renovated choir area. The two new additions were: ’
firs%, e]ectrié“Tamps\(1nsta11edhbetween February 11- December 16, 1930)
for.the choir and nave, to 1mproye‘the imbalanced 1ightiqg of the church
interjor which had been 111dminated previously by ondy three .chandeliers

4

located in th; nave; secondly the %{placement of two coﬂouréd glass

S ”

windows (figs. 98 99) - 1ocated on either side of the "Jubé des/?oe rs"

by two Oz1as Leduc des1gned sta1ned alass compositions that wefe not’

installed unt¥l March 28, 1931. \

.
-

- The first meption of the electric_lamps .for the St-Hilaire church

was on November 5, ]928.] Leduc stated ". . . travail a 1'installation

2

Although Leduc noted this in the Daily wor:k Journal and ﬁur

rectangular wall bracket lamps are indicatédAin one of his drawinqs (fig.

"99) executed in. 1928, the project was expanded to 1nc1ude e1ghteen 1amps

for both the nave and(the choir. There was'a ]engthy de]ay in. des1gn1ng
and installing the 1amps.due to the 1ntervent1on‘of curé Levesque, who

was displeased with the initial co;t and design. Eight mdnths later the.
LeduclE1eFtr1ca] Limited wrote to CUré‘Levesque on'July 19, 1929 quoting

a pr1ce of $915.00 for the execution of the lamps deslgned by Ozias -

,,,-

iLeduc.B The company was owned and opetrated by Ulr1c Leduc, e]ec%?1ca1

]A N.Q.M. Da1ly WOrk Journal, November 5, 1928,~p. 38.

2Ib1d )

3A P.S.H. Letter from Leduc Electrical Limited, 1009 Cote St Mentréa]»

to curé Levesque, dated July 19, 1929. @

be

]

[ ° -
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engineer and youngest brother of Ozias Leduc. - The letter summarized the'w

N - 203

<

future location of the eighteen lamps (ten suspension and eight wall

Bracket). jk
‘ "Six suspensions pour les Nefs, s Y
. Quatre app]1qués pour le Choeur. fJ/

Une suspension dans le Jubé devant 1'orgue.

Deux appliqués pour les Chantres.

Deux suspensions dessous le Jubé. . ,

Une suspension pour 1'entrée ’'principale 1n érieure. ‘
fDeux appliqués, une, haute des escaliers. -

OZias Leduc was paid $38.50 on,September-Q, 1929, which wa's

likely the amount he recéiQed for designing the.lamps for S%-Hi]airé

church, as it is the lasg recorded payment pade-td-him.‘

87 -

Ulric

20
In a letter of December 3, 1929 from Ozias Leduﬁ to his brother

Ay

of Leduc Electrical Limited, he wrote that curé“Levesque wanted

the p}oject to be‘completed by Easter, Apri] 20, 1930, and suggested

‘mod1f1

lower

o

Lédbc

gations to the designs Leduc had subm1tted to h1m and requested a
price for the suspension lamps. «
“J'ai rencontré hier-Mons. le Curé de St-H. . i e

Nous avons naturellement causé de son projet

d'éclairage d'église. 1 aimerait savoir si .

la chose pourrait se compléter- pour quues

prochain. ' Pdques tombe le 20 avril."
continued: \ B e, B .
L1l suggéreraft des modifications, mais nous -
n'avions rien devant_nous a ce moment pour &tablir
des précisions., Mons. le Curé ayant égaré 3
nibmentansment Jes‘sousmissions présentées. ‘

‘ Dans les c1rconstances pour aller plus vite tu
pourrais me faire parvenir par 1a prochalne
“malle un copie de tes® soumissions que je te
retournerais ammed1atement aprés Tes avoir

1

A.P.S.H. Letter from Leduc E1ectr1ca1 Limited, 1009 Cote St. Montnéa]

oy,

]

- to curé Levesque, dated July 19, 1929. MNote that "Quatre appliqués pour le
Choeur" are,indicated in fig. 99 by the Tetter L symbolizing lamp(e).

2

k P.S.H. Cahiers de- Comptes de la Fabr1que de St-Hilaire (January

1, 1893 ~Dec. 31, 1932), p. 358, entry for Sept. 9, 1929.

~

A N.Q. M b7 c97 Letter from 0.L. to Ulric Leduc dated Dec. 3, 1929.



o o . [N O —————

¢ s

éomp]etées suivant les notes que lui-Téme

m'a foumies h1er Mons. Je: Curé a manifesté

1e *désir d'avoir une suspension d'un prix mo1ns
&816ve, ma1s it aime bien.le nouveau croquis qu'il A\

.. a vu chez moi 1'autre jour- lofs- 'de Sa visite de

sorte que tu peux-rester aux memes prises pour le
moment“" .

In a Tetter of February 11, 1930 from 0z1as Leduc to curé

~

Levesque, he requested the curé to exam1ne the ]amps

"J'ai ] avantage de vous communiquer aujourd'hui., la
soumission de la "Cie Ledgc électrique Ltée" avec
tous les détails voulus. ’

‘Leduc assired curé Levesque of the,artis;ic and technical qualities of

~

. the Tamps. ' @

' Curé Levesque must have had doubts about the project as Leducﬂwrote

~ o
.
/ ”’
'

. .
&mptes o

", . . Je suis tou30ur5 dispesé a fa1re Te p1us
L -grand effort possible, avec votre appui, pour’
avoir en 1'église de Saint-Hilaire, des- choses
convenables et utiles“d'un. terme artistique en
parfa1te harmonie avec ce que nous y”voyons déja."

1]

"Soyez sans aucune gene, si vous <royez, pour
quelque raison, n'avoir pas de garanties suffisantes.
de leur réa]1sat1on, soit du coté.artistique Ou

. technique, 'soit a d'autres points de vues.

&’

'Oh'Sebtember;BO 1930 the Leduc Electrical Limite bi led

f

1,

6
1893 - December 31, 1932), p. 364, entry for Dec. 16, 1930.

o

| R

Ny '
v " N Levesque of Saint-Hilaire, for the sum of $915 00
« Finally on December 16, 1930, St Hilaire parish L1vres de C
y records that the Leduc E]ectr1ca1 L1m1ted was paid $500. 00 The \L
/ is no further record of payment made to them-in the Livres de :Comptes,
¥ . : ! o,
1 Ibid.
2A P.S.H» Letter from @.L. to curé Levesque dated February 11, 930
« -3
. Ibid. . )
bid. ' ‘ii
C, 5

A.P.S.H. Bill dated Slp/te\mbir 30, 1930. E .
A.P.S.H. Cahiers de Comptes'de la Fabr1que de St-Hilaire (January“
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an 1nd1cétioﬁkthat the prfce was indeed lowered.

.

" As the aforementioned 1etper of December 3, 1929 states, thé

first drawing Leduc submitted was modified. A pencil drawing (fig. 102)
* ‘ ) A : ' .
illustrates the initial design. for the suspension lamp prior to the

structural chandes Levesque requested: In comparing the pﬁe]imigany
drawing with the actual suspension lamp (fig. 103) the djfference‘is
obvioug. The majgr alteration being the replacement of a circular globe

.at the bottom of the lamp with a triangu]ar one, givind the Tamp a
14

yect111near qua]1tj complementing the Neo- Goth1c 1nter1or

.

It is d1ff1cu]t to p1npo1nt the source of 1nsp1rat1on for these

drtldeco style lamps, although many similar versions are to be found

. reprodhcéd in the Art et Décofétion periodical that Leduc had in his

1ibraryf] -

L. Stained Giass ‘ . ) . o

The first visug] eviaence concerniﬁg the stained glass Qindows2
is found in the evolution of the two drawings (figs. 98, 99) of the choir
‘ area éxecuted in 1928. The f%rst draw%ng (fig. 98) shows that Leduc
- inscribed "Fenétre" where the future sta{ﬁed glass wou]d’be Tocated;
then in fig. 99 QL wrote. "Vitrail - Embléﬁ@\Eucharistique“, indicating
that the decorative window was conceived, in all probability, to
conform to the other Eucharistic symbols found in both the nave windows
(designed by 0.L. in 1929) and Ehe high lateral walls and ceiling
(1896-1897). | 3 .

9

The iconography for the two stained glass compositions was

1Sée Art et D&coration, July - Dec, 1899, p. 31l

, -2 acroix, 1978, p. 55. Leduc also designed windows for a St. John
the Baptist Church, Mew York, location unknown, and three windows for
the Pauline Chapel, Sherbrooke Cathedral, 1918.

li‘-. ‘ f
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“

determined between 1929 - January, 1931. Documentation presented by

?rangoiée Le Gris suggests that Paul-Emile Borduas had hoped ‘to have

- »

his stained glass scene Annonciation executed by him in a stainéd glass .

¥

course given by André Rinuy in qgg‘Parisian atelier of Hébert-Stévens, ,
< . »

between-January and March, 1929,1 acceptedﬂby Ozias Leduc for p]acement' .

in the St-Hilaire church choir area, however it was rejected.

. Having lived in St-HiTaire and worked with Leduc on the restoration. .

of the St-Hilaire church, in the summer and autum of 1928, befone hi§
Parisian trip (that Leduc and Olivier Maurault, p.s.s. had helped finance),

Borduas was aware of ‘Leduc's intentions and plans for ?ji/ﬁilined glass

As N

scenes. ) ‘.

Chronology

The first written account'concerning the two stained alass windows
for the choir area of St-Hilaire church.is a Tetter from dzias Leduc to
I

the curé of St-Hilaire church, J.N. Levesqug, dated either January 4
) ‘

&

or 7, 1931. The letter revealed the estimated costs and identified

the entrepreneur whom Leduc selected to execute his cartoons into

stained glass realities.

"Mons. G.E. Pellus, Peintre, Verrier, Ateliers, 5302
St-Urbain, Mentréal-est prét a faire vos vitraux

- ppur le Sanctuaire de 1'église de St-Hilaire, d'aprés
es croquis que je vous ai fait vBir: mais sans

payer quoique ce .soit\pour ces croquis pour la
"somme de.deux cents vgﬁgtAgjnq (225) dollérs par
; %
1Frangoise Le Gris, "Chronologie des rapports entre Ozias Leduc -
et 'Paul-Emile Borduas" contained in Ozias Leduc et Paul-Emile Borduas,
—~ {conférences J.-A.S2ve 15-16, Montréal: Les Presses de 1'Université du
Montréal, 1973),p. 109.° C
See also A.F.B., P.E. Borduas, Journal of 1929; A.S,.S.S., Letter from

. 0.L. to Olivier Maurault, October 16, 1929;A.F.B. .. tetter from 0.L.
.to P.E. Borduas', January 31, 1930. : )

'ZA.N.Q‘M.'b7 c99. Letter from 0.L. to curé Levesque dated either
January 4 or 7, 1931. Uncerta'inty of date is due to illegible handwriting.

4
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.vitrail:- Si vous voulez vous pettre en relation
avec Tui i1 est a vos ordres."

Sometime between the date of'January'4 or 7, 1931 and March 9,
1931, G.E. Pef]us,executed Leduc's two designs. In a letter dated
- March 9, 1931 he notified~bzias.Leduc that the two stained glass
wdndows~had been successfuﬂy’compléted.2

On March 28, 1931 curé Levesque informed Leduc that .the two

stained glass windows had arriyed at St-Hilaire church, and in his

'
|

opinion the Pieta scene'was too pé]e.

“Nos vitraux sont arrivées et montés. Je voudrais

bien savoir avant de les payer, s'ils sont tels que .
vous les avez_ demandsé, Ce]ui de la Pieta'me parait .
_un peu pale. "3 o

Curé Levesque. was not only- critical of the P1eta compos1t1on,

”but also of the costs 1nvo1ved which are mentioned in a 1etter he

"

“wrote to Leduc dated Apr11 12 1931. “Thi's 1etter has not been found

’

" in either Leduc's persona] correspondence (A. N Q.M.)-or at St. Hilaire

\'Church Archives, however, Leduc's reply exists in a letter of the same
date. Conceming the already agreed upon;price,;Leduc stated:

"Mons. Pellus m'a dit son orix le plus bas au prix de

faveur m'assure-t-il, en tout-cas je vous ai , . S

cdhmuniqué'ci prix - et - c'est tout, pour ce qui
me regarde."” : ' ’ .

Curé Levesque was reassured by Leduc regard1ng the two composi-
tians and G E. Pe]]us capab1l1t1es and art1st1c Ticense.

" ﬁ?y eut rien a]ors qu1 ‘nu faire suppose gue la liberté

1 N - -

"Ibid. ' ‘ - : 4
ZAN.Q.M., b4 c43. Letter to.0.L. from G.E. Pellus, Vitraux d'art,
modernes ket moyen-age, 5305 St. Urbain, Montréal, dated March 9, 1931.
“"In a letter of March 13, 1931 Leduc recommended G E. Pellus for the
sta1ned glass commission at Sdints-Andes- Gardiens,Lachine.

A N.Q.M. bd c43. Letter to 0.L. from curé Levesque dated March 28

©1931.

4A.N.Q.M. b7 ¢99. Letter from Q.L.‘to curé Levesque dated Apri] 12,

> o

‘
5

1931,
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. de 1'artwste peut-&tre plus tard (?) en quoi qui ce .
. soit. Ce n'est pas une oceuvre de collaboration qui a ’
. 6t8 demandé et je ne réclame rien pource qu1 aurait pu
. ‘ 8tre ‘utilisé des croquis soumis, croquis qui ont 6t&
montré plutot pour donner jidée du travail a faire afin -
d'en &tablir plus sfirement le pr1x que pour servir
de modéle."1
. . X
Leduc continued, stating that there was a lack of contrast pf colours

LN

"in;the lower section of the staineg glass window.

- "Depuis a 1'ég]ise, j'ai vu le vitrail de Notre Dame de
Pitié seulement, je 1'ai vu de mon banc et comme a
vous le bas me- parait un peu vide - manque de

" contraste dans le couleurs sans doute - Une barre
dé plus, aussi, vers le milieu de la section_du bas -
de ce vitrail serait, selon moi, nécessaire."

~Sources of Inspiration

The stainéd‘g]ass‘rﬂndering Notre-Dame de Pitié (Pieta) was
inspired by the text and tWO visual reproduct1ons in one of Em11e *
Male's books on Med1eva] Art which Leduc had 1n his library. 3 The
excerpts and notes taken from Male' s book: By Lgﬂgc (pages 123-125)

are a]most\verbat1m, descr1b1ng both works and the1rxréligfous symbd- !

1ism. —

—

"Vers -1a ,fin du XV sigcle le$ sept douleurs de Marie
étadent dé&ja .comparées a sept glaives lui fendant
le coeur.' La prediction du vieillard Simon: Tuam
apseus amorem pertrensibit gladius donniat reusex
‘ du symbolism. Dans quelques manuscrits du temps
';_) les glaives sont appelés les glaives ‘triomphaux de

1 o , , ,
Ibid. _ L E
21bid. |

3Emﬂe Male, L'Art Religieux de la Fin Du Moyen Age en France (Paris:
L1bra1r1e Armand Colin, ]925 3rd &dition), This composition is a
combination of fig. 66, p: 123, La Vierge au sept glaives (Vitrail
de Brienne - La-Ville, Aubé); and fig. 67, p. 124, La Vierge de Pitié .
avec le vieillard Siméon (Vitrail de 1' Augké Aubé) See Leduc's notes from

3

the text, A.N.Q.M., b7 c99

’
4y
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Mar‘ie."1
The two visual reproductions were thgfinsp{}ation for his éwn
conception of the scene. He se]@cfed, elimi%ated and combiged the indivi-
dual elements to suit his own aesthetic.and éryistic pepgeptions and
. satisfaction.
Description

The scene.(fig.~104)‘is divided horizontally into five areas
that have structural significance. "The second register is occupied by "~
a wooden cross above which (top ar@h) is the Hand of God coming out of

the clouds, placed below the pointed arch abex.' One of the most fre-

quent symbols used was the dextra deini, an Early Christian, symbol
of the presence of God, combined wﬁth,the cloud, an attribute of
Heaven. | | , o
The miéﬂ]e two frames contain the figure§ of Christ and Mary,
and the 1owést‘se§ment contains an overlap of the feet of Christ, but :
b for the most part is occupied by a lozenge metdif with an “inscription
on a scroll at the bottom of the scene. i
The Virgin is seated, dressed in a blue mantle ;nq veil, an
aureole of golden Tight encircling Her head, three swords appear }o
be thrust into Her right shoulder and four into Her left shouldef. o

Christ's body is naked except for a white garment which cerrs His 1oins;

the excess drapery hangs down behind His naked legs and nail-piérced -

]Ostiguy's file on Leduc, N.G.C. 'Seé also Male, op. cit.,p. 124..
The seven sorrows of Mary are represented by seven swords piercing
Her heart, and were used first by Flemish artists in the 15th century .
"La prédiction de Siméon: la fuite en Egypte pour &chapper au massacre
de Innocents; J&sus perdu et retrouvé dans le Temple; Jésus souffleté
.(ou J&sus portant sa croix); Jésus crucifié; ‘J&sus mort sur les
genoux de sa mére; la mise au tombeau."

¢

' /
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fegxf The two figuresbare we11.intégrated. Their forms fiow rhythmipa]ly
Iiﬁ;o'each other with a sense of sculptural unity. Christ's head,
enc1rc1ed w1th a golden halo, rests in Mary's 1ap His right shoulder
and arm are supported by the V1rg1n 's knee. A gold, link crown, symbolic
of the crown of thorns, lies fallen, just beyona H?s right hand. Thé
concept "lying in his Mother s lap" is an expression of trust, faith,
surrender and un10n in the mystical sense. 1 The image Leduc presents
is one of piety, devotion and sacrifice, depicted by the Virgin's down-
SR East.g&es and hands clasped in prayer,
Below the Pieta scene oak leaves are §rranged decoratively around
a plain white,glass area .giving the appgarance of a pedestal. Beneath
this space a scroll, divided 1nto.three segments bears the following in-
C scription: o / " “ N

v © "Per te salutem ha¥ri amus ‘ ‘
* Virgo Maria , . .
‘Ex Vulneribus Christi" ' ‘
. . ' (Through you, Blessed Virgin Mary
: - Let us gain salvation
" Through the wounds of Chr‘ist)g

Christ in Majesty (fig.=105) —

In a letter df January 4 or 7,.1931,. Ozias Leduc-described and

\\ . explained his stained glass composition:

"Le vitrail du Christ-roi, Le Sacré Coeur. Le pontife,

le médiateur entre Dieu et Tes hommes. Le roj de tous
les coeurs par son Sacré-Coeur. Le prétre oint

par 1'onction méme de la divinité dans Te Mystere

de 1'Incamation. Le centurion témoin de la mort

du Christ sur la croisée paur la gentilité atteste
1'origine divine du Sauveur en disant inspiré-C'est

AN . n Tgertrud Schiller, Iconography of Christian Art (London: Lund
Humphries, 1971), Vol. 2, p. 180.

4 2I would 1ike to thank Dr. Paul F. McCullagh for his help and comments
‘ in deciphering the Latin inscriptions.
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.

vraiment le Fils de Dieu.
Répresenté sur sa croisée des ornements
sacerdotaux pour rappeler cetté onction qui le fit
Pontifeen méme-temps qu'il se fit Tui-méme la propre
victime de son sacrifice et devint ainsi le 1ibérateur,
le roi de charité des hommes par droit de conquéte.
. Marie Madeleine prosternée 3 ses-pieds tenant pressé

- contre elle les clous qui atach&rent le divin crucifié
d 1a croix et 1e calice du sang qu'il répandit - comme
Fils de 1'homme en ré&demption_de 1'homme remarquer pour
tous les p&cheurs répentis, désormais sujets de ¢e roi
de mensuétude figuré dominant, comme sur.un. . .
teint de 1a pourpre de son dme et couronné comme Pontife
et comme Victime du diadéme de 1a royauté d'amour. .
Ses bras sont tendus comme pour - attirer & tui les déchus
et les confondre en son sacrifice devant son Pére, '
roi des rois, dont-il est le premier a désirer le régne.”]

The image of the 1iving Christus triumphans onvthe Cross is'a

straight forward illustration of the certainty of the Resurrection, the

)

sacramenta]“sense~of the Redegme}‘s Death, as well as His victoiy over
death. b ‘ h

‘The stajned glass is subdivided into five sectionsl The top space
is occypied by the top part 6f the brown wooden cross above which flies
the Holy Ghost in front of a stylized sunburst of go]den~rays. The
following three spaces contain the main scene. The second area ﬁepicts
Christ's upper torso nailed to the cross. ﬁétwears a gold crown symbolic
of His kingship; His head is also encircled by an aureole of light. His
head is located at the juncture of the two arms of the Latin cﬁos;. Christ
is shown with His two hands and two bare feet nailed to the Cross. In

12th century crucifixions, Christ is nawled to tqi/cross with four nails,

conforming to the eanlieit Eastern tradition; whereas at the beginning

of the 13th ceniury French artists reduced the number of nails to three ~

)

>
-

. . - i
by representing thg feet nailed one foot crossed over the other. Leduc's

@ : j
[ '

]A.N.Q.M., b7 ¢99. Letter from 0.L. to cu(g Levesqy€ dated either
January 4 or 7, 1931. ' : ! :
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o : ‘
crucifixion scene is therefore founded in the earlier tradition. Christ's

white gown is covered by a magnificent scarlet rébe trimmed in gold
and lined in green. ’ “
The third and fourth sections depict the continuation of Christ's
robe whi;h is centrally located and to the left stands,@arj-Magdalen,
at the foot of the;cross,,dresséa in a purple under-robe, With a heavy

~ * 7// * .
blue overgarment Tined in gold. Her head is encircled with an aureole

of light. In her left'hand she hplds the gofd chalice_containing Christ's

blood, symbolic of His sacrifice’and the four nails, symbols of the |
. v 4 . -

Passion are held in her right hand. The cup of salvation relates to

the Eucharist and as a Crucifixion image it expresses the sacramental

significance of the Death of Christ. ' : o U,

The Roman centurion, Longinus] stands to the right of the Cross,
\JdreSSed in a golden yellow uniform, trimmed in red, with a green
\Exqak\over.hi§ shoulders. 'He wears green'1eggingsﬂand go[den yellow
sl:EBJs. ﬁe holds his long spear in his right hand, from which he .
traq1£?5n§l1y received hi; name; and his 1e¥t hand is p]ﬁced acro;s his

chest.

[y

The presence of the chéiice and the dove (Holy Ghost) refors
- 3/ -
to the epiklese of the Byzantine eucharistic service, expanding the
.interpretation to include a eucharistic meaning to the sce'ne.2

Images of the Majestas Domini_ and the Christus triumphans had

begp common from the beginning of thé‘Midd]e Ages, as meditation upon

1&% Passion of Christ as Redeemer and was thought to constitute the high-
: ‘ v

¥ .. .
est spiritual éxerc1se.3 v

]The cenfurion is named Longinus in thelapocnyphal Acta Pilati of the
~ Sthor 6th century A.D. (Greek word longche- meaning lance, Tancer and

’ ¢

commander of a troap of lancers).
~ " Zschiller, optcit., p. 98. o g
/

3Schiller, ap.cit., p. 104. T
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The image of Christ on tﬁe cross wearing richly coloured garments

'and crowned Majestas Domini - Christ in Glory as the exalted ruler of

. Heaven and earth only reinforce Him as the King and High priest as

descmbed in Hebrews™~{; 26,

holy, b]arne]ess, unstamed .separated from smners,
exalted above the heavens

Redemption through Christ's Death is conceived as a cosmic event.
.This universal symbol links Christ's sacrificial Death directly with the

eucharist through .whjch mankind shares in the redemptive power of His

Death.

The lowest register of the. stained glass window carries a Lei'tin

b

inscription which is divided into three sections and is presented in
the same manner as the other work.-The Latin inscriptioh .in Medieval

meter reads as follows:

"Vexilla Christus Inclyta .
Late Triumphans Explicat
' 0 Christe Princeps/Pacifer . . .
Mentes Rebelles Subjice ‘ ‘ - -
Executé par G.E. Pellus
D'apres Les croquis de Osias Leduc
Montréal "

(Let us rais¢ the standard of Christ r ‘
0 Christ Kigg of Peace . 1 - T
Trampie th rebels beneath your feet)

Leduc intro uced as “much relief as was consistent with the 1'nt/e—

grity of the design,-as well as creating a harmonious relationship with *

‘ 3
the architecturdl setting. The stained glass, like the oil on canvas

paintings- havg a ca\lm', static quality caused structurally because of the
little spatial recession and due to the principte forms presented direct-
i . air

-

ly on the/lozenge motif of the stained glass. As in.the major canvases,

]fée page 'é](), fodatnote 2. : ‘ i :

.‘.\
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unity is established effectively through the use of broad borders‘qf solid
geometric‘designs (recténglé§;\bars) combined with motifs of nature (oak
ieaves) which seem to grow from eolid baekground borders.

Borders i

.

Both stained glass works have identical bordere. From the wide

blue borders of both stained glass compositions grow oak leaves.in various .

stages of 1ife (green, yellow, gold, etc.). Besides adding to the decora-
tive quality of the work, they create unity by framing the compoéitidn
and conform to the borders of his 18981900 canvases' floral or vegetal

motifs. Rerhaps the colour range of the oak leaves relates to the cycle

‘of nature and the life-span of mankind. The leaves which grow from

the wide bqrders:_ﬂtade, no doubt, to the Cross, that was made, according

4 & " -
to tradition, from an oak tree. Leduc employed symbolism in his floral.

t

_and vegetal motifs.

Above each stained glass scene painted dihectly onto the wall

+ surface are two flying angels (figs. 106’ 107), holeing an hera]dic

!

shield between them, on which there is a re11g1ous symbol {Pax & Mar1a)

s these two narrow stained glass works do not occupy the ent1re space,

@

’ thE\iye flying angels are used as a decoratwve dev1ce to fill the panel

\\After much deliberation Leduc f1na11y chose a P1eta and a Christ

4

in MaJestx as the subject matter for the two stained glass compos1t1ons

Both are we]1 related and 1ntegrate into the overa]] decorat1ve scheme

of the cho1r area, however, conform more to his persona] ideas concerning’
o

symbo]ism than to that of the original St-Aitaire church decoration

The P1eta is positioned opposite the Adoration of the Magi canvas,

an ant1thes1s, the latter portray1ng the young Mother holding her newborn

child, while the Pieta holds Her adult crucified son as an offering, a

Saviour of mankind. One entering the world of man; the other departing.
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-1

Christ 'in Majesty is positioned almost opposite the* Ascension
’ 1

painting. Both are united thematica]ly'through the g]orificatidn of

the,ResurrecFion of Christ. .
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..Conclusion

Leduc's previous experiences were insignificant %n'comparison
with the magh%fude of this commission. He was required to .conceive,
elaborate, and execute a large scale scheme cgmp]emeﬁtary to the aﬁready
existing Neo-Gothic interior church architecture, sétisfactory in the eyes
of his coﬁmisséoner and using basic$11y inexperienced local wprknen

The un1ty of the decoration embrac1ng the ceiling and walls was

not 0n1y achieved through the 1conograph1ca] program in *relating to the

~interior space alone but also by formal means; through colour, 1light

.ahd the interrelationship of'the individual.compositions.

The soqurces which shaped his style were numerous and various,

" fused and biended, defying simple identification. Ozias Leduc was typical
. of his generation of artists, drawjng upon magazines on art and architec-. -

ture that carried regular articles on.histor{cal subjects which encouraged

and justified the eclecticism that was so characferistic of the ]ch

" century. Any craftsman had only to open a ‘magazine to find inspiration

and guidance from historical examples. This procesé was reinforqed by\
aﬂlibrary of books on architectural decoration and style from which he
copied directly. ‘ |

22 °  The'most significant event of Leduc's artistic career was his

six month trip to Paris 5n 1897 Exposure to the artistic cap{tap of
the late 19th century was a tremendous broaden1ng exper1ence for Leduc .

=
as’ 1nd1cated by the change in his artistic style from the 1892 Joliette -

. Cathedral canvases to the St-Hilaire church canvases (1898-1900). It

.affofdeﬁfhim-é first hand study of the traditional academic artists-he

T
el

knew only thrdugh printed sources('prints,,engpaying;, d popular-art

e
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” 3 < o

magazines) as well as the'ooportunity t% ekchange ideas with contemporary «

R—

artists and $tudy. their work.

Qzias Leduc's art illustrates a decorative conception of colour

and form as well as personal sensitiv{ty and fee]ing’fornnature. The

i

figures rigid]y outlined across a single p]ane anederived originally

‘

~ from Ingres, thence Puvis' de Chavannesand his followers;. to Leduc. The

%ensitive, intimate background landscapes in the§é murals, with their
delicate twilight tonalities evolved from Eugene Delacroix's use of

Venetian colour ‘to the Symbolists to Ozias Leduc. [t is from these

"European traditions that he evolved to a personal interpretation of the.

‘natural world by use of expressive ,colour which brought him close to a
romantic spirit, yet his_pictoria] directness is so frank he cannot be
p]aded far” from the realists. ‘Leduc's productions are unique and crea-

tive in.the highest degreé. He was %orced by economic necessity to be -~

_ both entrepreneur and decorator, as was.characteristic of many Québec

rel1g1ous muraldsgs, but superceded his colleagues .in h1s attempt to

raise .the standard of religious mural painting to h1gher spiritual Tevels

ito 1nsp1re the local par1sh1oners Although there :are iconographic

2.

similarities between Leduc and contemporary Québec, re]1q1ous muralists,

they are vastly different sty11st1ca11y

3 ’

Most artists met .with the superf1c1a1 demands of the vox Eogu11
and clergy for a narrative “art that appea]ed to the emotions only.

Leduc, as has been clearly shown fused both the emotional and inte]]ec;
" 2 l

tual content. As p?evioosly stated’ he‘wanted»hi§ art to be educational

<«

and have unity. At St-Hilairé church he accomplished both his aims. |

{

The maJor1ty of other re11g1ous muralists 1n Québec achieved ne1ther

unity of des1gn and co]our nor unity of theme. Leduc, also, exhibited

2

a greater sens1t1v1ty to the anch1tectura1 settings of his canvases, -
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7 * +as well as the abﬂ]ty to adapt hi$ motifs and overall decoratwns
. sucdessfu"ﬂy-tp an a]ready existin'g architecture. b
: In a statement to curé Vézina of St-Hilaire in .the year 1938,
1 0zias Leduc expressed, his. feelings about decorating St-Hilaire church.
| - . oo T L Comme artiste je vous dois aussi beaucoup 0
1 car, vous m'avez fourm‘, avec un grande confiance *
? , . la réalisation de 1'embellisement de votre &glise - . -
( Du grand ménage comme on dit encore sans doute, dans
‘ \ la paroisse, Ce griand ménage je 1'aurais voulu ~*. = .
. - certainement plus beau, toutefois soyez convaincu que j]y ais
. JLEN ~, . .. mfs tout mon .coeur - L'art est le son d'une dme.
o (A »
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. o A.E.S.H., dossier St-Hilaire, Vol. 30, pp. 142-143. The I
: ‘terms of the agreement between the church "Synd1cs" and Augustin ‘ o e
_Leblanc were:
"Aux termes des devis et marché," 1! entrap*eneur ! engage de
. faire, et 'arfa1re bien et ?.... tous,les ouvragesde charpenterie, .
: couverture, menuiserie,.... et autres qu'il convient de faire....
C-3-d deux clochers ayant thacun deux lanternes et surmontés .
tous deux déun Coq doré. De plus "une chaire et un Banc - ‘ o
- d'oeuvre, dans 1'ordre compos1te en bois de cerisier et noyer
tendre; les balustres en merisier rouge, et la table en noyer,
....3 tous les bancs.... de la grandeur demandée par les
syndics avec une douc1ne sur le dessus en noyer et le prie Dieu
, aussi en noyer, avec des portes, chapeaux propres-dans chaque
banc, tous peinturgs en imitation de ces plaine ondés, vernis et
numérotés; goeinturé la couverture de 1'Eglise et.Sacristie en
) ‘ . couleur d'ardoise Le tout livrable Ta clef 3 Ja main. S'engage °
» . ’ encore le dit'entrepreneur de fournir tous les bois ..Z. et .
' : autres materiaux nécessaires. Les contribuables ne s'obligent
qu'a dgnner 50 journges de corvée 3 sa demande. A commencer v
"les travaux aussitét qu'il: sera,nécessa1re d la demande du
’ magon/et d fure et mesure qu'il y aurg besoin jusqu'd ce que
. e dit macon ait achevé les ......maconne....en telle maniere
queg?e tout soit Tivrée fait et parfa1t dans cing ans de la

f .
o 4 s o Fdsinet bt sk, s a X LTI o . ™ 4

-

St ¢ e i o0 i bl % emiE Aane & %

datg du present marché."

. Appendix A2 °

. .ALE.S:H., dossier St-Hilaire, Vol. 30, pp. 142-143. The
- conditions made by the "Syndics™ to Joseph Doyon, were:
. Devis, L'Eglise aura 700 X 50 pds ‘au dessus des Retraites 32
. pds.! de haut ds les longs pans "y compris les fouilles." Le
g <« Choeur sera fait "& la Recollet" et aura 23 X 30 pds. de chaque
v . cQté, 11 y aura des chapelles de 13% pds. de Targeur. Le ‘
' . portail aura 60 pds. de hauteur et sera semblable "3 celui de
. ‘Bean (refers to St-Jean-Baptiste de Rouville Church) pour
_ supp6k¢er deux clochers en imitation de toutrs. La voute sera
) faite "3 mort1er de chaux, coulée avec du pog]e de Boeuf et
'y~ du-plat z{ﬁr Tes deux prem. couches; 1la 3" couche devant
L © Btre en pla ~ ;
Marché&, _Les synd. fourniront "a pied d'oeuvre" et &
demande toute la pierre sable, chaux et/b 's nécessaires
ainsi que "les boutins et &tan perches; il1s \ront chercher
Ta pierre de taille & Montr., et la transpor ront sur places,
de plus 200 "journées d'hommes decorée et 60 Journées de harnais

de corvge." , . . . _ I
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Lot of

L entrepreneur fournira la pnerre de ta1l1e, pTatre po11e, )
lattes et clous dont i1 aura-besoin; &teindra la chaux,. .. fera ‘ . |
le mortier; employera "tous ouvriers connus pour bons . . . " En

outre i1 fournira la Pierre angulaire ;a . . . Btre benite gravera.

dessus les noms des Synd. elle se placés a 1'angle du clocher.

I1s commencera les fondat. le 15 mai 1830, et dans_le-cours i
T'Eté conduira les murs jusqu'a Ta hauteur-des fenEtres; achevera ]
la magon juillet 1831 - et livera le t6ut parachevé en Eté 1832, "a

]
peine de tous dommages." Les .curés et Synd. auront"1'inspection
sur tous les ouvrages." ) :

\

Appendix A3, A.E.S.H., dossier St-Hilaire, Yol. 30, pp. 146-147. -

The compromise betwen the "Syndics" and the entrepreneur Auqustin
Leblanc. It assumed 4-conditions:

"1) La Charpente de 1'é€glise sera faite pour recevoir.une voute .
en bois, et non en pldtre;

2) qu lieu de faire deux c]ochers, 1'entrepreneur n ed fera
qu'un seul;

3) i1 fera receVo1r la charpente de 1'4gliseé et celle du -
clocher, florsqu’ elles sgrgnt,tawllées, et avant de les lever -

toutes - de, — -7 ‘
4) L'entrepréneur serag-obligé de fournir de nouvelles ‘“cautions )
solvables . . . avant de recommencer les travaux."
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o - Appendix B1 )
- ‘ 4£
J)L . The fdl]owing is a éummary of payments made to the worke rs

who- participated in the'project to decorate St-Hilaire éhurchvin 1896.

These financial statistics are derived from four sources. The,

Si. Filaire Church Archives provides three type§ of payments: the first

e many small sqdares of paper bearing the date, the name of “the” worker,
and the\amount paid on a week]y basis; the second comorizes cumulative
time sheets 1n\\dat1ng the date, identity of the worker, hqyrs worked,

- rate per day, and ‘totals calculated. This deta11ed account only records

SR

information for Louis Belisle, C. Mi]etted and partia] payments made to

\

Emery Martin, Fé11x Martin, and Ulric Martin.

-

.
1

The th1rd source is drawn from the Cahiers de Comptes de la ’ :

Fabrique de Saint-Hilaire (Jan. ]\1893r- December 31, 1932) showing .

PN

. ’ part1a] .payments to Oz1as Leduc. :\:
The fourth source is a list of St Hilaire church canvases with
\ "
correspond1ng prices for individual canvases and total amount recorded $

which is presepved at the Arch1ves nat1ona1e;?m Québec a Montréa] -

-~ -
s
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Summary of information provided by 1895-1896 Time Sheets and loose sheets

A

" 'of paper. The assispants,ére in alpHRabetical order and thg information -

has been arranged chronologically.

. e e
1

o

. - ‘ ‘ . . w
1. Laquis Belisle worked from November 30, 1896 to Decemg%r 194 1896 at

NS

s $1.50 per 8 hour day.- His total payment for an unspecified job-.was
$21.26. PR
, .~ November 30 .. "% day 0.75 '\
December -] Y 6 days 9.00
" 3 3 hours - .45
"4 © 3 hours N L)
» . .5 1 hour s .15
. 7 ' 8% hours . 1:28
" 14 o, 4 ‘day .75
" 15-19 5 days ‘ 7.50
N 17 3 hours .45
6 feet of pinewood ) . .48
TIT o

2. Chaggéleine and 3.’g911ard Church (1879-1941N\yere identified in a

photograph'of workmen taken in the nave in front of the St-Hi]airé '

church choir area, however, there is no doctumentation written or
- . Rt .

I4

financial to substantiate their participation in the 1896 decoration

4

' of the interior of St-Hilaire church. Dollard Church was an assis-
tant to Leduc on later church commissions. He and Paul-Emile Borduas

' worked-bn‘the decoratjve scheme“designed by Ozias Leduc for St-Hilaire

Convent in 1926 and participated iﬂrzbg,1928-%92§’St-Hi1a1re church

vestoration;/////,//////’///i/

} . - 2 e ‘ - R o
’/;,///*/T//f///zj/Eugéne Desautels' participation at St-Hi1aire church,was minimal.
/// September 26, 1836 u 46.00 '
Decemer 5,18 _ts00 (B |

$89.00

He was paid in large amounts-on three occasions: This could

”

. -
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indicate tﬁat he was paid only monthly-or pe}haps it involved materiais
purchased but not documented. In 1902, Ozias Leduc and his cousin

Eugene_ LS Desautels formed a partnership (Desautels u§3a1]§ §upp1y1ng

the material); see notaries letter August 28, 1902, A.N.Q.M., Fonds 0Ozias | y
Lequ, b3 c13. They ,advertised in a small Roman Catholic periodical

published at St-Hyacipthe entitled Le Rosaire, from January - December 1906,
see A.N.Q.M., Fonds Leducy b3 cl7, 1étter of November 24, 1906. '

\

5. Raoul A. Tetro Ducharme (1875-1946) has been identified in the photograph,

but is not represented in any documen ted source'affirming his participa-
tion in the St-Hilaire project of 1896. Ducharme was. an assistant at

Antigonish in 1902-1903.

-~

6. Edmond Lemoine (1877-1922) received one payment o§§$15.75 on December
11; 189. |
7. Origéne Leduc's name,appeared once, for the amount of $8.00 on Decémber;,

31, 1896. ‘

v
'8.-0zias Leduc's name was recorded with the amouﬁts paid to him on two
occasions on separate pieces of paper. The first'amount of $220.35 
wé; issued to him on December 31, 1896; the second payment to him'

was for $100 on December 6, 1899. .On another sheet at the Archives

nationales du Québec, a Montréal, Leduc*ca]cujated the cost of each

canvas and the Ways of the Cross. The sheet shows two prices for each

" canvassand the ‘Ways of the Cross, indicating Leduc e]eva;gd/ﬁgmina11y

the cost of each. The initial total cosf was $850, then after consider-

\‘afion the' amount was raised to $1200. See sheet for specific price

N
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10.

" of each canvas (see appendix B3).
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v

. Emery Martin, as indicated by the time sheets and individual payments’

on small pieces of paper, was one of the major participants. He worked

from April 8-11; April 20-25; April 27-May 2; May 4-9; May 11-16; May 26- '

27.

He was paid $1.50 per 8 hour day. The total amount paid to him for this

Qork period was_$41.48, $13.48 of which he received on July 22; 1896.
He re%uméﬂ work on September 6, 18, 19, 22, 23; 24; 25, 26, as recorded
on his time sheet dated October‘Q? 1896. The money paid to him at -
this time totalled $9.00 for:6 eight hour days at $1.50 per hour rate.
His'name appeared four mo?e times on lodse pieces of paper on the
following dates: October 31, 1896 - 17.05; November 14, ]896 - 9.25;
Decembgr 5, 189 -118,40; December 19; 1896 - 5.30;,Febrdgny 5, 30.00.
The total for this'work period was $80.00.

The total amount paid to him during theftourge of the'project was $130.48.

o v . -

Félix Martin started work on April 8, 1895. He received the same $1.50

- per 8 hour day wage as did his 3 brothers.during the project. According

to a cumulative time sheet He worked on.the following days: April 8-11;
Apr11 20-25; April 27'- May 2; Ma& 4-9; May 11—16; May 26-27; June 9-10;

plus % day on June 16.

He receiveq payment,fo¥ work done on these dates on July 22, 1896

f$45.45 1ess‘$5.00 paid to him on May 16). for a total of $40.45.

On scraps of 1oose paper§ his ngme is regonded 7 times in Ee]ation to

the decoration for St-Hilaire church. He received payment on the fo]]ow: (

“ing dates:
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. *March 2, 1896
October 31, 1896 -
November 14, 1896 ~
November 21, 1896
November 28, 1896
December 5, 1896
December 19, 1896
: Taotal

«The method of payment indicates he received money on a weekly basis.

-~

FElix Martin was well-known in the parish of Séint—Hi]aire, as he

had constructed the new presbytery in. a contract dating from November

\
1890.

$44.33
"16.25
8.13
7.50
7.50
.7.50
11.25
!

225

/, ‘
The total “¥mount received by F. Martin was $147.91.

w

1. Louis-Phi]ibbe Martin (1873-1949), according to the time sheets;was
' the major contributor to executing the decorative scheme designed by
Ozias Leduc. He had decorated: the convent at Saint-Hilaire chufgﬁ'in
1895 (completed Sept. 26). L.P. Martin was well-known in the Saint -

Hilaire community and was the "chantre " of the church, as wellias, a

photographer, decorator and artist.
and Martin worked-on a commission. Leduc used L.-P. Martin as one of
his chief assistants on church commissions, from this time.forward (Ahti-

gpnish, 1902-1903; Rougemont, 1902; Farn

<

Hampshire, 1906).

Louis-Phi]ipbe Martin received payment on 17 different occasions, the

N ) g, /
first payment received by him for work at-the church was on May 2, 1896 and

Y

This is the_first time that Leduc

!

am, 1906; Manchester,, New

\

*The March 2, 1896 entry for $44.33 iﬁdicates,a partial payment to

F. Martin for materials purchased from a Firfmi

February 29, 1896.

n Pariseau:bill datgd
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~the last payment on December 28, 1896. The total amount paid.on a- '\\\———“\
yeek]y basis from May 2 to December 28 wa's $613.05. i
May 2 - ©'$25.00 _ |
May 8 - 40.00 /
June 6 - 110.00 -
June 20 - 40.00 x
July 4 - 48.00 i
July 11 - 30.00 : .
July 18 - 30.00 L
September 5 ° - 50.00
September 26 - 23.25
. October 31 - 30.75
< November 14 - 45.60
November 21 . - 22.20 N
November 28 - 27.00 .
December 5§ _ - 29.65 \
December 12 - - 23.35 " !
- December 19 - + 30.00 :
December 28 - 8.25 ;
i
Total 17 payments - $613.05 ;
12, Ulric Martin was paid $1.50 per 8 hour day from April 8 tolhis final :
1
.\ payment on December 26, 1896. According to the time sheets he worked i
. ' i
from April 8-11; Apr11'20-2§; April 27-May 2; May 4-9; May [11-16; !
May 26-27; June 9-10; June 16. His total payments for work on these :
days was $45.23. He.had been paid May 2 - $8.00; May 9-$5.00; May 16- %
$10.00; May 23 - $5.00; for a total of $28.00. His payment UQfUu1y ' ,5 %
22, 1896 for the remainder was $17.23. )
"According to the loose scfaps of paper Martin was paid the following ) :
amounts on particular dates.

April 15
October 17
October 31
November 14
November 21
November 28
December 26

Total

$20.00
©27.30
11:10
20.65
9.00
9.00
. 28.00

$125.05

0
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A

JTotal payments'fdr the entire project were‘$170.28.

v

C. Milette worked from September 19 to November 10, 1896 in a minor
capacity. He was paid $1.00 per 8 hbur day and his time sheet shows. he

worked 9 days starting from September 19, October 25, 27, 30; November

. N . . ‘

2, 3, 4, 9, 10; a total of $15.86. ' : .
1} Al .
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Appendix B2
\. ) Sy
Doﬁations:. L ' ' Source: tivre des D&liberations. . .
Ursula and Celeste Plante 200 " - pp. 108-110
N. - Lap Cote 2,200 p. 79~ . o
Dame Richer et Curé . 955 p. 79 \ .
Rev. Joseph Jodoin™ 1,000 Livres de Comptes ' Feb. 13, 1896
‘ also p. 103 .
autres . 200
subtota] 4 535
April 10, 1896 ‘ © 400 _ ‘Cahiers de Comptes. . .
~ June 23, 189%: « 100 , , v
June 30, 1897 : ’ 100 (Dame Louise Goulet)
March 8, 1898 100 . (Mr. Morin)
oo sub total - 700
“Jan. 2 - 7, 1897 C 2,130 Bazaars & Tombolas
"May. 7, 7900 - 800, La Presse & Courrier de St-.
sub total 2,930 Hydcinthe
‘Totals 4,555 .t
« 2,930
700 '
° 38 185 - Total raised to pay for Saint-Hilaire project - |
'(1896-1900) .

,
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, Appendix B3 .
Source: Loose Sheet A.N.Q.M. b1 c9A

Ozias Leduc's First Estimate

choeur 2 tabx a 125
petit autels 2 tabx a 75
nef 9 tabx 1 a 75
4 a 50
4 a 25"
chemin de la croix
Final Estimate
2 150
2 100"
1 100
4 75
4 50
1 100 °

List of nine canvases in the nave

1. Baptéme de N.S.

2. Magdelaine chez Simon

3. Institution de 1'Euchariste
4.

5. ) - Evangé&listes

6. )

7. )

8

9

Miésing from both estimates are costs for two canvases Tocated on the,
reéar wall of St-Hilaire church, the Pentecost and the Death of St. Joseph.
These two canvases can be dated:from the‘same'perfaa as the others, as

all the preliminary drawings were executed at the same time, using the 1

same type of'paper.

PR

" 385 -

e

250 -
150

200 -
100

300
200
100
300
200.
100

$ 1,200

. Jésus rémettant les clefs & St-Pierre
. Epousailles de la Ste-Vi&rge

-
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. ‘ Appendix B4
Bills for Materials From the 1896-1897 Project {A.P.S.H.)
L.G.E. Goulet. Paid October 10, 1896  128.62
L.G.E. Goulet , \ | “ 11.58
L.G.E. Goulet. Paid January 4, 1896 . 68.14
L.G.E. Goulet. _Paid February 13, 7896 | 43.49
Firmij/Pariseau. Paid April, 11, 1896 Sy 8§.69.
L.G.E./ Goulet. Dated November 19, 1896 -. _ - 90.37
. .L.G.E. Goulet. Dated December 25, 1896 \\62.44.
N. Poirier. Dated September 24, 1897 | - 112.24
N. Poirier. Dated dctober 26, 1896 - o 3.07
A. Ramsay & Son. Dated April 15, 1896 ' 99.12.
A. Ramsdy & Son. Dated May 19, 1896 ‘ . 56.42
A. Ramsay & Son. Dated May 28, 1896 , ‘ '45.59
A. Ramsay & Son. Dated May 29,’1896 o c 12.50
A. Ramsay & Son. Dated June 5; 1896~ R 37.50
Dupuis Freres. Dated June 11, 18963 \ ; "'\ , ‘ 8.10.
A. Ramsay & Son. July 2, 1896 | ‘ . 5.21
A: Ramsay & Son. July 22, 1896 22.50
Firmin Pariseau. Dated August 7, 1896 . . 1149
. ziiyﬁéyer$~ Dated September 26, 1896 ‘ 4.15
_ AL amsay & Soqs Dated October 6, 1896 P ' 39.bO
. A. Ramsay & Son.' Dated Octqbeh 8, 1896 ° . 0.30
/ﬂ A. Raﬁsay & Spn. Dated:October 20, 1896 - | 53.00
U. Beaunoyer. Dated December 29, 1896 o ‘4416,

23 Bills
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" Edmond Lemoine (1877-1922)

-

_Emery Martin . " Emery Martin :

“- Fortuna Rho. | - - g C - -
- Omer V&zina i : oo I . ;
Raoul ¥ien (1907 - ) . o R o ; L
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| Appendix B5 o . %
- Leduc.assistants for 1896-1897 Project - . k ¢
g ~ » o . :

. < ' ’ ’ o ’ »

Time Sheets © . - Photograph )
*0zias Leduc Co . ‘0z7as Eeé%c (1864-1955)

' Honorius Leduc (1876-1959)
Origéne Leduc (1874-1952) ' )

Félix Martin ) ’ T
Louis-Philippe Martin ’ © "Louis-Philippe Martin (1873-1949)
Ulric Martin .

C. Milette. -

Louis Belisle - . o ) .
Euggne Desautel ~ - . , 9

‘ . Chapedelaine - .
‘ o e Dollard Church (1879-1941)
¢ L Raoul Ducharme (1875-1946)
plus’ thrée men unidentified; .

il d‘ / »
)

"

o
- %

a
oo

Leduc- assistants for 1928-1929 Restoration , RS (S

J.B. Allaire L o ‘ . i
Armand Blain (1905-1961) . : B e

P.E. Borduas (1905-1960) - . '

Henri Brouillet -~ ' v , - :
Adelard Charbonneau ST ‘ Y S
Dollard Church (1879-1941) . - : " -,
Francois Douville e ' -
Joseph Douyille, : '

_J.M. Fontaine (1883-1948) . T i/
‘ Paul Guillotte ‘ o > i<

Stanislas Guillotte B ?

Alphonse Jarret L : o R .

Fernand Lapierre ‘ Co T
Eugéne Moreau . : ™ '

. ’ k
- . ‘ . I : E k. :
‘P-P- - s - . 1 .?

Joseph Remy - Co ‘ IR L e e ' .-




Year
1891 ©
‘1892

1894

1895
1897
1898

1900
1912
1913

1914
1915
1916

1917

- 1921

\

. - o Y A
3 : f . :
. A N

Cata]ogue No

. no

2

no

.79
no.

.93

-no.

no.

4 no.

4

no.

no

80

102
74

-88 -

76

o 71

no.

no.

no.

no.

no.

no.
no.
_no.

no.

\

no.

236
243

244

219

182

2
368

140

N.F.S.

N.F.S.-

*

R

200
281 -

Not: for Sale
Black and White ~ - s
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AN Aggendix c ,
LlSt of Norks Exh3b1ted by Leduc at the AAM ' e
E1ghteen works were exh1b1ted between 1891-1921 '
h T1t1e. Price
"Nature Morte, Wolon® -+ § 40.00
. Mater Dolorosa/ . N.F. S
Nature Morte, Livres 5 40.00
Liseuse ‘ N.F.S.
45till Life $ 40/00"
7 The:Young Student $ 75.00
Still Lifé\\ § 40.00
Piggons - § 40.00
_ Portrait of the Poet, Guy Delahaye N.F.S,
Cumulus bleu , $§ 25.00
Effet Gris (Neige) $ 125.00
Pommes Vertes | $ 225.0
Lueurs du Soir $ 80.06‘
The Good Shepherd $ 75.00 -
L'Orage *- $ 15.00
Pommiers en -Fleurs * “.$ 15.00
. )
sculpture Mme. Louise Lecours
plaster Medajlion :
L!Heure Mauve $ 350.00
e r
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¥,
14

°

4

N
Logﬁtion Year
Toronto | 1893
“Toronto . 1893 .
Ot tawa 1894
&
Ottawa 1900
Ottawa ° ' 1912 .
Mon tréal 1%13"
Toronto 1914
Montréal i915~
L7
[l NS -
4
}

Cat. No.

no.

no.

no.
no.
no.
no.
no.

no.

A\ ‘ , - .
.\ List of Works Exhibited by 0zias Leduc at the R.C.A..
™~ Eight warks were exhib?%éa'betwgen 1893-1915

92
93

73
69

147
174

126
128

E Title .

Nature Morte Oignons :

Etude a la lumiere d'une
£h§nde11e

Still Life - Open Baok

Still Life

Portrait of Guy Delahaye
A

Fitede jour

Ty
* Le Cumuli¥ bleu

. The Concrete Bkidge ;

2

233
Price
60.00
90.00
i ‘——"_ﬁ‘-_ﬁ’v
¥
VAR
o
',// i,
A\ ;,‘
o |
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Appendix D ‘

" Books in Leduc's Lib;any:

It is difficult to recreate the vidual imagery_which Leduc had

- on hand becauyse pf the bfeakup of his library to a numser ofhprivate
cotlections. List A, B and C were compiled from three souéceé and include
only books in Leduc's possession prior to the termination of the Saint- -
Hi];?re commission in 1960. ‘ v

The first source was a list of books belonging to Ozias Leduc

published in J.R. Ostiguy's exhibition catalogue, Ozias Leduc: Symbolist

and Religious Paintiqg'of:1974, page 223; the second sourcé wag compiled
by this author on a Qisit to Mlle éabriell? Messier's home, as she’has‘

" retained B—ndmber of Leduc's Qsoks; the third source was deduced from
brief notes Leduc made on religious symbolism, as he often noted

the writer, and title of the book (A.N.Q.M., b2 ct0). Both author and

title were checked in the Nationa} Union Catalogue Pre}4956‘lmprints to
determine the date of each book. e |

Two important factors emgrged'from these lists. First, in mosf
cases Leduc orde?ﬁﬁ books di}ectly from the publishers, such as'fhe‘
Librafrje'Renouard and A. Quantin, both of Paris and L.C. Page of Boston.
" He continued this method éfiattaining books thrddghout h{s career, as
evidenced by publishing house brochures on a}; booksx’p;eserVed in hig
persona] QOcumeﬁts at ALN.Q.M. Secondiy, he had a penchant for buying books

" in a series. = . - e L C o )

A. Sources of Inspiration for the Motifs chosen by Leduc in the Overall -
Decorative Scheme at St-Hilaire church : @

Gerspach, Edouard. Lé Mosaﬁquen. par Gerspach, Paris: A. Quaﬁtin, 1881.

Gerlach, Martin, ed., Albert I1g. Allegorien und embleme. . . Wien:
. Gerlach & Schenk, 1882-1885. Reprinted until 1836.

BT VY
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Hildebrandt, Adolphe Matthias. Hera]d1c Bookplates, Twenty-five Ex 11br1s
‘ Berlin: Stargardt, 1892-1894.

S

James, ‘William and George Ashdown Audsley. Po]ychromat1c Decoration as
‘ App11ed to Bu11d1ngs in the Mediaeval Styles. London: Sotheran, 1882.

Mayeux, Henri. La compos1t1on décorat1ve, Paris: A. Quant1n, 1884. Repr1nted,/,’/f”L’
throughout the 1896‘

e

4
011ivier, T.R.P. Petites M&éditations sur les Litanies de Ja V1erge, par le
T.R.P. O1livier, @sf%m%stdmum,n d.

Vermeuil, Maurice Pillard. Dictionnaire des symboles, embl&mes et attrihutsf/f/’///f/

Paris: Librairie Renouard, 1897, , *

SO SN S

RLE SNV

.Viollet-le-Duc, Eugene Emmanuel. Dictionnaire raisonné de 1'architecture
Francais du XI€ en XVI€ siecle. Paris: A. Morel, 1864 - 1867.

P

s EEEN

PatternyBéoks puhchdsed by Leduc in Paris between ' 3
May - December 1897

~

Guillot, Ernest. L'Ornementation des manuscrits &u Moyen' Age. Recueil de
documents, lettres ornees, bordures, miniatures, etc., tirés des prin- )
cipaux manuscrits de Ta bibliotheque nationalg, . de diverses biblio-
theques et des mon ts de 1'époque. DessinéS par Emest Guillot,

Paris, Librairie ReM¥uard-H. Laurens. s.d. 16p. :

7/ Guillot, Emest. Eléments d'ormementation du XVI€ au XVIII® siecle Tires ;
des manuscrits des imprimes, des estampes de la bribljotheque nationale
et des monuments historiques de 1'8poque. Paris: Librairie Renouard- !
H. Laurens, s.d. 16p. .

. ¢ .

. +

4 . N s
v M

B. Books 'that contribute to understanding the philosophy and spirit in-
which the decoration was conceived

Bayet, Charles Marie Adolphe Louis. Précis d'histoire de 1'art. Paris:
A. Quantin, 1886. - ‘ .

Bournaud, Frangois. La Sainte Vierge dans les arts. Paris: Tolra, 1896. - L

Clement, ‘Clara Erskine. Angels in Art. Boston: L. C. Pagé} 1898.

Clement, Clara Erskine. Heroines of the Bible in Art, Boston. L. C ‘Page, 1900.

French, Joseph Lewis. Christ in Artu.Bo§toh: L.C. Page, 1900. d

Histojre Ecclesiastique, Paris: H. Casterman, 1867. wn

Hurll, g. The Madonna in the Arts. Boston: L.C..Page, & Co., 1899.



Lecady de la Marc

martin, A.de- Souvenirs d'un vieux critique. Paris: Ca}'mann Levy, 1884.

Rohaut de Fleury, Charles. La Sainte Vierge: &tudes arch&ologiques et -

iconographiques. Paris: Poussie]gue freres, 1878. -
* _.-Salmon, "F.R. Histoire de 1'art chrét1en aux. d1x4:r~em1ers siecles. Lille:
S Desclée de Brouwer, 1891.
/ ' T ..
) ) , . . by
C. Books helgfu] to/u Erstanding how Leduc constructed his 1andscapes

with . figures— .

-~

Harley, George. A guide to Tandscape 'dr'awmg', in pencﬂ and chalk. London:

' G. Rowney , 1853. Reprmted 1n the-1890"s.

; George Edgar. A gu1de to ﬁgure draw1_g. London G. Rowney & Co.,.
1877. ' Reprinted.in the 1890f ‘ .

- Keppelin, R. Cours de Phys1que F’ams.. Jacques Lecoffre & Co., 1851,

Rowbotham, Thomas Leeson. sketching from Nature. n.d.

Rowbotham, .Thomasrﬁaﬂes Leeson. The Art of landscape painting in water-
"™golour. n.d.

7, La peinture religieuse. Paris: Henri ﬁaurens, 1892. .

‘\a\\
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Total{lMonies Received by'Leducﬁ&-Assistants for the 1928-1929

L 4

J.B. Allaire
‘Armand'B]ain

P.E. Borduas

%nﬁ mbﬁTMt,v
Adelard Charbonneau
Dollard Church
Frangois Dogvi]]e
steph D;uyille
q.ﬁ. Fontaine

Paul Guillot(te)

Aggendix El

332.65
39.24

191.40

39.25

223.00
464.00

3.75

53.10°

394.00

87.51 -

Stanislas Guillot(te) = 404.20

N Alphonse Jarret. . = -

F.L. (Lapigrre)
‘0zias Leduc
Eugdne Mgreau'
PP

Joseph Remy
Fortunat Rho
Omer Vézina
Radul Vien -

Total

4

162.80

©207.31 -
' 1970.37

32.20
33.75
193.25

71.15°

53.47

165.80

$ 5122.20

®
P
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Armand Blain (1905-61)

238

r/ \.1,-
P ) ‘
, é>f"ﬂggqu1x E2 ’
. S .

1) J.B. A]]ai?e worked fromzdﬁix\9-0ecember 22, 1928 for $332.65(less -

$6.00 for a barrel of apples from Ozias Leduc's,orchards), tota]11ng‘ry:

$326.65; the amount which was paid to him on December 31, 1928. ’
Allaire's time sheet.(A.N.Q.M. bl c30) indicates he was paid 0.50 per

-
hour. He also provided some of the restoration materials. His name

appears twice in the Daily Work Journal: July 9 - "Engage J.B. Allaire

pour la peinture des panneaux de la voute et pour le fond des murs;"
and on Augusf 27-28 - "'J.B. Allaire - 1 couche peinture murs petite

section au haut et autres détails."

.
- L

* His name is recorded twice in the Livres de_Comptes for work at St- -

ﬁi]aire church he did after the Restoration had been completed.

A.P.S.H. (Livres de Comptes)

p. 358, September 27, 1929, $62.90 received for "peinture-ouvrage." -
p. 378, September 12, 1931, $6.20 received for "peinture, bfonze, ciment
(9 heures & 0.50 = 4.50+1.70 ciment = $6.20)."

J.B. Allaire's earliest association with 0zias Leduc was during the

1902 decoration of St. Ninians Cathedral,%Antigonish,,Nova Scotia where

he was employed to carry out part of the work (A.N.Q.M. bl c10).

. Residentsof Saint-Hilaire, A11a1re, Dollard Church- and Paul-Emile Borduas'

executed Leduc's designs for the Chapel in Convent of Jesus and Mary,

Saint-Hilaire in 1926. (AN.Q.M., b1 c27).

Armand Blain's name appears twice in the Livres de Comptes: Once for

payment for work related to the Restorgtion (p._348'- July 14, 1928 -~

$39.24) which coincides with the erection of the scgffo]djng and initial

N L | v |
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cleaning; the second entry explains his absence from the account books '

for -the duration of the work as he was married to Cécile Guillot(te), ST

perhéps a sister of Blain's co-workers, Stanislas and Paul Guillot(te),
: : |

b

on August‘29, 1928.
3) Paul-Emile Borduas (1905-1960)

'P.E. Borduas' name appears once in the Daily Work Journal, the entry for

July 16. - ° ‘ l °
"P.E. Borduas commence le néttoyage et Tes retouches des stations du‘cﬁe—
rm1‘n de la Croix et des tableaux coté &vangile." His f%rst payment was is-
sued on July 21 and his fina]lpayment was Oct. 20, 1928, according to a
' dbcument entitléd "Restauration de la décoration de ]'éq]ise\.e St-Hilaire,
'19287Dépensées rour les peintres et les décorafeursl“ (A.N:Q.ST\BT\CSO). He
, waS‘pa%d 0.40 an hour rate. Borduas left St-Hilaire to study in Francé duriqg '

the autum of 1928, before the St-Hilaire chu.ch project was completed.

‘Time Sheet: - e B
July 27 P.E.B. 13.40.
" 28 P.E.B. 17.20 ' -
. August 11 P.E.B. 10.60 264 hours
" -18. P.E.B. 22.60 56% " .

25 P.E.B. 19.20 48 "
September 1 P.E.B. 23.60 59 "
" 8 P.E.B. 12,00 30 "
" 15 P.EB. 22.8.57 "
" 22 P.E.B. 10.80 27 ."
" 29 P.E.B, 22.80 57 "
October 20 P.E.B. 16.40 41 "

© Total 191.40

4) Henri Brouillet

Henri Brouillet's name appears only once.in"thé Saint-Hilaire Livre de

N ' ~ . &
S ' Comptes. p. 350. August 25, 1928 - $39.25. . °




5) Adelard Charbonneau

240

Adelard Charbonneau's n@me‘appears six times both in the Livre de Comptes

. dnd on'another time sheet (A.P.S.H., loose sheet). The individuai'

6)

entries and totals from both sheets are identical.

fime Sheet : (Livre de Comptes) bp. 350 August 13, 20.00
"travail & église" p. "o 25, 61.25 ’
p. " ' September 10, 49.25 '

"travail 19 Oct." =~ p. 352 November 12 39.25

"travail 10 Nov." p. " 29.50

"travail 3 Nov.." p. " " " 23.75

Total $223.00

Dollard Church (1879- 1941)

Do]]ard Church worked on the original decorat1on of St Hilaire gpurch

interior in 1896. He, P E Borduyas and J B. A11a1re carried out “the

"iconograpﬁic scheme des1gned by Ozias Leduc for the Chape1 of the

Convent of Jesus and Maﬁxf'Saint-Hilaire’in 1926. “Dollard Church's

name is recorded oice in the Daily Work Journal on.July 23, 1928.

,"Donné ordre’ 3 Dol. Church de réparer aux platres 'las
murs par toute 1'église et de donner une couche N
d'impression sur ce devant - du jub&"

His name appear§ in the "Dépensées pour les peintres et Tes dé&ora-

teurs" (A.N.Q.M., bl ¢30) and records payments made to him regularly
from July 28, 1928 to January 14, 1929.

1928
Time Sheet:
July 28 D.C. ©13.50 L
August 4 " © 25,75 . (51% hours) -
" 18 . "o © 19,50 (39 hours)
"o25 . " © 24,50 §49 hours) o
September 1 1 " ‘ 23.00 46 hours) .
" 8 . " : 21.50° (43 hours)
" 15 - v o 22,000+ + - (44 hours)
"o22 ) e 21.50 ~ (43 hours)
"9 e 22.75 -245& hours)
October 6 .~ o 22.50 T (45 hoursg

A

13. - " 27.00 - (54 hours

-

[PV PN APy

BRSNS, O T PO e i CRRWE e
RO

L L TL L TN e

P



¥
-

y

7) Frahgois Douville

-

/

_1928.

The Livre de bbmptes indicates_he was paid on two occasions (p. 354,

9) J.M. Fontaine (1883-1948)

24

" October 20 "o 26.50.

(51 hours)

" 27 - " 26.50 ~ (53, hours)
November 3 o .. 21.50 (43 hours) .
—~ 10 " . 26.00 (52 hours)

" 17 " - . 27.00 (54 hours)

" 24 " 16.50 (33 hours) ..
December 1 o 6.50 (13 hours)

"8 " 13.00 (26 hours)

! 19 " ' 35. 501“ (71 hours)

1929 - ‘ .
January 14 S 23.00 (46 hours)

P " Total §464.50 .-

\
N f

Frangois Douville's name appearsonce in the L1vre de Co¥9;es (p. 350,

September 15 - $3. 75) and the same amount is recorded on a loose

sheet A.P.S.H.

8) Joéépb Douville

Joseph Douv111e S name appears in the Daily Work Journa] on Decenber 13
@ fy

"Jos. Douville comment couper et ajuster les stales
du sanctuaire au dessous des tableaux de 1'Ascensjon

et de 1'Adoration des Mages."
‘ -

- December 22, 1928, 62 hres a 0.50 = $31.00; p. 356, qanuary 7, 1929,

$22.10), His payments totalled $53.10. '.“ ) _ .

J.M. Fontaine's company was pa1d $394.46 on November 12, 1928 for

supplying materials and rented Tumber (L1vre de Comptes . 352)

A

Fontaine's name is mentioned in the Daily Work Journal on July 1, 1928.

"Bois loué de .M. Fontaine et 1ivre par lui ce jour."

-
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10) Paul Guillot(te) -,

/

loose sheet (A.P.S.H.) for the same - amounts.

. 348
. 350
. 350
. 350
. 352
354

v oo T oo

D

1) Stao*f4:;:;;;::;§Xte)

Stanis]as?iﬁ?ﬁﬁi}te)

July 14, 1928

“*  August 4, 1928

‘August 25, 1928

September 15, 1928
November 12, 1928
December 18, 1928

. Total’

's qane'is recorded both in the Livre de Comptes '

- 242

z

" 'Paul Guilfot(te)'s name is recorded in both the Livre de Comptes<and

8.80
10.13
40.00
11.00
11.00

6.50

- $87.51

\

and on a loose sheet (A.P.S.H.) for the same individual and total

amounts paid to him.

Livre de Comptes
348
. 350
. 350
. 350
. 352
. 352
354

T TUY T UTTO

12) Alphonse Jarret

-3

p. 352

13)'F.L. or Fernand Lapierre

13

July. 14, 1928
August 4, 1928
August 25, 1928
Septemberg15, 192
November 12, 1928
November 12, 1928
December 18, 1928

TotaT

8

4

42.90
43.20
92.10

+80.00 :

80.00 (for work Oct.19)
48.60 (for work Nov.7)
17.40

% ol ’
404.20

ijhonse Jarret's name appears only once in the Livre 'de Comptes.

November 28,1928 $162.80

)

A

Mr. Raoul- Vien -has identified the initials F.L. as those of his fellow

restoration worker Fernand Lapierre. His initials are only found on

a time sheet (A.N.Q.M. b} ¢30), and indicate he was paid on a weekly.

- basis from July 21 to October 9, 1928 at a rate of 0.30 per hour.

3

oo
‘r-
-0
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July 21 F.L 21.38

" o28 . 14.50 o
August 4 "o ‘ 14.23 (57 hours)

A S M =+ 18.00 (60 ' hours).
" 18 ! ‘ 18.00 (60 hours)

' "o25 o ©17.40 (58 hours)
‘Septemper 1 " 17,10 (57 hours)
" 8 " . 16.50 (55 hours)

" 15 " ‘ 17.10 (57 hours)

" 22 ; " : 16.80 (56 hours) -
"9 " 15.60 (52 _hours)
October 9 " ' < 20.70 (69 " hours)

Tota] %207.31

A
14) Qzias Leduc
In the contract, for the 1928- 1929 restoratign 0zias Leduc requested

that he be paid a tota] of $1600, $125 per week during the course of

the prOJect and the balance at the completion of the work. The A.P.S.H.,

‘Livre de Comptes indicate a different payment arrangement inconsisténf

with Leduc's initial request."The identical individual amounts and
balance are also recorded on a 1obse sheet (A.P.S.H.)

Livre. de Comptes

. 348 July 20. . $200

.

p

p. 350 .+ August 4. . 300

p. 350 . August 13 . 200

p. 350 . September 8 200

‘ p.v350. Qctober 6 300 "

o ‘ p. 352 Navember 28 | 200 (for work Nov.2)"
Looop. 352 * November 28 o 200 (for work Nov.26)
‘ C . ‘ - $1600.00 TR

" He received an additional pajment of $370.37 on December 3T, 1?28 (Livre .

. de_Comptes, p. 354) for a total of- $1970.37.

. f o ' .

15) Eggéné Moreau

”

Eugene Moréau's~nane appears on]y:once in the A.P.S.H., Livre de‘Comptes

L
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3
(p.-350, August 25; 1928 for $32.20). The same amount is found . ﬁA
beside Moreau's name on a loose sheet (A.P.S.H.).

" 16) P.P.

The person whose 1hitials are P.P. Has not been 1dentifiédl It was
.known that P.P. was haid on two occasions, at a ra&e 9f 0.25 per hou;
(A.N.Q.M., bl c30. "Restauration de la décoration de 1'ég1ise’de St-
Hilaire, 1928. Dépensées pour‘1es peintures et les décoratgurs."). ".i
L } ' . October 20 P.P. $joo (64 hrs).
. ' C . November 2 P.P. $17.75 (71 hrs)

o - T » , ‘ Total $33.75
17)- Joseph Remy X
Joseph Remy's name,‘with accompanying'payments is found both on the

loose sheet (A.P.S.H.) and the Livre de- Comptes.

b

p. 348 July 14, 1928 $44.50 .
"p. 350 August 4, 1928 20.75
p.” 350 * . August 25, 1928 72.25
p. 350 September 15, 1928 15.00
p. 352 November 2, 1928 12.25
p. 352 November 17, 1928 . 28.50 - -
Total $193.25 N
o 9 | = : 7
. .

18) Fortunat Rho '
Fortunat Rho arrived at Saint-Hilaire on the afternoon train from
" Montreal, July 5, 1928. H#s job ﬁ?s”td direct the cleaning and
painting of the area located above tﬂé "jubg" at tm?rear of St-Hilaire

church. His name appears twice in the Daily Work Journal. The entry .

for July 5, 1928 records: !
"Agrivée'de Fortunat Rho - aprés gidis" and July 13 entry states«

“I1F(J.B.'A11a1re) commence a aider Fortunat dans 1'aprés midi de ce jour."
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" While in Samt Hilaire Rho boarded at the home of Mag]owe Borduas,
father of Pau] Emﬂe Borduas, at a cost of $9 50 for seven days.
R&o\s name is listed in the "Restauration de 1la décoration de . B &glise
de St-Hilaire.  Dé&pensées pour 1e§ peintres et les décorateu,rs (A.N.Q.M.-
b] c30). His full salary covering the périod July' 5 - 13, 1928 is
~listed on a seeparate sheet (A.N.Q.M.,,b{’ c30).
‘ .

R ]
P Vo

"85 heuresa 0.75 - 63.75
. ¥ ‘ 5.70 :
(aller retour®’ T ‘ .
Mt1 - St-Hilaire) 1.70 L .

/

Total ~$71.15"

021 as Leduc had apprenticed at the B&cancour Atelier w1th Joseph

Adolphe Rho in the 1880's. This early contact with J. A Rho and ’

- his four sons resulted jn the exchange of letters and ideas on art o ’

between Leduc and Rho's sons, particularly Victor and Fortunat . 5 '
See A.N.Q.M.‘ b3 c20 (March, April, 1909; b3 c23 fay 1912) 3 b3 ¢c25 :i
June, July, August, 1914); b4 ¢33 (November,1921); b7 c9p(1922) etc. {.,
\ . A ~ %
%
19) Omer Vezina 3
Omer Vezina's name}s recorded once on a 1ojse sheet (A.P.S.H.) andriﬁ 7;
[+a3 ’ p
the Livre de Comptes for the same amount. . /7" (%
AN ’ . . .
- Livre de Comptes p. 352 MNov. 12, 1928 - $53.47 1
| | !
' \ 1«: o
20) Raoul, Vien (1907 - ) -
_—_‘_‘—— » 3
'Raoul Vien's name appears on a_loose sheet (A.P.S.H.) and reveals he ;
v": ; :
‘eamed'0.4p per hour, receiving weekly payments from July 21 to . i
' Septembe; 15, 1928. ‘ o
' July 21 R, ' 14.00 p S L
28 oot 16.80 : > o
August 4 " ., .20.40 " (51 hrs) & o ‘ ;;
a | | ) AN
i
. b
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August 11 " - 20.80 (52 hrs)
T " 0 21.80 (544 hrs) .
25 " 19060 (49 hrs) /
_ September 1 ' - " ¢ - 13.8b " (343 hrs) Ce
Lo E " 8 " . 20.00 (50 hrs)
- " 15 " .. 18.60 (46%.hrs)

Total  $165.80 . N
Raoul Vien, a resident of Saint-Hilaire, had been encouraged by Ozias® . . '

Leduc at a young age to pursue a career as an artist. He had visited oo
Leduc’s atglier, Correlieu, frequently and had taken art lessons from ?ﬁ |

Leduc in his studio and’"eh‘p1e1n'air". He attendedathe Ecole des. e

-

Beaux Arts, Montreal and was & classmate of another Saintiiélaﬁre
resident, Paul-Emile Borduas. ° )

qQ

4 .
In La Presse ddted June 1, 1927 Albert Laberge wrote:

"Les travauxde €leves de 1'école des Beaux Arts . . .

Parmi les &leves qui se sont placés au premier rang

et qui promettent le plus nour citerons. . . Raoul ,

Vien et Paul Emile Borduas, tous deux de la campagne . ’
8galement, de Saint-Hilaire ou iTs ont travaillé pendant ‘
quelque temps sous Ta direction de cet admirable artiste ‘ o7
qu'est M. Ozias Leduc." . -

\ ]

Ozias Leduc,‘Pd -Emile Borduas and Raoul Vien executed, stage, decorations

- - for Dr. Erné Choﬁaétte's five%@ct p]ayaeﬁﬁit]ed Made]éTne,Which*waéxpre-
sented on Saturday Ju1x 14, 1928 at Saint-Hi]aj;e (whils the St-Hilaire
. . 2p . . . .
church restoration was underway). e

In his joumal (A.N.Q.M., b2 c7, Cahier #1, Dec. 12, 1948) dated Decemblr

'y 12, 1948, Ozias Lediic commented about Rgoul Vien after a visit to‘CbFr -

< - ]

lieu. L N | e
. ; J . . T ‘
~—" "Mons. Vien est un ancien élevé de .1'Ecole des ' '
Q Beaux Arts de Montlréal. plomé, son cours terminé,, ) 3
t i1 fut empéché par la maladie de continuer la N T L
' pratique de son art. La sculpture 1'interessait : “
. toutparticuliérement. Certains de mes peinturgs o -

murales on été é&bauchées par Tui." . / \ ,
o o

Raoul Vien verified the latter comme;t made by Le&ic, stating‘that he

had outlined the figures in the four canvases destined for the Bishop's )
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Appendix .F
. 36 Décorative Crosses located on the fronpt of the Jubé
V4 B

Y
Ry

248

“\ AT the“La‘&in cros_s_es' were taken from F.R. Webber's book, Church éyrﬁboﬁsm

.Cleveland: J.H; Jansen, 1927, see chapter VIII, The Cross, pages 99-132.

-~

Cross

4a$ao

¥

Carss
Caenennde

Cross
MitLamne

Caoss
Pamnee

ES

. . L Cmoy
LeyRee Fuung;'z

? .
T’
Cross
FoukcHie

- -

No.
6

" 7.9

]

4,25

Location

2,8,14,20,26,32

5,11,17,23,29,35

- 1,15,36

6,22

\

3,27 1ar§e’£Ermiwéting

. \\ po -i"r" ts’
9,30 small terminating
' ‘pdints
l’ ‘

/

10,18,2) ,28,33  (10,21)

Reference
p. 93, fig. 14
p. 93, fig. 12

PP.

pp.

pp.

. p.
p

i

;p.

(no.24)p.

(18%28,33)
12,34
16,24, 31
. .7 .(nos. 16,31)p.
7’ 4 } ]
13 ‘

. 110 {Anchor)

»

1G-111 (Ank/

or Ansata)

122-124 (Pater
noster)

. 119 (Fusilée)

108-109. (Passion)

. 108

*

117\(F{euréq)..‘~.
. N7 (Fleurettée)

14 (Crgﬁe]]ée)

122 (Millrine)

117 (Fourchée)

126
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e - Append1x G-
L1st of 01d Statues Exchanged.for new ones from T. Car11

. .Sacré Coeur debout ' hauteur 6

. Marguerite Marie agenouililée ' , ’ 4'6"
'La Ste - Vierge debout ) 5'
Marie ' Madeleine agenouillée et panchée , 3
Saint Jean debout , ! ) 5'
Notre Dame de Lourde debout ' 6'2"

. Bernadette mmwM]Me ' 4' -
Saint Joseph tenant 1'enfant sur son bras debout ~ 5'g"
Ste - Anne de Beaupré avec la Vierge debout : - 5'%"
St - Hilaire debout 5'6"
St - Joseph debout . ‘ 4'6"
Ste - Vierge assise avec 1'enfant Jésus debout ' 3'6"
Saint Michel Vainqueur de satan t 3'6"
Saint Vierge Mere de Misericorde ‘ ' 4'6"
Saint’ - Antoine de Padoue . - 4'6"
Groupe du St -Rosaire A o 4t
Pieta ' 4'6"
2 Anges agenou111es supportant chacun un benitié 4'6"

T\\\‘ |
‘.
.
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. Appendix H1 |

,'These des1gns are demved from w R. Wepber, Church Symbohsm, 1927. \

The - page numbers refer to whem each symbol is descmbed -and v1suaHy

presen/t/d.

Symbols , o No. of each . Page
~ Club, Sword, Rope 3 137 -
Ships at Sea“ s -4 236-7, fiy. 2
Roses ’ ' . 10° 77,81-2, fig. 35
Harps .3 - T
Chalices’ 7. 293
F1s§ in Cage 2. s : '
Unidentifiable Flower 7 176-8, fig. 2 1
% (perhaps the Lily) S o
Gréek Cross (IHS) 4 . . g 7,
Robe . ST -3 142 -
Robe With 3 die <o 1 . 142 '
Pyramidal Temples 2 ) ‘ .
Symbols of Virgin 3, (2 rectﬂmear, 1 curvilinear) -
. IHS intertwined 5 \
. Censer.- 4 293
'3 nails; hammer, pmcers 2 141
Crown of Thoms Il 2 . 139—40
. Crown of Thoms with 3 naﬂs in - b
center . 2 FEN 139-40 :
-Grinder . 3 (GospeT Mill) 237, 240-1, fig. 7.
Colum, Cock, Whips . \ 2
Cetiser;- Wafer, Chalice - , ~. 2 . 268,293
3 die and thrower T . .
. oy ¢




Ty \

\

Appendix H2

~ Description of Motifs on Nave Windows -

251

.Front Right Side: Blue Border

Window 1 |

- "Top Pane 1
| 2

3

4

5

6

Ré& Border
"Window 2_.’
Toﬁ Pane i
x3

3

"

5

6

’Blue Border

WindoQ 3
»fop Pané']
2
3

4

Left

!

Pierced Sacred Heart (gold)

Ship at Sea (gold)

A
Rose (gold) .
Harp (gold)
Chalice (gold)

Censer, Wafer, Chalice (silver) :

Pierced Sacred Heart (siTver)

C]ub;'SWord,/Rope (gold)

Greek Cross (gold)

Three die & thrower (gold)

Crown-of Thorns (gold)

Rose (§o1d)

Pierced Sacred Heart (gold)

Cenéer,(go]d)

Unidentifiable Flower (gofd)
Fish in Cage (gold)

Club, Sword, Rope (gold)
Virgin Symbol Lsi]ven)'

K2
«

/

”

.

Right _
Pierced Sacred Heart (gold)
Ship at Sea (silver)

Rose (gold) - . .

Harp (silver)
Fish in Cage (gold) .

Censer, Wafer, Chalice (silver)

-
PRy

[

Sacred Heart (gold)
Club, Sword, Rope (gold)

" Greek Cross (silver)

Grinder (gold)
Crown of Thorns (goTH)

Rose (silver)

f
. »
'
I
-
< N

pfarced Sacred Heart (gold) =~ =

" Chalice: (silver)

.

Roses (silver)
3 nails, hammer, pincers: (gold)
Unidentifiable Flower (silver)

Virgin Symbol (silver)

e

%

e ard A
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" Red Border ‘ e

Window 4
Top Pane i
- ,25
3

i

5
6

Front Left

Pierced Sacred Heart (gold)

Rose {silver)

Pyramida]~Tenp1e (gold)

Robe (silver)

side: Blue Border ’
Window 1 Left
Top Pane 1

2
K} . . 3
4

. Red Border
Window 2

Top Pane 1

Pierced Sacred Heart (gold)
Grinder (gold) ‘

ghip at Sea (gold)
Unidéntifiab]e Flower (gold)
Greek Cross (gold) ;

Rose (go]d)

Pierced Sacred Heart (gold)

- Column, Cock;,Whip‘(gp1d)

Chalice (gold)
Robe (gold) -
Crown of Thorns, Nails (gold)

IHS Intertwined (silver)

252

Pierced Sacred Heart '(silver)

Virgin Symbol (gold)

Pyramidal Temple (gold)-

4

Robe (si}ver) -

Right

Pierced Sacred Heart (gold)
HAré'(gold)

"+ Ship at Sea (silver) o

Unidentifiable Flower (silver)

Greek Cross (silver)

Rose .(gold) |

Pierced Saﬁréd Hedrt (Qo]d)'
Column, Cock, Whip (gold)
Chalice (gold)

Unidentifiable Flower (silver)
Crown of Thorns, Nails (gold)

, THS intertwined (gold)




Blue Border

Window 3

Top Pane

1 Pierced Sacred Heart (go]d)
2 Chalice (gdld)
3 Rose (gold)

.4 3 Néi]s;'Hanngfypincer (silver)

5 Unidentifiable Flower (gold)

L4

.16 .Chalice (gold)

Window 4

j!l.iahe

" Red Border

1 ‘Piefced Sacred Heart (gold)
2 Unidentifiable Flower (silver)

v

)

4 Yy : .
5 IHéizéﬁértwined (goid)

6 Censer (gold) .

3 R

" Sacred Heart (gold)

Cha]fce’(si]ver)

" Robe with 3 die (gold) '
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. N LIST OF ILLUSTRATIONS

1) St-Hilaire church interior. Dimensions unknown. S.H.S.H. . '

" 2) Photograph showing Lefiuc and his assistants for the 1896-1897 prOJect

4

x
CY

S.H.S.H. - .
3) Four views of church interior. Penc1] on paper.19. 0 X 25. 5 cm. A. N Q.M.
b1 c9A. .
L ' -

4) Study for vaulting decoration. Pencil on paper. Verso 2nd Station of
the Cross 25.5 x 19.2 cm. .A.N.Q.M., bl c9A. A

' 5)*’StUd1e§ for dimensionsof canvaé shapes. Pencil on paper.
13.3 x 20.5 cm. A.N.Q.M., bl c9A.

6) Study for dimension of canvas shape (Evangelist). Pencil on paper.
. 9.5 x 13.7 cm. A.N.Q.M., bl cOA.

)(\Study for.canvas shape. Pencil on paper. 25.7 x 19.4 cm. A.N.Q.M.,
b1 c9A. )

8) Study for canvas shape. Pencil on paper. 33.3 x 20.3 cm:.A.N.Q.M.,
" b1 c9A. ' .

‘ 9) Number 9 has been. deleted.

10) Study for church interidr decoration. Pencil on paper. Dinensions
unknown. Private collection.

11) I]]ustratig:{ﬁrom Adolphe Hildebrandt's Heraldic Eook Plates: Twenty- -
< .

five £x-11 Berlin : J. A Stargardt 1892-1894, plate 7.

12) Preliminary drawings for Twe]ve Re]1g1ous Symbols fer-Nave Ceiling and

-High Lateral Walls. Pencil on papEr 13 2 x 7.8 cm. A.N.Q.M., b2 c9.

13) Preliminary drawings for Nineteen Religious Symbols for Nave Ceiling and

. High Lateral Walls. ‘Ink on paper 21.0 x 21.5 cm. A.N.Q.M., b2 c9.
'13a) View of the Choir Area. M |
13b) Vjew of Seven cei]ing panels of the Choir Area.

13c) Photograph of ivy in a squat pot.

14) Adoration of the Magi. 011 on canvas. 609 (est.) x 242 cm.

15) Preliminary -drawings for the Adoration of the Magi. Pencil on paper,

signed Tower right, Ozias Leduc. ‘Dimensions unknown, Private col]ect1on

'
16) Compositional preliminary drawing for the Adoration of the Magi. Pencil

.on paper. Dimensions unknown Private co11ect1om
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V7)

18)

19)

20)

21)
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Philippe Champa1gne Adoration of the Magi, 0i1 on canvas. 280 x
121 cm. Musée Tessé, Le Mans Bermard Dorival, Catalogue Ra1sonné
de 1' de Philj ‘hampai no. 42, pp. 28-29, 406.

Hippolyte Flandrin, L'Adoration des Mages, Mural pa1nt1ng Saint-
Germain-des-Pres. Frangois Bournand, Histoire de 1'art chrét1enne,
Vol. 2, no. 22, pp 336- 339

John Lafarge, Ascens1on, 0i1 on canvas. 27'6" x 36'8". Church of the
Ascension, New York. Royal Cortissoz, "Mural Decoration in America",
Century, LT (November, 1895)5—-pp. 110-121.

Compgs1t1ona] preliminary drawing for the Ascens1on Pencil on paper.
13.5 x 6.5 cm. Pr1vatefco]1ect1on Y .

Ascension. Oi] on canvas. 609 (est.) x 242 cm. )

22),St. Hilary writing His Treatise. O0il on canvas.304 x 19% Em.

T 23)

24)

25)

Individual studies for left and right hands of St. H11ary Graphite .
on paper. 14 x 18 cm. Private collection.

Compositional pre]iminany drawing- for St. Hilary Writing His Treatise.

_Pencil on paper. 22 x 13 cm. Private collection.

Individual study of.-St. Hilary's head for the lost canvas St;hHi1ary
Raising the Child Who Had Died Without Baptism. Graphite, black chalk

. and ink. 17.3 x 24.4 cm. National Gallery of Canada, Ottawa. -

26)

- 27)

28)
" 29)
30)

31)

' 32)

Photograph of Ulric and Honorius Leduc in front of partially completed

~canvas St. Hilary Writing His Treatise in Leduc's studio.. A.N.Q.M., Fonds

0zias Leduc, photographic file. !

Photograph of Qzias Leduc and his brother Ulric in front of the partially
compteted St. Hilary wr1t1§ng1s Treatise. A.N.Q.M., Fonds Ozias Leduc,
photographic file.

Seated Ulric Leduc ih front of lower right side of St. Hilary Writing
His Treatise. A.N.Q.M., Fonds Ozias Leduc, photographic file.

Seated Ozema Leduc in front of St. Hilary Writing His Treat4§__ A N.Q. M.,

Fonds Ozias Leduc, photographic file.

Assumption of the Virgin. 0il on canvas. 304 x 195 cm.

Compos1t1o%é] pre]1mlﬁary drawing for the Assumption of the V1rg1n
Pencil on paper. S1gned lower right Ozias Leduc.22 x 13 cm. Private
collection.

Individual study of angels' hands holding ribbons.A Graphite cn paper.
14 x 18 cm. Signed lower right Ozias Leduc, Paris-1897. Private
collection. ' o : e
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33) Individual study of angel's hand holding gu1tar,‘top left and right
side, the head and uSpen torso of the kneeling Mary Magdalen for Christ
in the House of Simon. Graphite on paper. 14 x 18 cm. Private coldect101‘

34) Individual study of upper torso of the elongated fema]e figure at
the lower right, and at the top left, the study for the left foot
of Mary Magdalene for Christ in the House of Simon. Graphite . ‘
on paper. 14 x 18 cm. Private collection. . ;/

!

35), Individual study of Vitgin's head. Charcoal on paper. Signed lower
right Ozias Leduc 1898. Inscribed lower right. Réssemblance de /
ma soeur - Ogema. .40 x 31 cm. Private collection. See Lacroix,-
1978, p. 26, number 10. :

v

4

, ' /
36) Individual study of Virgin's head. Charcoal on paper. Initialled

and_dated lower right 0.L. ' 98. 41.3 x 30.5 cm. Pr1vateex011ect1on.
See Ostiguy, 1974, pp. 124- 125, number 15. - -

- 37) Individual study of the Virgin's folded hands. Graphite on paper.

14 x 18 cm. Private collection.

38) Photograph of the Assumption of the Virgin. A.N.Q.M;LAFohds Ozias ’
Leduc,. photographic file. !

39) Photograph of partially completed Assumpt1on of the Virain with grid

xftem A.N.Q.M., Fonds Ozias Leduc, photographic f11e

40) Close-up of Mary Magdalen in the canvas Christ in the House of Simon.

41) Leda]11on Head of an Angel. . 60 x 60 cm.

42) Individual head and hand study. Graph1te on paper. 14 x T8 cm.

Private collection. R . [

43) Couronnement de Marie dans le ciel, Notre-Dame-de-Bonsecours, Montréal,

1908-1909. 011 on canvas.

44) Photograph of canvas Couronnement de Marie dans le ciel prior to installa-
tion. A.N.Q.M., Fonds Dzias Leduc, photographic file. R

45) Photograph of seated Louis-Philippe Martin and standing F&Tix Martin-in
front of the Assumption of the Virgin in Leduc's studio. A.N.Q.M., Fonds
Ozias Leduc, photographic file. . /

¥

46) Compositional preliminary drawing for the Baptism of Christ. Pencil
on paper. 18.0 x 9.5'cm. Private collection.

.47) Three figure studies for the Baptism of Chrisf._ Pencil on paper. 13.0

x 18.5 cm. Private collection.

"48) Detailed figure and landscape study for thé ngtxsm of Christ. Pencil
-on paper. 9.5 x 7 0 cm. Private collection. , \
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49) Baptism of Christ. 0il on jcanvas, 304 x 147 cm.

50) Detail of St. John the Baptist. °
51)"Detail of Christ.
52) Ph111ppe‘Champa1gne Baptlsm of Christ, 0i1 on canvas. Bernard-Dorival,

Cata]ogue Raisonné de 1'oeuvre de Ph1Tﬁppe Chmmg§1gne no. 1639, pp. .290,
480." :

53) Individual hand studies of Christ for Christ in the Houge of Simon.
v Graph1te on paper. 14 x 18 cm. Private colTection.

qu;Compos1t1ona] pre11m1nary draw1ng for Christ in the House of S1mon
%Penc11 on paper. 18 x J1 cm. Private collection. »

<

55f;§ﬁr1st in the House of Simon. 0il on canvas. 304 x 175 cm. 1/

56) Eugene Dalacroix, La Prise de Constantinople, 091 on canvas. ' Louvre,
Paris. Raymond Escholier, Delacroix, V61 2, 272. ‘

57) Mo11tor La Sainte (ene. 011 on. canvas, Le Petit Messager,,Apri];
1907, pp. 104-105.

58) Johann Hofmann, Madeleine oint les pieds de Jésus v 01l on canvas Le
Rosaire, 1904, pp. 196-197 ., :

59) Photograph of Christ in the House of Simon before installatioh in St-
Hilaire church. A.N.Q.M., Fonds 0Ozias Leduc, photographic f1]e

60) Compositional preliminary drawing for Supper at Emmaus. Pencil on
. blotting paper. 18.0 x 7.0 cm. Private collection.

61) Supper at Emmaus. 01l on canvas.- 304 x 104 cm.

62)’P0ntdrmo 'quper at Emmaus. ~ 011 on wood 230 x 175 cm, Uffizi, ﬁ]orence

T 63) Car1 Muller, Supper at Emmaus. Gil on canvas, Le Pet1t Messgger du Tres

Saint-Sacrement, June 1900, p. 161.

64) CompositionaJ pre]iminary-drawing with grid system for the Pentecost.
Pencil on paper. 11 x 10 cm. Private collection.

L3

65) Pentecost. 011 on canvas. 168 x 153 cm,

66) Ind1v1dua1 study of Mary's hands in the Pentecost. Graphite on paper,

14 x.18 cm. Inscribed lower right - 0.L. Paris, 1897. Private collection.

67) Philippe Champaigne, Pentecost. 0i1 on canvas. 326 x 228 cm. Eglise
Saint-Jean-Baptiste, Libourme. Bemard Dorival, Catalogue Raisonné
de 1'oeuvre de Philippe Champaigne, no. 80, pp. 51, 414. )

68) Zurbaran, Pentecost. 0il on canvas. 160 x 116 cm. Cadiz, Provincial
Museum of Fine Arts. Julian Gallego and José Gudiol, Zurbaran, fig. 155,
p. 219; cat. no. 146. ‘ ' .
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69) Compositional preliminary drawing for the Marriage of the Virgin.

Pencil and ink

on paper. 18.0 x 9.5 om. Private co

1lection.

70) Compositional preliminary drawing with g?%dusystem for the Marriage of
the Virgin. Pencil on paper. 17.5 x 9.0 cm. Privat

71) Marriage of th

72) Raphael, Marri

e collection.

e Virgin, 0il.on canvas. 304 x 147 cm.

Gallery, Milan.

73) Compositional preliminary drawing for Christ Giving the Keys to St. Peter.

Pencil on pape

age of the Virgin. 0il on panel. 67

X 46% inches.

k]

-

Brera

r. 18.0 x 7.0 cm. Private collection.
J

74) Cémpositionaﬁ preliminary drawing for Christ Giving the Keys to,St.
on paper. 19.0 x 8.2 cm. Private collection.

Peter. Pencil

75) 071 cotoured sketch for Christ Gi¥ing the Keys to St: Peter. 0il

on paper. 19.
1897 and s1gne

0 x 8.2 cm. Inscriged’top Teft, Paris
d lower right, Ozias Leduc.

, top right -

-

76) Compos1t1ona1 preliminary drawing, with grid system, for Christ G1v1ng

the Keys to St.

tion.

Peter. Pencil on paper. 19.5 x 7.5 cm, Private collec-

77) Chiist Giving the Keys to St. Peter." 0il on‘canVas.d304 x 104 -cm.

78) Friedrick Qver
213.5 x 152.5
. The Nazarenes,

79} " Compositional
on paper. 10.

'80) Composi tional

on paper. 11

81) Compositional
- on paper. 10.

82) Compositional
*  on paper. 10.5

becks The Incredulity of St. Thomas.
c¢m. Durand- Matth1esen S.A., Geneva.
plate 70a.

preliminary draWing for the Death of

0il on canvas.
Keith Andrews

St. Joseph. Pe

5 x 10 cm. Private collection.

preliminary.drawing for the Death of

x 10 cm. Private co]]ect1on

pre]1m1nary drawing for the Death of

St. Joseph &Pen

5 x 10 cm. Pr1vatg collection.

preliminary drawing for the Death of

St. Joseph. Pe

St. Joseph. Pe

x 10 cm. Private collection.

83) Death of St. Joseph. 0il on canvas. 168 x 153 cm.

84) Paul Delaroche,
gn, London. Normand Zift, Paul Delaroche:

Collecti

Conversion of Mary Magdalene.Panel.

3

ncil

cil

ncil

ncil

3

20.0 x 42.5 cm.The:Mallace

Painting, no. 63, p. 358.

French History

A Study in -19th Century

85) Compositional preliminary drawing for St. John the Evangelist®. Pencil

on paper 6. 5

86) Composut1ona]
blott1ng paper

x 8 cm. Private collection.

drawing -for St. John the Evange11st
7 x 8 cm. Private collection.

Pencil on'b1ue

e
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1.87) St.*John the Evaﬁge]ist. Qi1 on canvas. 108 x 116 -cm.

: : , ' . v,
88) Compositional preliminary drawing for® St. Matthew ‘the Evangelist. Pencil,
on paper. 6.5 x. 7.5 c¢m. Private.’collection.

89) St. Matthew thé’Evaggg11st Qil on canvas. 108 x 116 an.

90). Compositional pre11m1nary draw1ng for St. Mark the Evangelist. Pencil
on paper. 9 x 10 cm. Inscribed lower left O0.L. Pr1vate collect1on

91) St. Mark the Evangelist. 011 on canvas. 137 x 156 cm.

92) Photograph of Ozias Leduc seated in front of the St. Luke and St. Mark
canvases. A.N.Q.M., Fonds 0zias Leduc, photographic file.™ -

93) Compositional preliminary drawing for St. Luke the Evéﬁge]ist. Pencil
on paper. 9 x ]O'cm..'Private collection. .

©

St. Luke the\Evange1ist 0i1 on canvas. 137 x 156 cm.’.

) : .

95) Pre11m1nary drawing fgr front of the Jubé Pénéi] on paper. 9 x 21.5 cm. )
) View of rear of St-ﬂ1]a1re chusgh. Front of jubé with decorative crosses..
)

Pré]iminary drawings for decorative crosses for front of the jubé,
Pencil on paper. 11 x 12.5 cm. A.N.Q.M., b2 c9.

'98) First plan of Choir Area indicating changes during the Restoration.
Pencil on paper. 14.5 x 20.3 an. A.N.Q.M., b1 ¢30.- ‘

- .

99) Second plan of Choir Area before Restoration indicating the incorpor-
ation of more extensive changes. Pencil on paper. 25.3 x 20.3 cmg
A.N.Q.M. bl c30. i ;

-~

et d st

100) Preliminary drawing for woodén grillwork. Pencil on paper. 20.5 x
- 21.5 cm. AN.Q.M., b1 ¢30.

101) Pre11m1nary drawings for Nave w1ndow mot1fs Ink on pa»perf~ 14.5 x
9 cm. A.N.Q.M., bl c30. : : ‘

’

Pl e T -
- ..

102) Preliminary drawing for Suspension Lamps. Pencil on onion skin paper. ) ¥ |
16 x 14.2 cm. Inscribed top left - Suspension a 1'étude trois ou quatre ¥ i
lumieres eelle du bas 1'allumant isolément. Plan carré. Top right - : ;
Plomb, et verre carpenté métalique. 0Ozs. Leduc. . C A

103) Suspension LQJZ =’

E:
- .

104) Notre-Dame de Pitie - ¢tained g]aSs (346 est. x 65.cm.),

105) Christ in Majesty - stained glass (346 est. x 65 cm.). . 4;'
i . P
106) Two angels h01d1ng heraldic sh1e1d w1th monogram of Chr1st :ﬁ?‘ B )3 o
(‘above CH¥1st in MaJesty staired g]ass) ‘

&

]
'107) Two angeTs h01d1ng.hera1d1c sh1e1d with ﬁ# above Pieta sta1ned glass). ~‘§

> - /




