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PREFACE- . ¥

N~

Montreal in the years between 1895 and 1920 produced
‘\

‘ the'greatest concentration of public sculpture in Canada.
These monuments documented aspects of a growing Canadian
nationalism which was struggllng at the time to find ade- °
quate means of expression in thé\apts. anp public sculpture ]

]

was chosen as the most forceful means for this expression.
A u .

»

-In making- this choice Montreal followed the pattérnset in
“.many European centres. Public.sculpture is a social docu-

ment. It tells us a good deal about the people ‘who live in

1 R .
_aheommunity, their view of themselves and of particular

‘aspects of their history. Vienna honours its musicians

along with its emperors and generals; Shiraz in Iran has

monuments to its poets; Prague commemorates its‘sainte and\

il

. religious.martyrs.

Y o . Montreal 8 colourful past is mprrgred in the statues

rof the pioneers who, came to build thi first settlement of

. .

Ville Marie here, and of those who owed after: and con-

uteu'to the development of the

|

- Though Ottawa and Quebec led the way “i commission1ng~public
monuments to men and women important in the history of . this
oountry‘ it was in Montreal that a particular goncentration
of such monyments was produced. Most of these were erected

. . .
A . %

“
. . " . . 8 8

within a:relatively short space of time end theziwere.,for

“ E —~—

ii ) ) l \\ .

v
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the m‘ost part, the work of three sculptors. all Quebec-born,

namelyx Philippe Hebert. George Hill, and Al'fred Laliberté.
It is in this context of public sculpture’ as a medium o

~ for nationalist expression' -- a nationalism which I take/to

be a confideqt assertion of .identity)f-e‘ that this study ,is,_

L placed It reviews' the background of Mon‘treal's growth, the ..

' increase in-knowledge and awareness o:t‘ Canadian history on

the part oof its citizens. and examines the early life and
‘work of the three sculptors who produced the city’'s major
monuments. It looks_ in articular at three of these monu~ -
ments. each a memorial to an 1mportant'Canadian i‘i.gure

' Published material on  sculpture of the: nineteenth cen-
tury in general.‘ and ‘on Canadian sculpture -in particular. is

meagre. For this study. the most useful sources of inform-

' ation have proved to be contemporary newspapers and

magazines. available in the original or on microfilm. at the
Municipal Library of the City of Montreal , - and the University
libraries of Concordia and 'McGill The Muniflpal Archives at
Montreal's City Hall proved rewarding. The Public Archlves'
at Quebec and Ottawa were much less fruitful but did
\.turnish a few items of interest not found elsevwhere.
Published mater'.ial gn the sculptors, 1nv°lyed in this
study 1,'5 sparse. Philippe Hébert's career is the only'one 80

far- to have been well documented, ‘Some material exists on

‘Laliberté, but almost nothing is in print on the 1ife and

—
]

111 T . /
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v'no'rk of George Hill. My major source of Womation for -
these last two artists has come from members of their |
e families. I am deeply indebted to Dr. Eleanor Venning.
\_ daughter of-George Hill, for her kindneas in receiving,me
| 80 warmly. and .allowing me such free access to. the family(

ecrapbook £ her~father. While.not very copious, it did

contain items\ &hd photographs ‘I have not seen reproduced = '

! elaewhere. Md..‘Odette Legendre, neice of Alfred La.liberte.

proved ‘;gtfz)ally Lgeriegoms in allowing me the freest possible

~access to the' veluminousg scrapbook kep,t‘by M. and Mme.

'Laliber_té,‘ throughout f:he artis%.'s career, as mel‘l ‘asl- f‘o’thet

‘u:ni\)ul'alished' writings.of Laliberté. ?fessor Orson Wheeler
h

was also kind enough to share ;vith m

is knowledge of the

" ’f ' work of all three sculptors in this StUdy o

. My sincere thanks to Préféssor Sandra Paikowsky. for
\, encouraging me at the outse't o, write about sculpture in ~
. Montreal and for the help both she and Professor\}'lardy
George gave me in helping define the subject matter for this

thesis I also owe a debt of gratitude to Professor Laurier

Lacroix. through whose initiative I was able to meet Ms..

~

' Legendr‘e. Finally, my grateful thanks go to Professor J.
Russell Harper my advisor. on ‘whose immense_knowledge of «
Canadian art history I drew cgnsistently, and who unfail- |
ingly and most generously prbv'id.ed the helpful suggestions :

o .
and, gontinuing support withodt which I would have been unable

't%&pursue this study, N

o | ' " Aline Gubbay
/ » , , December 1977
o \ ' iv - Montreal .
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INTRODUCTION’

'The Canadian Architect and Builder comménted. 1{1 1895,
"'Montreal ;rxay pe called with some apbfopriatenesq in a rew‘
years from ‘now.'\ the /C ity of Monum/énts. if their number con-
tinues to grow in tl’xe\ s\axha proiaortion“ they‘ have been during
‘the last few yem."as.":L The_ n‘eﬁark was occasioned by othe
unveiling' in July of that year, of thé Maisonneu\'e monument

_ in Place d'Armes. This was a milestone in Canadian art; it

. was the first major monument in Canada to a Canadian hero,
by a Canadiafiibofn sculptor, Other single statues by
Philipp_e Hébert were erecﬁeq in %té.wa and Quebec before this
date, b,u't; this was the first full-scale commissioned monu- -
ment. ' The Maisonneuve monument-soon Abecame so identified
with Montreal that, like the Eiffel tower for Paris, or
Nelson's column for Lond;:l. its image alone was enough to
evoke the city tits_elf.:- _

- Montreal had qompa(.r;atively few monuments’ in ];89,5. but
"in the next two decades they Brew both in numbers and in the
importance of individ'ual'\gorks. These statues formed, for a
time, the largest group of important public sculpt'ure in

-

Canada. 'I‘hr{e main reasons account for thii, phenomenon.

1

. loanadian Apshi d (Montreal, June, 1895):

) ,-1- . P
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First. there was the growth‘of Montreal into a major %}ty;
fhdeed the metrOpolis of Canada., Secondly. there was”the
growing interest.in Canada's past history which needed té._
find appropriate means Pf expfesaion. Tﬁifdly. three ° '
Qgebeé-borq scuiptofs emefged, each Qtth the ability to work
on the scale necessary for public monuments of the kind
popular in many parts of the world at this time. ‘

. The three sculptors were Philigpe Hebert George Hill - . ¥
' ¢ and Alfred Laljberté, whose maJor monumeqts in Montreal are, -

‘respgctively. those to MaisonneuVe5 Sir Gearges!Etienne

Cartier, and Dollard des Ormeaux. These three monuments were _'
erected in thé nineteenth and early twentieth centuries, when
o Mop&reai's two basic cultures -- the French and the English
-- lived together in a cdrious mix of coqperation with, and’ |
separaiién from, each-other. In these years of Canada's o 3«’//>1f'
' beginnings as a nation, it was impﬁrtant to find symbols ”
which would reflect nationalist senfimentzin both its French

v

- and English aspects. This was a wholly new enterprise for

the city. The few publiq monuments which existed were sym-
~sbols .of Canada's Britisn heritaggfxgglating to people and

events outside the Canadian experience. 'It took persistence.

couragé and talj‘tq to establish neY images which Qrew on

Canadian roots and initiatives .

L]

What was the role of the artist in this basically
political dilemma? Herbert Read wrote of the artist's func-

" tion in modern society as being "much the same as that of tHe




N b

‘

medicine man or magician in a"priu;itive‘ society; he is the

‘man who mediates between our individuml consciousness and
the collective unconscieus, and thus -- hopei‘ully -- ensures
social 1ntegration.'2 Conaequently. Read felt the artist
must hold himself aloof from the immediate passlons ox con-
troversy. wh;tle he searched for the means which would best
oxpress the often confused feelings of the society in which
he 1lived, When he succeeded in his task, the public would
react with a spontaneous sense of recognition at seeing what
he had achieved When he falled there was disappo:.ntment.
a sense of frustration that thought%nd feelings had not

. found their true expression. There was a vague sense of

fundamentai failure.

2
v

: 2Herbert Read, T 1 With ultu e (New York:
Schlocken Books, 1963), p.

EY
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CHAPTER I

THE_BACKGROUND \

) T

The three monuments on which this study chcentrates
were Rreceded i? Montreal by’three other statu§s>\qu of
which still remain. The first sculpture placed on public
display in the city was a portrait bust of His Britannic
Majesty King George III (Fig. 1). It was set up on a ,
pedestal on Octobeme 1773 in the market area located at
this time close to Place Royale, where John Ostell's neat

classical Customs House was built in 1832. (The building is

there today and in use providing ﬁuﬁicipal office spaéé).
~--The bust was an"unidealised but sensitive portrait in

ma;ble modelled by a perceptive and sympatheéic artiét'wgz

remains unidentified.}ﬁ The portrait of their lawful king was '

no doubt meant to serve as a daily reminder to the 1océl"

populace of the direction in which their loyalties should
v B

was set up in Place Royale, Quebec City, in 1686 during the

;The sculptor could be either Joseph Nollekens (1737-
1823) or Joseph-Wilton (1722-1803). Nollekéns' portraits
tend to a more generalised, classicising style; Wilton's .to
a greater individualisation. In my view, this work is cer-
tainly Wilton's.

-l - .

lie. .A'precédenf had been set when the bust of Louis XIV Lo

Prench regime (Fig; 2). In 1773, howevéf. agitétion among v

e ek e A

i
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‘with the Boston Tea Party signalling the start of major pro-

»
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the \colonists across the border was reaching fever piteh,

‘

ho]

tests. In Montreal sympathies swung between loyalty to .
Britain and fellow feeling for tﬁé Americans. Eérly in May
1775, news reached the city of the surrender to Benedict

Arnold and Ethan Allen of the British forces at Ticonderoga

and Crown Point. Excitement was 1ntense\gna an irresisty,
ible target for those who éympatpised with the American
cauge was the statue of George IIf.'

On the morning of May 1lst, 1775, the bust of the kiﬁg
Qas found, blackened 1n>the face,>the neck hung with a neck-
lace of potatoes a;d a wooden crucifix: The indignity was
climaxed by a sign with the legend, 'The Pope of Canada or
the English Fool'.2 The éulprits ware never identified in
spif§ of rewards offered. Later the bust-was knocked off

WY lagl

e sequel occurred many years

its pedggtal and disappeared

later. Workmen in Place d'Armes uncovered an<old well in the

. ¥ ¥ :
middle of the square, and to their great surprise, raised up

from tbg botfom. the statue of George.III, Its base was

. broken, but, astonishingly, - the face and head were unharmed;

The bust now rests on the storage'shelves of the MeCord

-

Museum in.Monrtreal.

Montreal's next publicﬁmonuﬁgnt'proved far less

 Zprticle signed G. B. "Le Buste de Georges III a
Montreal" in Bulleti ch iques, VII, no. 11
(January 1902): 21-5. L

Al

~
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. ‘controversial. During the winter of 1805-6, news of Adﬂiral S
N Nelson's death at the moment of victory at Trafalgar, was
{

received in Montregl. There.waé an immediate emotional
react{yn. The local population had"rgcenfly been swelled
~with British military personnel, retiﬁed or still in service,
and they gave an enthusiastic regponse to the id?a of a
memorial to Nelson. A public subscription soon raised the

. necessary funds, and from the list of‘;ubscribers a com-

) nittee of five wa; chosen to supervise the building of the
monument. The five were Sir John Johnston, Knight and
Baronet, John Richardson, thé Hon. James Monk, Chief Juética
of Montreal, John Ogilvie and Louis Chaboillez, Esquires.

‘The result was that Montreal had- its 'Nelson's column' by

1809, several years before London erected its famous land-
A -
mark.

N Nelson's“column was designed in England by a London

PURURIF PN

architect, Mr. Mitcheli, with the statue of Nelson modelled .

by George Horatio Smith (Fig. 3). No ﬁrecedent for such a

column existed in Canada. It had a classical form --

columns as commemorative structures reach back to Egyptian

and Roman‘prototypes -- but the monument incorporated some g
novel elements. Instead of the more usual bronze or marble,

b Coade stone was used for the statue of Nelsen and for the

bas reliefs at the base of the column. This stone was a
type of artificial p;aster%made from a secret fowmmula

5 ° :
developed in the late eighteenth century by the London firm
X , ¢
2 N

\ ’




. N -7- . :
of Coade and Sealy,“and Nelson's column provided the first -
demonstration of -its use outside Britain. It was later used

in Montreal for the decorative relief panels on the outside

walls of the first Bank of Montreal building on St: Jam'es
Street in 1819.

3]

\ | " The monument was erected in Montreal under the direc-

. <-&mn:yhmwmsyrwmwww*ﬂwm”w"
Q

R SR R

tion of William Gilmore, a local stonecutter and mason. He
used "the best gray compact limestone ... which is found in

the neighbourhood\. and ﬁossesses all the requisites for

*
o7 I+ a YT

-

dressing well, and being exceedingly durable.“3 From a ‘base

I;pproximatelg s8ix feet square and ten feet high, rises a o
Doric column five féet in diameter and fifty feet high,
crowned by the figure of Nelson in full dress uniform. The

- statue was confirmed at the time to be a.true likeness of' the 1 ‘
Admiral. A sailor who ”nad“ served with him saw the statue and |
i8 reported-as saying, "This is ;'eally a grand figure of the '
r'loble Admiral: I hope it is made of good stuff, and will be i
as lasting as the'world.”u' Curiously, when the column was ]
"erected, the figure was placed facing inland with its back to
tl;e river "facing towards the west as if intently watching \ 3

thé termination’ of some great e’vén’h"5

L

3Newton Bosworth, "Nelson's Monument in Notre-' Dame

Street,” Hochelaga Depicta (/Montreal, 1839)s 154,

b1bid., p. 155.

51bid., p. 154.
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The four reliefs around the base of the column repre-

sent events in Nelson's caréer, the battles of Abopkirfand
Trafalgéi. the I'anding at Copenhagen after the naval engagef'

ment off the coast, and on the fourh side facing west, a

design of naval trophies together with the main 1nscripfion

and dedication of the monument. This is the first monument s
in Montrea% to extend the expression of a central theme
through qtfﬁisation of bas reliefs.k (The original reliefs
‘became worn and flattened witﬁ time and were reﬁ?iced with
replicas when the monument was renovated in 1500), Alqost
ninety years I;ter. Philippe Hébert made use of the same
technique to tell the story of Malsonneuye and his pioneer
settlers. and later still Laliberte also comblned statues
and bas re%iefS/in his monumegk to Dollard des Ormeag;.

The Nelson monumént took its place as a familiar H
feature in the city landscape. Its classical form blended 'Q
well with the new buildings which began té surround it on |
e@egy side; each structure from'the Court House to the City

Jall was*$ailt in the fashionable classical revival ;tyle.

The monument further.synfhesised“current trends with its 4
romantic associations of drama and heroism, .embodied in its | é
subject matter. and in its dramatic form, domia’xing the :
surroundlng area. _ During the following decade§§ Nelson's ;

column provided a favourite focal point for countless: draw-

ings and watercolours of the city. ' - :
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More than sixty years passed before the next monument, - .

a statue to Queen Victoria, was erected in Montreal (Fig. 4).

It was unveiled dn November 21lst, 1872, in Victoria Square,

, by . the Governor General, the Marquess’(of Dufferin. The

occasion was marked by a public holiday and Victoria §quare «
waslcrowded. filled to overflowing for the ceremony. Th

l'&‘arqx.xess made a graceful bilingual speech and later “danced
all night at a ball, never flagging till four in the

‘ mo;niﬁg w6 The statue is by an Eklglish sculptor, Marshall

Wood. a:nd shows ‘the Queen as a young woman, dressed in flow-

"ing robes covered by a heavy cloak: She wears a simple

crown, and carries a sceptre in"one hand and a wreath of
\ .

laurel in the other. The Queen stands on a high shaped

pedestal, and possesses the solemn simplicity of outline of

the statue of a medieval monarch, more at home in some Gothic

. cathedral than at the centre of a busﬂing nineteenth century -

metropolis‘. .
' The comparatlve simpllcity of the statue reflects the
changes in taste in the arts by the mid- nmeteenth century.
These had led to a philosophical revolt against classical
models, and a return to medieval art forms and ideals, John
,Ruskihl remains the \l‘eading figure of this movement and its
chief "theoretician. v\E\rery aspect of ai;t was affected. In
sculpture the trend d\e‘veloped\.\ in later Victorian times,

\ \
A f

" CMarchioness of m\fferin and Ava, My anadig_r_l ourngl”
18?2&—8 (London, 189l)s ll-?\ .
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into the elaborate medieval iconography of the Albert oo
\lemoria.l. A‘w Ngin in mgland. and Viollet-le-—Duc in ,

France influenced a retur_n to Gothic forms in architecture,

and ‘in painting, movemen¥®s 1like therNazai-enes in Italy and.
P‘rgnce. Qnd the_)Pre-R;phaelites in England. led the Y:ay. The
ideals and techniques of this pre-Renaissance revival in art °
‘were brought b‘ack to Quebec by Napole;:m Bourrassz in' the .
1850's, when he .returned from y/ears"(bf study“ with .the leaders
of the Nazarenes. Marshall Woods' statue forms part of :he

: earl'y mﬁinstream of the movement; a portrait of -Majesty,

which is not conceived in terms of Imperial Rome, but as

Head of State under God, symbolizing the human, rather than

the aqperhuman powers of the throne.

. When Nelson's column was built in 1809, Montrgai was a L
"town with a population of 25,000. By 1872, when the statue
to ng}en Victoria Qas er‘ected', changes of a ﬂmdamenta.l kind
had transformed the town into a c‘ity of ll'O.OOOIpeople. ’
Immigrants fleeing the famine in Ireland, and g\x;ural exodus
to the city, attragted by the magnet of jobs in industry,
helped\ swell the population to over 100,000 in 1870, and to
" double that number in the next twenty years,
| By the 1870's, Montreal was the undisputed metropolis

of Cana:da. It ‘was the hub of a communications network which

: N
~ made the city the vital centre of a country in process of

creating 'itself. The port had gmm in importance until it
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rénlged second, after New York, on thé eastern se:'aboard. The
x/irgt r;ailv':ay ir; the British colonias wés~ established in
Hontfeal in 1836 -- a local lipe. the ‘'Champlain and St.
Lawrence'. The Grand Trunk Railway followed, opening up

lines to Portland, Maine, as well as to Toronto and the

Maritimes by the 1850's. K I}aterr still came the greatest rail-"

way enterprise of all, t)Le\ Canadian Pacific Company"s project
S~ . -~
of a railway linking the country from the east to the west

coast,
The entrepreneurs responsible for ?ese aspects""of th'e

city's development, were fhe latest in a-Sertes of remarkable

individuals whe had contributed to the life of ‘Montreal from

lité beginning. The city retai‘ned from its'fo:mding years a

flavour of the 'frontier', and drew on the ima‘giriative d'aring

and calculated gambles of men and women of diverse abi.lit‘ies‘

- %ioneer missionaries as well as politicianss. churchmen and
poets.\ This was the'heritége which came to be reflec‘ted in
the city's public monuments. ~. - .

Civic pride grew with ‘the inc;easing affluente’ and
importance of the city. Parks and squares were planned to
improve and beautify the area, with the largest project ofy
this kind being Mount Royal Park, developed in 'the years
1873-81, by Frederick Law Olmstead, creator of Central Pa;'k

in New York City. At ‘the -same time articles began to appear

.in the press urging the building of public monuments.

Support for this last suggestion came from two main groups:

-
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the wealthy who wished to see Montfeal acquire pﬁblic works
of art in the- tradition, of the great centres of Eur;pe. and
secondly, from a growigg\gircle of those devoted to the

goal of encouraging pride‘in the Cénadian\ﬂ;fitagei Fréhch:
Canadians had found their national. historian in, Francois-
Xavier Garneau. "La frisson patriotique céurt dans toutes
les pages," it was said of his monumental'histor&.of*the
French-Canadian people, and in 1867, at the unveiling of

Garneau'’s tomb, the Premier of Quebec, M. Chauveau, expressed

- the essgence of Garneau'y influence when he said, “il nous a

donné de bien grandes choses, dont 1es moins grandes ne sont
point. le respectide nous méme, 1'amour exalté de riotre pays,
la foi Hans notre avenir."’ ' _ R

This French circle was joined in increasing numbers, by
English Canadians, from the professions as well as from '
business and finance, who were déeply concerned with the
rescuing of the Canadian past. Societies were formed with
the specific purpose of studying and researching of Canadian
history. The Societé Historique de Montreal focused on the
history of the city. Another group, the Antiquarian and
Numismatic Society of Montreal, was created in 1862 by the
merger of two groups of'nuﬁismatists. one French and one
English. Over the years: this‘group‘expanded its field of

interest. from that of coins to a broader study of Canadlan

7Francois-Xavier Garneau, Histol du Canaga, 4th ed.
(Montreal, 1883) first published 1555 8, Vol. IV; 273. _
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history, together with a particularly active and. vigilant

concern for all aspects of Montreal's historical environ- '

n;er‘rt \ L . '“
Members of gocieties like these brv;ught knowledge as

well as enthusiasm to the task of defining Canada's cul- ‘ '

tural heritage. and they were among .the .first to give their |

; S support to nati\re talent emerging in: Quebec. ‘This support

: for local talent was especially needed in these early years

.when artists in .Canad“a had limited opportunity either for.

training in the arts or for working on public proje7ta of

: ‘ 1.
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CHAPTER II

THE PILGRIMAGE T0 PARIS

Anyiopportunity for artistie éducati?n in.Capada in the 2
gecond half of the nineteenth century, w%gfstill very“meagrg.
In Montreal, there were classes in drawing and modelling at
"the Conseil des Arts et Métiers: an_amalgam of an English
trade school started in 2857, and a French écﬁool of art
founded in 1860 by Abbé Chabert, a professor of Arts at
Ottawa College. This union later merged with a third group,
the Societé déi?Artisans Canadiens Francais. Instruction was
offéfed in drawing, stone-cutting, modelling and woodworking,
but, as the name of the school implies, the objectives of the
schooi were not those of a fine arts acédqmy. but of a traiﬁ—
'ing,school in the craft trades. ¢ :

In the area of Fine Arts, a tentatlve beginning was //
ﬁgde‘in 1847 by the Montreal Society of Artists, when it held
an eihib}mion to~ﬁélp launch a 'Montreal Gallery of Pictures'\
but it was ten years before“fhis group ‘mounted another
exhibition. The Art As's'oé'iation of Montreal began’to hold
exhibitions of various kinds froﬁ 1860.. Most of these exﬁk—
bitions, with the exception of ‘one annual exhibition, were’

made up of non-Canadian workp loaned by Canadian collectors.
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Scuiptﬁre %aS‘sparsely represeﬁ;ed and Canadian éxamples éven’

less so. These took place in different locales over tﬁg next
twenty years. The list of ﬁroﬁiﬁent‘pétrons begaé to grow, .
until in 1879, with the munificent gift of = benefactor, '

Benaish Gibbs, a permanent galfery was eétablispeq in a fine
building on Phillips Square._ In due course.an Art School was
estiablished in association with the Art Gallery, but the

school*s activities were'concenffated in the areas: of drawing -

.

and painting, with minimﬁl attention given to sculpture.
‘ Another enterprise,. with f;perguséions for young
hrtiqts. and for one of oqz thrge éculptors in particular, ?
was the éffort-éf Napoleon qurfassé (182?-1916) to establish
a school for art~student§ in 1861; -Instruction was given.in
drawiﬁg only, though it was hoped ofhe: disciplines would
follow. Ho?evef. the school 1?sted only a fe@ months .before
it was forced to close in.the face of fierce political pres-
sures. Bourrassa was a son-iA;law of Louis-Joseph Papineau,’
and was unwillingly drawn into,thé conflicts of natipﬁalist"
feelingsin which Papineau was a central figure. mbohfrgssé's
nationalist allegiance to French Quebeé was questioned, and.
in the face of harrassment over this matter, the school wag,

]

closed. .

‘Napoleon Bourrassa remains, however, a key figure in
Canadian art, less for his accomplishments as an artist

than for his importance as a link between two traditions. in

art; that of the first native born painters of Quebec,
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Theophile Hamel :(1817-90) and Antoine Plamondon (1802-1895),

5 G AL B A SR I € LTI

and the ,newei‘ European influences which Bourrassa himself
q

. ¢
- brought back to Montreal from his studies abroad. Bourrassa

o
A

began his studies in 1849 w1th Hamel, one of the first

.

s vt

“Canadian- born painters to have travelled and studied in

TSR T R AT AT T TR RETATRR T T R e T
°

¢ E\zrope. Hamel was then at the height of his powers and fame

as an‘a_rtist, painting portraits and producing many religious

-'works for churches and institutions. After four years with

o T R
& T gl SN W
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Hamel , Bou;j assa left for italy in 1853. He began to study
in Romd whe Jie came under the influence of Friedrich
Overbeck (178 7’1869). the guiding ferce of the movement known
‘ /'as the Na'zareﬁes: ' This movement was started in Vienna by a
A group of ‘young German-speaking artists, as the Brotherhood
of St. i.uke. and was dedicat';ed to the revival of-pure

Y ' religibus and esthetic ideals in art. Protesting against
what they considered to be empty &ademic teaching, these'
young artists sought a return to those medieval studio prac- .
tices which, they felt, had been iibued with deeply felt
f religious ideas., Bourrassa's major inferes’t was painting,
' x but he also cultivated .a broad knowledge of architecture and
¢ o sculpture. especially of the pre- ngh Renaissance period.
T From this'milieu in Rome, Bourrassa moved on tH Paris,

e

| § ' where be continued his studies with Jean-Baptiste Flandrin

(1809-186L4+), a painter who had had contact with the German

: Nazarenes; and fired with similar concepts, had turned to

a

painting church murals after the‘\?nanner of early Renaissanée
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masters like Giotto. " Bourrassa, a devout Catholic, was
deeply moved by this example of art in the service of rel:.-
gion, and he/remained devoted to these ideals to the end of
his 1ife/ When he returned to Montreal in 18%¢, ne began

to write and lef:ture on these themes. and as author, lec-
turer and critic, grew to be. an ini;ltient'ial\fi-gure in. art
teaching. In récognition of his influente, he was appointed
Vice-Pres:.dent of the Royal "Academy of Canada at the time of
its foundmg in 1880.

Though his own artistic output never fose above the
mediocre, in one mstance Bourrassa managed to create a
genuinely impressive, mtegrated work, which served to
i1luminate the ideals he prxzed. This was the design for -
both the exterior and interior of the church of Notre D }e
de Lourdes '113 Montreal. This was one of the many churches‘
dedicated to the Virgin being erected all over the Catﬁolic

world to celebrate the new dogma of the Immaculate Conceb-

“tion pronounced by Pope Pius IX. Notre Dame de Lourdes took

many years %o build and decorate, and was finally officially

opened on June 22nd, 1880, The exterior, with its cluster

of golden domes, is in a rich Romanesque-Byzantine tradition,

A

while the interior, with its intimate proportipns and its

walls covered with mural decoration, glows like a precious

‘médieval reliquary., Por this project, Bourrassa gathered

-around him a group of student-assistants who worked together
p— . ' :

-

a8 a frate\rni%y in the manner of medieval craftsmen wo;'king
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on the éreat chupchea' of the Middle Ages.

This ‘trai'.ning.,howevevr. relied heavily. on Bourrassa's
own abilitieé as master and teacﬁer. and though the experi-
ment remained one of the most enterpri,singo‘in the field of
art training in the city, it coild not provide the range,
experlence, and stimulation needed to help new talent grow
and flourish/

. E*;entually. almost every aspiring Canadian artist }
sought the opportunity to make his way) to Paris. There, if
one could pass the entrance test, attendance ait the Eco;e des
Beaux Arts was free. To enter fﬁe sculpture programme,
students were required to model from life, in ciay. for two
hours daily for six days. This was a‘rigoroés test for a

Canadian who had 1ittle opportunity for practise of this kind

" .at home. ‘Thefe were, however, besides the Ecole, many small

private “studiIoSa and academies where for a small fee students
could draw from plaster casts and live models aﬁd have their
' work 'cr‘iticised by a leading French artist. 'The Académie .
Julian (where George Hill sstudiéd)l was the largest and most
famous of these establishments, with an enrolment between a |
thousand and fifteen hundred students in 1890.. In thesé

private studios there were no formal exams or graduation

. exercises, but a student was free to submit his work to any

. 7
?Hiu family sorapbook.

e s e w0 o 5y J T T Lo gk, g Gltg e,

g%

N B Ly e 0 R




-19 -

‘ X . i
one of several salons for exhibition, a procedure which pro-

vided a test of comparison with the work of other artists. \

" The richness of the stimulation offered to ‘artists in
Paris may be sampled by looking at ’1one.yaar. 1889, when so
many Canadian artists were gatheréd 'thexje.z The Expositjion
Universelle of that year’wast full ofg;ex}iibits v;hich sig-

niticantly influenced the arts for many years. Dominating

the grounds of the Exposition itself was the Eiffel Tower,
a épectacular example of the struétura} and decorative pro-

perties of cast iron; and among the exhibition buildings-was

et Tttt - et g L T o AL D R S 35, V2R D
. -

Dutert's 'Palais des Machines', a huge showplace of glass
"and iron, which extended and explored the possibilities of

these materials for architecture though the original initi-

ative in this area belonged to Joseph Paxton's design for
the 'Crystal Palace' built for the first International
Exhibition in London in 1851. At Volpini's Café des Arts,

.in the exhibition grounds, Paul Gauguin and Emile Bernard

had organised the first public showing of Symbolist art,

with the title 'Groupe Impressioniste et Synthétiste’. This

was an independent show, outside that of the official art
exhibition at the Exposition. In this venture, Gauguin and

Bernard followed in the footsteps of artists like Courbet

€

2They included Philippe Hébert, George Hill, SuzoriCoté,
Ludger Lirose, Paul Peel, Joseph St. Charles, Maurice Cullen,
Edouard Meloche, Henri Beau, Charles Gill and Napoleon
Bourrassa. Alfred Laliberté arrived in 1902.

-~ -

A ¢ L 5 EENIUTIN S . o Trt
) Sk B 3 e "




. ‘ ,l
| ) - 20 ~
. v
and Manet, each of whom had organised shows -- in 1855 ,and

1867 respectively -- independent of the official salons. -
Like 'its predecessors, the Symbolist Exhibition proved both .
controversial and influential, ‘ ' |

In sculpture, the Exposition'was showing a great deal
of work from many countri(es including Canada, with Philippe
Hébert's g;}ouﬁ “La Halte‘ dans la Fo;"é't' on display. The \
plecé attra;':téd a good deal of atte/ﬂntion though it failed to | .
win a prize. The Italian and Greek'entries were dismissed
with contempt by the 'critics. who turned their main atten-
tion to the English school which included the work of ' ’
Iteigfxton. 'fhorneycroft and Gilbert. Their work followed ip
the strict .Academic tradition of classical Greek inspiration .
with Gilbert showing some init‘iative towards a freer, decor-
'ative 'Art Nouveau' line in his statue of Z*[c:ar'us.3 There
were, of course, many French entries on display. Two of the
most popular were equeétrian statues of Joan of Arc, one by
Eugene Fremiét and the other by Paul Dubois.' The subject
matter reflected the preoccupation of the French with symbols
of nationalistic sentiment and patriotic valour, aspects in
wHich the figure of Joan of Arc provided the most popular and

effective example.

Sculpture was on display in shows outside the

Jgazette des Beaux Arts (Paris, 1889), Vol. II, p. 395

26 . “’Gazetxg des Beaux Arts (Paris, 1889), Vol, II, pp. 18, _

N . . i
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. .
waé a large retrospective of An:ég\ine Barye*'s magnificeﬁt
animal sculpturehaw}}/ich sparked a revival of interest in the
genre. Thg Georges Petit gallery had a combined exhibition
of the paintings of Monet “together with the sculpture of
Rodin. Rodin was by now the most controversial sculptor
working in Frantce, but he waé also one of the most admiréd
and respected. Though he worked outside th;a circle of
official art throughout md&t of his life, he received many
proofs of official recognition aé. for example, when the

French Government, in 1888, paid 20,000 francs for a marble

'coupy of 'The Kiss’. Rodin himself admired many things about

the Ecole des Beaux Arts, though he failed the entrance exam
three times and was unable to study ther:. Though he often
criticised" the school;s’teaching programme, he spoke highly
of its discipline, the master-studenig relationships and the
1nsistence\ on study of the past. .Indeed. he retained
friendly relations with many of the Acédemy's most con- |
servative artists. When Rosiin's ‘Balzac' was r;efused by the
Societé des Gens de Lettres by whom it had been commissioned,
the work was given to Rodin's friend, the Academician Jean- -
Alexandre Falguitre (1831-1900) to whose studjo George Hill .
was assigned on his entry to the Ecole ‘des Beaux ‘Arts i?y 1889,
While the public was violently partisan about Rodin's statue

of the -greaf: novelist -- the press likened the intensity of .

the controversy to thatover the Dreyfus tase -- the two’
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artists scu]{pted each otﬁ'er‘s portrait to demonstrate their
mutual regard and affection. . 4

Rodin's outétanding genius had great impact on the work
of many artists. His range was so great that it was possible
to place his work both within and also outside the tradi-
tional Academic school. Something of his influence is in the
work of all three sculptors in this study, though it produced
different results in the work of each. Philippe Hébert was
attracted by the neo-classical aspects of Rodin's style. The
noble head of a ‘John the Baptist' with its idealised ;ynthe;-
s8lis of powerful human emotion and suffering is echoed in
Hébert's riw}er god sculptured for the John Young monument of
1908., and in some of the figures in his monument to Bishop

Bourget. It was Rodin's experiments with continuous movement

" in space which George Hill used to greatest effect in some of

his War Memorials (Fig. 23), but it is Laliberté who shows
most consistently the effects of Rodin's work on a youhger
generation of Sculbtors. In both his small scale work and
his public monuments, Laliberté's sculpture is touched by
Rodin's impressionistic"surface quality, a radical departure
from the highly fi\nished. detailed, Academic approach.

Other artists with whom olr three Canadian sculpfors
came into contact included ngriel—Jules Thomas, a sculptor
in the strictly classicist, Academ‘ic tradition, who remained

virtually untouched by the newer trends in art, and Jean-

Antoine - Injalbert (1845-1933) another highly traditional
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artist whose ‘long career was lfull. as one critic comp::l.ained.
of a "superab;ndance de t})an‘alh‘.és:"5 Less bound by Acadejnic
models ‘Were teachers like.Emmanuel Fremiét (1845—1916). a
.complex and tortured personality, who had a gtruggle to

achleve recognition, but who, once established, remained

open to new ideas and current develbpments in art. There was

also Jules Dalou, who becatie a good friend of Philippe

e

Hébert's and was a possible influence on his work. He had a
chequered career, .part of which was spent teaching in London.
He later returned to Paris, and soon re-established nhimself
as a leading scul;;t;:r and outstanding teacher. And there was
Falguidre -- mentioned above -- a warm, lively man from
Toulouse. His students loved him for his galety and human-
ity. His work, though well within Academic lines; was marked
by a full, sensuous line, evident in the endless series of
Bacchantes and Di‘gnas ‘which he produced y‘ear after year for
the Salons. '
Academic teaching was still weighted heavily in the
direction of a classical tradition tieci to a historicism
which insisted on accuracy and detail. Changes, when they
occurred, tended to be from one well accepted style to
another. An American textbook on the histo;-y of sculpture
noted rathef belatedly, "Teaching (in Paris) no longer

upholds the severely classical style. The romantic 2a.'nd

5cagzette des Beaux Arts, 1898.
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naturalistic reaction has gained ground so- far that gvgn in -

conservative quarters, the French Bgnglssmcg or ;mg I,tglim,
Renaissance is new of mo edjat t /

/ .
. <" or Rome."6 (Eﬂphas%s mine). The writer goes on to remark

that the new approach is characterised by " el_egance. tech—‘
nical perfection and absence of inharmonious detail." s
Ihcreasingly, however, it was this insistence on teéhnica;
polish and perfection, which was draining the effectiveness
of Academic teaching. Even the‘ added drama from the reper-
toire of Renaissance and Baroque traditions.‘ which was
replacing some of ;hhg more coldi;y formal sculpture, was too
often smoothed into a conveptionalised formula of gesture \
and . expression. ‘ )

By the late *90's, thoughtful critics were openly ques-
tioning the quality of contemporary sculpture. Léonce
Bénédite, the art critic, writing in the Gazette des Beaux
Arj:s_.’ asked, "Que nous font toutes ces divinités de 1'0Olympe
ressassées depuis quatre cents ans sans modification qui ..:

encombrent encore nos Salons‘?"8

He described the difficul-
ties for painting, an art so rich an§ malleable in form and

materials,. to find new ways to interpret the essence of

N\

Sallan Marquand and Arthur L. Frothingham Jr., A Text-
book of the Histor Sculpt (New York: Longmans, Green
& Co., 1896), p., 262. 1 :

7 biq. K

) 8Leonce Benedite, "Les Salons de 1898: La Sculpture,”
gzgtte des Beaux Artg (1898): 132. s
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current life and feeling, "le réve interieur de notre me

contemporaine.” How much more difficult for sculpture, "cet

art si étroit, si borné ... ¥-resoudre les problemes com-

plexes et indéchiffrables que nous lui posons?”‘?@ﬁ‘,@

The following year, another critic, Paul Des jardins,
took up the theme.

I1 faut, je crois, congédier toute la mythologie,
dire adieu aux femmes symboliques harnachées de paire
d'ailes en plumes de pigeon, aux draperies & 1‘"antique,
aux rameaux d'olivier{et aux mufles de lions ..., I1 .
faut étudier le geste du blcheron vehément, comme du
greffeur attentif’, de 1'enfourneur de pain .

Thoughtful criticism of .this kind had its impact. It was one
c;f the revelations yf life in Paris to the newcomer, that art
was a common subject for 'debate and discussion, To a visitor
from North A;nericg. it was astonishing to fing¢ how much space

wag devoted in the press to analysis and crjticism of art and

artists. As for the changes advocated by The critics quoted
" above, these came slowly. Both Hill and Hébert continued to -
t‘xsevthe conventional subject matter common to sculpture at
‘!:h'is period. It was Laliberté \:lf\o. of the three, spon-
taneously,\&orked'to express through his sculpture, some'of
the experiences of the every day lives of men and women,
though in his public monuments he too resorted to the con-

veg’éions most acceptable to the public.

-
)

?1bid. ’
l

1ol’a.ul Desjardins, "Les Salons de 1899," Gazette des
Beaux Arts (1899): 289.
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What.impact did this wealth of artistic activity in
Paris have on an artist -:t‘r"om~ a milieu like Montreal, a milieu
far more restricted in its artistic resources. yet s0 copplex
in its social background? This city, so different in its
origihe ”and traditions from the cities of Europe, had changed
in its three hundred year history -- /brief by European
standards -- from a tiny missionar.y outpost, to a metropolis
in the first rank of Noz:th American c1ties. Though most
Canadians had backgrounds rooted in European origins, it
became clear to artists from Quebec who made the pilgrimage
to Paris for their studies, that these origins were only a
part of their experience and traditions. The rest:1 were
formed out of a uniquely Canadian history and background.

For Alfred Laliberté, the first years in Paris were
difficult. Reserved and sensitive, he was qulckly made aware
of his strange ;‘ccent. clothing and manners.  His niece
reports that Laliberté rarely spoke to his family about his
reactions to life in Paris in these early years. He gave the
impression that there were painful associations on which he
preferred not to dwell. 1In the,face of this adjustment to, ‘
an e.lien society, he clung tenaciously to the memory of his

early background, never losing a ¢lear vision of his roots in

.. @& way of life with its own distinct traditions. His teachers

in Paris were among the most conservative of the Academicians,
a circumstance probably not unwelcome to Laliberté. He came

from a society with a deep respect for tradition, and he

1Y
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’ himself had no ambition to play the revolutionary. Still, his
i \
. Instinctive artistic sense led him to use a less traditional

style where he felt it necessary. L .

5 -

\)

Geoz:ge Hill was tv;e{xty-seven years og.d when he came to

‘Paris for the first time in\1889.

We know little of how he

fared (hpart frqm one letter tb his mother, 'still in the

' : possession of his family..assuri her\he was well and happy.
| Though he never seems to have learnt to Speak French with any

fluency, this did not prevent him from living and working

i ' happily in a French milieu for much of his working life. Per-

; ’ haps” because of his mnglis_;h ancestry, he was accepted more

i gimply by the French as anotfner of the many forgigf;‘e'z's‘ who
came to study in the greatest art centre.in the wo'rld. -Hi11
hod had virtually no formal training in the arts before coming

 to Paris, and he drew .on his student yearo( at the Ecole and
the Académie Julian, for most of the imagery and style he
later‘used in his work. '

» rd

From his teacher at the Ecole des Beaux Arts, Hill

received the traditional Academic training. tempered by
Falguiére's own individual style. This encompassed 'a freedom

of line and movement which shows clearly in Hill s best work.

i o il b

Hill was also influenced, consciously or unconsciously.
through stpdy of sculpture erected in the streets of Paris. o
His Ehglish-Amerioan roots allowed him to draw on these cul-~

tura.l streams, and these are also visible in his work, as we |

shall see later.
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Philippe Hébert first.visited Europe in 1869 at the age

,of nineteen, and absorbed what he could at that timé.of art in
Italy and france. He returned ten years later with his wife,

soon after their marriage in Méntreal. and spent several

de ‘
months travelling in France and Italy at this crucial point in-
' his 1ife. a perlod in which he had decided to launch out on

. his own as a ¥culptor. He returned to Paris for the third

time in 1863 This time he brought his young and growing
family. and carried in his pocket a contract for several
government commissions aqd a grant to cover his living
expeéses for a six year séay. \

' 'Hé?ert was never officially inscribed at the E?ole,des
Beaux Arts, but over the years he had developed 2 circie of
friends amoné his fellow artists in Paris, and hé worked and
studied informally in their studios. Like Laliberté; he main-

tained and cherished a profound sense of his Canadian heritage,

. nourished: through childhood by the tpaditions and folk tales

of the éommunity in which he éfew up. The foreign influences
ofi his work are largely those of theJIfalian Renaiséance and
Baroque periods, which formeé his first introductioh to art tﬁ%
in Europe, coupled with a nineteenth century devotion to a

historical, storytelling apbroacﬁ. The drama and emotion of

the Baroque in particular wés‘a style he found sympathetic

and familiar through traditions of French-Canadian painting
and ééulpture. As'later commissions flowed in, his style took

on more of the stereotypes of French Academic classicism,
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fThqse later monuments, accomplished as they are, lack the'
immediacy oﬂézisionihhich illumina£98 Hébert's best work. It

¢-18 with one Bf his earlier works that we are primarily- con-
‘cerned in this study, the monument to Paul de Chomedy, . Sieur
de Maisonneuve. '
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‘ PHILIPPE HEBERT AND THE MONUMENT TO MAISONNEUVE

Philippe Hébert was born in 1850 in the village of Ste-
Sophie d'Halifax in the district of Bois Francs, Quebec. The

Hévert family was one of many French-Canadian families who

took part in the colonist movement of the 1840's dedicated to ‘

opening up new lond in the province. The movement was
governed by sentiments both nationalist and religious, and had
adopted as its slogan ‘'Langue et Culture; sauvegarde de la
Religion'., The land assigned to the colonists, however, was

difficult to farm, and for many years yielded a meﬁgre living,

* but in spite of the hardships, Philippe’'s childhood seems to

have been a happy one. Formal education was limited to the
local schoolhouse until the age of eleven, followed by a few
months of high school when Phlllppe was -in his early teens,
but as compensation for this meagre formal schooling. family
and community life abounded in rich traditlons and folklore,
and there were frequent, vigorous discussions on past and
corrent politics. ' *
\\\When Philippe's schooling was over he went to work in
an uncle's store in Stanfold, but was unhappy there and

returned home within a year. For the next two years he helped

a
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_ his father work the land, but family debts began to accumulate
t and Philippe‘'s father decided to work qﬁ,fﬁe G;and frunk Rail-
| way to earn the money to clear these obligations. He was
R : joined by Philippe, now sixteen years old, and for the next

three years father and son worked on construction sites for

the railway in Canada and the United States. '
Philippe was ﬁineteen when they returned home in 1869,
" and still undecided ab%yt his future., . For some tlme he had,
Bhown an interest in art, but the prospect of life as an

“a
™ artist seemed so remote that it was not a serious subject for

o gy P T SR T R AT L A,

discussion within the family. -An answer to Philippe’'s

immediate dilemma came from an unexpected quarter. Pope Pius
IX in Rome was beset by revolutionary forces, led by Victor
Emmanuel and Garibaldi, who were fighting for the unification -
of Italy. An emotional appeal went out to the Catholic:world

from the Vatican for help in defending the Papal States, an_

appeal which was prohptly taken up in Montreal by Bishop

C Bourget'whol with his customary zeal, -set about organising

volunteers to go to Rome. Seven successive detachments of .
{ .Zouvayes, as the soldiers were called, sailed from Quebec, and

among the young men responding to the call was Philippe

Hébert. No doubt he was fired by the emotional excidement of

the cause, but there was alsoc the fascinating prospect of \ “

seeing Rome and aII lts trEasures

Philippe’'s group of volunteers arrived in Rome at the ‘
;i _ lend of October, 1869 to find the city relatively peaceful,.

[
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Shortly after, the French troops who formed the bulk of the "
Pope's army, were summoned £ome to France to fight the
Prussians, and the revolutionary forces éasily overcame the
resf of(the Papal army. Victor Enmanﬁel marched into Rome
where he hastened to re-assure the Pope and Catholics every-
where of his good intentions towards thé Church and its

ministers. Philippe then found himself at leisure and made

"what use of it he could to eXxplore the streets and museums of

- Y | &%
the city.  His uncle Noel, aware of his nephew's longing to

be a sculptor, wrote to ﬁim from Illinois: "Si tu as le

golit pour la sculpture, c’est & Rome que tu pourras apprendre

. quelque chose, c’'est 1% ou tu est maintenant que tu trouveras

des modtles pour tous les ages.'pour tous les temps et pour

¢

tous les lieux .... Chaque instant de ton voyage est precieux,
1

c'est pour toi un cours d*étude. "
It was indeed a precious opportunity for study, coming
as it did at an impressionable moment in Hébert's life. He

had had no formal instfuctioh in art, and in the absence of

" pre-conceived ideas he was free to receive*his own impressions,

-y

--and form his own judgements about what he saw. Rome's long

history presented him with styles ranging from classical

antiquity to contemporary, but it was High Renaissance and
Baroque Rome which captured his imagination. Hébert's, best
work is marked with his personal re- terpr?tation of the :

b

- 1Bruno Hébert,
Fides, 1973), ». 36:
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moving grandeur of sculpture like.Michaeiangeib's 'Pietd' in
the Cathedral of St. Peter's in Romé. and of the vigorous
drama of Bernini's early Baroque sculpture. These were fhe
styles which had formed much of the background for French-
' Canada's earliest artistic traditions, and perhaps for
Philippe Hébert there was a sense of recognition in his first
encounter with this art.at its source. |
Rome was an interlude, for on his return to Quebec
Philippe was no closer to pursuing E}career in art. His
father continued.to discourage sué£ ambitions, i;ying: "ﬂe

2 To

pays est ¢ropijeune pour une carridre comme sculpteur.”
reinforce his argument he could point to the daunting example
of two of Frénch Canada’'s best known artists. Théophile
Hamel had just died, poor and forgotten, and Antoine Plamondon
who had retired to his farm at Neuville, largely it was said,
for want of work. So Philippe returned to farminggand when'
that faliled to earn a living, became‘a salesman. When this
occ;pation proved equally unrewarding, he thought seriously of
emigrating to the United States like other members of his
family. It was %t this 1ime that a cousin, Edouard Richara
came to see Philippe. hichard was a member of the Legislature,
a writer and histo:iaﬁ -- he wrote a histofy‘of the Acadians

from whom part of the Hébert family descended -- and an

amateur of art. ' He brought Philippe two carved portrait busts

f
1

2 Ibid., p. 41.
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which he had just brought back from Europe. One was of
Napoleon Bonaparte, and the.other of Piefre-Jean de Bér;nger.
a popular Frenc%‘chansonnier-poet. Richard suggested that
Philippe copy them.. They were small carvinés. little over
four inches high. Philippe chose to copy the pd}trait of
Béranger, and was encouraged to exhibit it at the Provincial
Exhibition that year (1872) in Mc;ntreal. He did this and won

. first prize in the woodworking division for carvings.

Far more important than the prize, was the reaction of
one judge, Napoleon Bourréssa. who recoghised in this small
work "un talent serieux" and was impressed enough to communi-
cate immediately with the curé of Ste-Sophie, 1'abbé Brunet.
Bourrassa asked the abbé to convey to Philippe Hébert an |
<:)ffer to come to Montreal and work in Bourrassa's studio.l "Je
fais des demarches," he wrote, "en vue dg\lui procurer les
moyené de vivre A4 la ville, au moing'podr un ans sans qu'il
elit § 8'occuper de trouver son pain de chaque jour."? It was
anAunexpected and generous offer, stemming as it did, from a
‘view of so limite?’a sample of the artis%'s,work.

The folloﬁing year, Philippe Hébert was installed in
Bourrassa's studio at 7, rue g%e-Julie. in Montreal. He began
/}essons in drawing ana modelliﬁg ginpubj Bourrassa, and was
assignedeork on projects in hand in the studio wofkshop.

These consisted largely of work for Bourrassa's major

3 Romain- Gour, Philippe Hébert (Les Editions Eoliennes,
1953)0 p. 8. %

.\\
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tended to draw on sources earlier than the sixteenth century,
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a new commission to sculpturé;w decorative group for the

‘preoccupation, Notre Dame de é:iurdes Church. There was also

recently completed Post 0ffice building at the corner of St.
Jacques and St-Francois Xavier sineets, designed in a grandly
conceived Beaux Arts style by the Montreal arﬁkite?& H-

Maurice Perrault. The design for the sculpture was drawn from

' EEE High Renaissance. and derived from Michaelangelo's group

the Médici tomb in Florence. Two reclininé figures, here
representing‘lndastry and Commefce. with theiriappropriate
gymbols. are shown flanking a large coat-of~arﬁs topped by a
royal crown (Fig. 5). ©

The design is unlike most of Bourrassa's work which

and it is tempting to see this group as one of Philippe
Hébert's first professional efforts. He shared in the work.
since the base is inscribed 'Bourrassa & Ph. Hébert, Sculp.,’
but there is no information‘to'tell'us how much he was réspons-
ible for tﬁé finished design.u It was 'a generous acknowledge:
ment on the part of Bourrassa of his‘Jssistant'a help, and

served to bring Hébert's name before the public for the first

- time.

Philippe Hébert studied and worked with Napolebn
Bourrassa for six years. Towards the end of this period a

request was received for a design for a proposed monument to

13

uMontreal, Municipal Archives, City Hall, Maisonneuve

File. .

— et 4
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de Maisonneu;re. Aga&n ﬁourrassa called on Philippe's heﬁ).
but thisatime the division of responsibility was clear -~ the
design is 'certainly Bourrassa's while the modelling was done
by Hébert. ‘
" The request for thé *d',esign had origins of some, sig-
ificance. Agitation for a monument to Montreal's founder,

Paul - de Chomedy, began in the years following the erection of
! .

Queen Victoria's statue in Montreal in 1872. This statue was

4 never the target for vandalism as had been that of her grand-

father George III, but the mood of the times increasingly

sought' expression throdgh symbols originating in the Canadian

experience. These included the struggles and debates which

preceded Confederation, the f)ride in French Canada's past

newly awakened by Garneau's monumental history, and the

visible development of Montreal into a modern metropolis.

These w%re achievements uniquely Canadia.ri and they required

s

new images for their expression.

_ On the 20th of October 1879, there was a meeting of
members of the‘Soc%té _H'istorique de Montreal with several of

the society's founding members present. . At this meeting a

unanimous decision was taken to promote with all possible

speed, the building of a monument to Maisonneuve. The subject

of their choice was a popular one for several réasons.

Maisonneuve was a figure whom all sectors of the public could\“\

' admire, His mission in coming to Montreal to found a settle-

l{ent had required great vision and ¢ourage in the face of
(2

[}
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severe hardéhip and mamrhunkno‘wn dangers. Speaking‘ in the
funeral oration at the tomb of Francois Garneau, historian of
lauded the city's founders “"Maisonneuve et ses compagnons
(sont venus) flonderau sein du pays Iroquois cette prodigieuse
colonie de Mcmtreal."5 The; colony was also a missionary out-
post founded as Ville Marie in the name of the church, as well
as in the name of France, so that both clerical and anti-
elericall factions in the city had their reasons for admiring
Maisonneuve and his companions.

~‘ The/ site for the monument it was agreed, should be in
the centre of Place d'Armes over the well .from whose depths
the marble bust of George III had been drawn up many years
before. This was the area where Maisonneuve confronted and '
overcame the leader of the Irogqueis in a crucial episode of
the community's early history. For _sculptof. the group turned
to Napo/leon Bourrassa, a native son, admired as much for his

culture and knowledge of art, as for his abilities as an

artist.

Bourrassa responded with a design for a monument-
fountain in the Buropean tradition. A short column, capped

by a; shaped, tiled roof, carried the large, solemn figure of

. Maisonneuve dressed as a medieval knight. Here Bourrassa

demonstrated how closely he still clung to the teachings of
s

5Francois-Xav1er Garneau, istoi du Canada (Montreal:
Beauchemin et Valois, 1883) 4th ed., Vol. IV, p. 269,

ey it A v et Ao % Ak v . \
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his early training with the Nazarenes. The choice ;f pre-
Renaissance imagery was intended to link Maisonnéuve with ‘.a
period of profound Christian belief rather than gsetting him in
historica.ll time or claséicising him as a Greek or Romaﬁ hero. '

The rest of the monument included a surrounding wall over

. which fell a screen of falling water, and -~ a Canadian touch

-- two beavers, placed on either side of the column (Fig. 6).
An illustration of the design was published in most of

the local newspapers where it was welcomed and admired. . The

" Canadian Illustrated News noted that the proposed monument- had

‘been designed by Napoleon Bourrassa, and modelled by his

pupil, Philippe Hébert, "a young man of very great pz-omi:se.'\'6

The public was urged to show its support for the venture and-
the writer added -- in order to reassure readers that no
unnecessary’ extravagancé_was involved -2 that "Mr. Bourrassa
is wealthy and needs no compensation beyond what is required
for the material outlay."7 ‘ !

, The basié fqr this last statement is not clear, but it
is 1ikely that Bourrassa, as Laliberté was to do later, had

in order that the project not be abandoned because of costs.

The Societé submitted the design to the City Council who sent -

it for approval to the )Roads Committee. This committee

|

6canadian glug'llg;:gggg News, April 12, 1879.
- ”

7 1bid.

&

beenL:illiw to underta.;ke the assignment for a minimum fee -

Y
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endorsed the project wi‘\th enthusiasm:

- Having considere:i the petition, and also the desi of i

. the proposed monument, and concurring as they do
the opinion that it will not only be a fitting souvenir
Voo of this illustr,ious hero, and the important event in
- the history of our country in which he played such a
distinguished part, but an ornament to the city, they
recommend that the prayer of the petitioners to hgve
sald monument placed in Place d'Armes be granted.

’ News of the report’'s favourable reception at City‘}{a."l.l

} leaked to the press, and La Patrie reported that the‘project ‘ :
‘ was "en bonne voie d'execution et que tout fait présager qu'il
éer&mené a un bon fin,"? L'Opinion Ehb;igue published a

picture of the broposed design and stated confidently tr{at
*1°'inauguration aura lieu le 18 Mai 1880, jour .anniversaire

de celui ou Maisonneuve prit possession de l'isl‘e de Montrea(I

au nom de Dieu et de la France en 1641 (sic). Il aura 34

‘pleéds de hauteur et portera sur ses faces des armoiries et

des insériptions."lo

.y -

The confidence proved misplaced. The project died in

A

the council chamber, perhaps due to a marked downward turn in

the economy, in which many large local i‘ortunes were lost.

‘Whatever the reasons, nothing more was heard on the matter

; for more than ten years, at which*tin‘xe' a new sculptor and a

> . new design were brought forward for consideration.

. 8Montreal Municipal Archives, City Hall, ‘'Roads .
Committee- Report' April 1, 1879, .

91:5 Patrie, March 31, 1879.
101,-onmigg Publigue,’ April 17, 1879,




. Philippe Hébert, meanwhile, ended six ﬁyars of aeeoci-'
ation with Bourrassa and set up a studio of his own. In 1879 =

" he married and, after a few months in France. returned to try
and establish himself in MontreeI' Commissions began [to
' arrive. There were statues for the Cathedral at Otta a, and
others for the magniflcently reconstructed interior of Notre

Dame Church in Montreal. These works represent Hebe

t's most
) important work for religious institutions. But Hébei
aYW

ambitions 1ay/ﬁn another directi?n. He wanted to po
gsecular Canadian history, and his first opportunity %n thi

area came with the commission for a statue of Coloneﬁ o
Salaberry at Chambly. i

.
The monument to de Salaberry was finished in 1881. It .

showed the soldier in a tranquil, standing pose, confident

and proud. It -is an interesting portralt of a man of actlon.
and affords a strlklng contrast w1§9 Hebert '8 second statue of”
“de Salaberry. completed in 1894 for the Legislative buildlng
in Quebec Both figures are dressed in contemporary costume,
but the first reletes to a serenely classical tradition, while

the second; created after some years in Paris, echoes the

A,

/%S' romanticism of nineteenth century art and its glorification of
military action. It is often remarked that the 1894 statue of S DR
de Salaberry bears a marked resemblance to the statue oi‘1

Marshall Ney by Franceois Rudé, 1853.

|

|

Shortly after the de Salaberry monument was compldted, ° P

! »

Hébert entered the contest for a statue to George-Etienne
T
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Cartier to be pléced 'on Parliament Hill in Dttawa. The con-
test was open on an international level, and when Hébert was

awarded-first prize, he-gained considerable prestige and )
Ky %

publicity especially since this statue was the first to be

erected on Parliament Hill.

uThe most e;cciting project for secular sculpture in
Canada at that time, however, centred on the Legislative .
buildintg in Quebec City. This handsome structure designed by
the architect Eugtne-Etienne Taché, was finished in 1877. The
facade was cogcei#ed with the ambitious design of carrying a
multitude of statues of individuals famous in Canadian his-
tory. The project took many years to realise, and the first
sculptor entrusted with commissioné for this enterprise was
pﬁnippe Hébert. It was the kind of work of which he had
dreamed, prov1ding him w1th the opportunlty to give v1sual
life to those shadowy flgures of the past the chance to
create a new pantheon of Canadlan hqroes and heroines.

Among the first statues cqmmlssioned were those of

“Frontenac, Lord Engin,“Montcalh and Wolfe. Tﬁere were also

A

designs for an Indian family group and a single figure of an
Indian to, form part of é fountain .planned for the forecourt
of the Legislathe building.\ Hebert began work on these
figures in the spring and summer of 1887, and the models were
on display at the Provincial Exhibition in Montreal in the

‘autumn of that year. The pﬁ5iic regponse was lukewarm -- a - .

depressing blow to the artist. However, his old teacher and

N




' hig“young(iamily. left for Paris.

‘ a2 -

7

-friend, Napoleon Bogpféé%;. in a letter both thoughtful and
. 1 Bo 3

critica;: enczpraged Philippe while advising him to allow
himself time to.develop his-ideas more fully. "Croyez moi,

mon cher Hébert,” he wrote, "la facilité n'est pas votre

"heureux don. Vous avez celui d'aquérir sfirement par le

travail des yeux et des maing. Cela vous coutera plus de

peine mais vous donnera plus de mérite."11

X . :
. Bourrassa also spoke with government officials respons-
ivle for a881gn1ng the Legislative building comm1831ons and he
managed not only to dispel the negatlve 1mpre531on made by the

models, but persuaded these same off101als that an artist of

'Hébert s talent deserved solid support in order to. enable him

to produce the kind of work of whith he was capable. In an
o

unprecedented gesture of generosity, Hébert was given a

government contract for $10.0QO plus living expenses, to -

enable him to work in Paris on these commissions foy six

years. It was an unheard of measure of recognition and

declaratlon of confidence in an artist on the part of the e

"provincial government, and so in 1888, Hébeft together with

The ambitious design for a collection of historical

statues to decorate the facade of the Legislative buildings
in Quebec C;ty led to a revival of talk in ‘Montreal. for a

llBruno.Hébert, p. 68.

Y
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monument to Mgisonneuve: E. Z. Massicofte wrote a bitterly
sarcastic article for Le Monde Il;gs%;é in which he noted that
%he accompanying illustration was the design for a moﬂument to
Maisonneuve which had been proposed for the city in 1879(
Naturally; he Qrote. the project had been abandoned; It was
so much kinder té keep such designs comfortably stored away,
father than subject them to the rigors of the Montreal climate.
Besides, enough had been written about these histerical
figures. No one needed to- have such statdes on view'all the
time. Only look at what had happened to ancient civilisatiogs
and all their monuments -- all gone, destroyed. Why bother?
Now an Ice Palace -- there was something ?éally stimulating
intellectually speaking -- but monuments ....? The article
ended with a serious and emotional plea: ’ «
Assex de Bétises, presgque des blashphdmes. N'y
aura-t-il pas un homme energique dans Montreal pour
stimuler ses concitoyens? N’y aura-t-il personne £ 1
pour former un comité? Avons-nous des societés
historiqués, des cercles litteraires, des
Journalistes patriotes, des citadins reconnaissants?
Allons! Allons! une statue 4 de Maisonneuve.l?
There was an immediate response. A p;werful'committee
was formed under the Hoﬁorary Presidency of His Grace,
Monséigneur Fabre, Archbishop of Montreal. The President:was
the,Mﬁ?or himeelf, Jacques Grenier. The Vice-President. James

Power Cleghorn, was President of the Board of Trade and a

: pirector of the Sun Life Assurance Company, while the

) ¥
12g, Z, Massicotte, "Une Statue.a de Maisonneuve,” Le
Monde Illustré, February 25, 1390, p. 1.
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Secretary was James Xavier Perrault, a brilliant agricultural
expert, a widely travelled and cultured man who had founded
the Chamber of Commerce in Montreal and was currently serving

ag its Vice-Presidenf.

2

This committee drew up a document on letter paper con-
fidently headed 'The de Maisonneuve Monument®, which was
forwarded to City Hall. The letter stated firmly that,

when the ﬁeople of the United States and of the whole
“.continent are-preparing to commemorate in 1892, by a
grand universal celebration in Chicagc, the 400th
anniversary of the discovery of America, it seems that
the Commercial Metropolis of Canada should also com-
memorate at the same date, the 250th anniversary of
the foundation of our city by Mr. de Maisonneuve, the
first Governor of Montreal .... The proposition to
erect a monument to this distinguished statesman has
long been before the public but we have reasons to
believe that with your concurrence, gentlemen, the
scheme will now at last be in a fair way of being
realised. - )

We therefore beg that you will grant us the
authority to erect this monument on Place d'Armes
Square, which we consider the most degirable
location.13 — » -

While awaiting approval of the project, the committee

underwent some changes. The President was now Judge Pagnuelo,
a distinguished :jurist, who had also published an historical
account of religious liberties in Canada. kJacques Grenier,

\ % )
no longer Mayor, continued as a member of the committee). New
members included, as Treasurer, Richard White, a publisher
from Ontario, who came to settle in Montreal when he acduired

the Montreal Gazette. Other mgmbers were Dr. William Hales- '

13Letter. Montreal, Municipal Aschives, Maisonneuve
File, Committee for the de Maisonneuve Monument to the Roads
Committee, March 31, 1890,

-~
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Hingston, a surgeon with international credéntials, who organ- ~

%aed the first Boara of Health in Canadé; Joseph Raymond N
Prefontaine, a lawyer, was a megzer of an old established
French-Canadian family and sat as Liberal member for Chambly,
first in the Quebec Legis{ature and later in the House of
Commons; Joseph Casgrain was {qgnder of the Eiberalxblub“and
Presidént of the Reform Club; Louis George Auéﬂste Cresse, an
eleventh generation lawyer, was President of the St-Jean
Baptiste Society and Vice-President of the Numismatic and
Antiquarian Society; finally, i. 0., Villeneuve, founder of
the firm of éroceries"and spirits which bore his name, was a
man active in municipal poiitics. first as Mayor of St-Jean
Baptiste Village, and later as Mayor of Montreal in 1894-5,
He was élso President of the Commissioners of Mount Roydl
Park. * 1 ,

J In the spring of 1891, the committee's prébosal for a
Malisonneuve monument was approvéd at City Hall. Now came the
cholce of sculptor. After some debate, it was decided to
.select Philippe Hébert. By the following year he had sub-
mitted his deéign which the secretary of the committee
" described in a letf;r to City Council which read in part:>

.I beg to submit to the approbation of your council‘
the proposed design of the de Maisonneuve monument as
‘received from our Montreal artist, Hébert, who is now- \
engaged in Paris on commission of the Quebec government.

This design represents de Maisonneuve planting the

» French flag:;as he takes possession of -the country and
indicating where the fort of Montreal is to be built.

The pedestal of red granit (gic) measuring twenty foot
elevation, consists of two elegant reservoirs receiving

it b b i et
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a large stream of water from the St. Lawrence and
Ottawa rivers, represented by two allegorical
-heads .... On one side of the monument is a wild
Indian in full feathers with his tomahawk and - %
scouting for his white enemy -- On the reverse
side a heavy sheath of golden wheat just reaped by
T - the sickle of the farmer ‘represents triumphant -

' ‘ civilisation over desolate wilderness -- All. these
statues are bronze and are most creditable to the -~
artist. The design is novel and appropriate and
the total cost is put down at $10,000 ... R

B i e Tt

.
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The design circulated among the committee members,

ey A e

whose major preoccupation was not the artistic merit of

Hévert's proposal but its historical _emphasis. Some members

T Lo

who also belonged to the Antiquarian and Numismatic Society of
Montreal, discussed the design further with this latter group,
and the consensus here was that the design was inadequate to
the purpose. \A vigorous counter-appeal was laixriched in a

FE

letter to City Council. The group pointed out that it had

been on thelr initiative that preparations were under way to
celebrate tie 250th anniversary of the founding of Ville Marie
the following year. They went on to set out in detail the -
evénts and personalities which the society considered should

be¢ incorporated in the proposed monument. They stressed first

"than a *simple statue.” Their suggestions are worth quoting
at length since they illustrate tl}e memberg' sense of involve- {

ment“in. and their knowledge of, the city's history:

Q

1471etter, Montréal, Municipal Archives, City Hall,
Maisogneuve File, Committee for the de Maisonneuve -Monument
to City Council, March 34, 1891. -}
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the need for a much grander and more complete monument, rather v
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15La Place 4° Armes étant le point centrale de la
ville, i1 faut élever 4 Paul de Chomedy, Sr. de
Maisonneuve, un monument rappelant aux Générations
qui vont suivre notre passé glorieux et l'heroisme
du premier Gouverneur de la Ville de Montréal.
On pourrait donner A la statue de Maisonneuve

une attitude de commandement, 1'epée a la main, et

placer a ses c6tés ses deux fiddles compagnons .
d’armes le Major Raphael Lambert Closse ‘et Dollard
des Ormeaux qui ont été les sauveurs du Canada ....

A ce groupe, nous voudrions aussi ajouter un
souvenir particulier, topique, historique, la
Chienne Plilote, qui par son instinct sauva
plusieurs reprises le fort Ville-Marie en faisant
connaltre fa presence des sauvages qui, par ruse,
cherchaient a s'en emparer.

C'est 2 1'artiste que vous cho:.sirez qu'il
appartiendra de tirer de ce groupe le meilleur
parti, en ayant soin de reserver la partie la plus
saillante pour Maisonneuve, et de lui donner la
plus grand relief.
les superieures du piedestal, atu dessous

1'on pourrait mettre en les alternant,
des’ (N d'erables “Canada" et des Fleurs de Lis

Le pedestal comporterait quatre bas reliefs
supplementaires rappelant les prmcipaux evénements
de la vie de notre heros:

1° L'arrivée de Malsonneuve. le 18 Mai, 1642,
et plantant sur les rives du St-Laurent a la Pomte
& Callieres, la croix de bois du Christ. Le
célébration de la messe, premier acte de prise de
possession de Maisonneuve entourré de ses soldats et
de ces saintes filles Melle. Jeanne-Mance et Mme. de
la Peltrie. Le Rev. Pdre Vimont qui dans son
exhortation prononcait ces paroles prophetiques:
Vous étes le grain de sendve qui multipliera etc.,

20 Le fait d'armes du Long Sault en 1660 qui .
sauva la Nouvelle France.

3° La mort tragique du Major Lambert Closse. a
la c8te St-Lambert, tombant sur la tranchée qu'il
avait 6levée pour se defendre contre les surprises
des Iroquois. o

- 40 Le fait d'armes important de 1a Place d'Armes

15Letter, Montreal, Municipal Archives, City Hall,
Maisonneuve File, Angiquarian and Numismatic Society to City
Council, April 23, .

910 ’
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et tout & la gloire de notre heros qui, ses pistolets
aux poings, combattant pied a pied pour protéger la
etraite de ses soldats surpris sans munitions, seul,
e défendait au peril de sa vie pour assurer le salut
e tous, et tenant en respect les chefs sauvages qui
voulaient s'emparer de lui.
& Aux quatres angles inferieures du piédestal, on
placerait en les alternant, et dans diverses attitudes
goldat Francais et un Sauvage ....
Nous sommes assez riches pour«+payer notre gloire

Ce n'est pas une simple statue que nous devons i

isonneuve mais un mopument; ce n'est pas un homme /

que nous voulons voir couler dans le bronze, mais la

vie d'un homme et tout notre passe dont la Ville de

Montréal doit se montrer fikre et chercher & rappeler

d* une facon dlgne g elle.

The letter was signed by W. D. Lighthall, Viscomte de

1}1 Barthe, de Léry Macdonald and Jos. A. Beaudry. 'I‘he pro-
posal was favourably received, and the decision was taken to
aim for the more ambitious monument as outlined in the letter.
Philippe Hébert responded to the new challenge with enthusiasm

and began work on a new model which was; completed early the

following year, 1892. 1In his final creation, Hébert incor-

.porated many of the suggestior{s contained in the letter

quoted, but omitted, modified and changed others to produce a
concept both historically explic.’yt and artistically inte-
grated. . ‘ N |
Sometime that winter, however, doubts must have been
expressed concerning Hébert's competence to complete this

N

important assignment.’ Whether unflattering reports of the

finished model had made their way back to Montreal, or whether

a move was being mounted to give the commission to another

artist, the effect was to make Hébert in Paris, uneasy about

the contract., Under pressure to retain the confldence of his

A
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patrons, he turned for help to his friends and fellow artists,
among whom were some of the leading sculptors in Frgxce.

Most famous of those who expressed approbation of
Hébert's work was Frederic Bartholdi (1834-1904) whose Statue
of Liberty erected in New York harbour during 1886, -- a gift
from France to the United States -- had made his name familiar
in North America as well as in Eur‘ope.‘ Bartholdi now wrote in

I

a letter to Hébert:
Mon cher Hébert, A '
J'ai eu un grand plaDsir % voir votre interessant
projet; ce sera une oeuvre qui vous fera honneur, le
sujet est trés bien compris et d'une heureuse dis-

position
Votre composition présente tous les élements '
d'un charmant monument et je ne doute pas que N
1'éxecution ne les realise complitement. ’ AN
Recevez mon cher Hébert, tous mes compliments G
avec mes meilleurs amitiés. 6

“~

This evidently quelled the doubters momentarily and the
contract was signed i# June, but to add further support, we
find two more testimonials written in August. One is a brief
note from Auguste Paris]‘?: |

Mon cher Hébert,

J'ai regretté de ne pas vous avoir trouvé a,
votre atelier.

J'ai vu votre modele du Monument de Maisonneuve
qul sera érigé A Montréal; je le trouve bien compris
dans son ensembl N\ je suis persuadg¢ que votre oeuvre
" gagnera a l'éxec ion,

in Avec mes fe fltations. une cordiale poignee de
main,

»

: 16Letter, Maiso euve File, Frederic Bartholdi to
Philippe Hebert. ‘Januayy 18, 1692,
|

7Let‘l:er. Maiso

euve File, Auguste Paris to Philippe
Hébert, August 27, 189

3
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Another more effusive letter came from Hébert's good friend,

Jules Daloulez

c "Monsieur Hébert, s

Laissez moi vous-faire tous mes compliments de #
1'esquisse du monument gqe\vous destinez 4 votre
pays natal.

Non seulement l’ensemble presente un aspect des
plus heureux 2 cause de ses proportions et de
1'harmonie qui régne entre ses differentes .parties ,
architecturales, mais les figures accessoires ainsi
que les bas reliefs, (du plus grand interét), con-
tribuent 4 donner & la base une tournure tres
imposante; enfin lea mascarons et les coquilles de
la vasque etant d'une donnée toute riouvelle, cela
ajoute un charme et une grice de plus a votre com-
position, admirablement courronnée par le figure
principale, d'un beau sentiment et d'un jet lres

- decoratif. . ST

C'est en un mot un travail qui, j'en suis con-
vaincu fera le plus grand honneur a son auteur, ainsi
qu'au pays ou il va s‘'ériger.

Philippe Hébert's model for the Maisonneuve monument
was received in Montreal in October, 1892. By the following
August, the statues and bas reliefs arrived at the port where

there was a brief delay while they were held for a duty tax

)of $305. They were finally released duty free as 'works of

art', and construction began on the monument. The first stone
. was/laid early in September 1893, and two years later on July
"1st, 1895, the monument was unveiled.

It was an occasion for deep emotion, as well as joyful
celebration. The cemmittee ha.d'.brought together descendants
of the settlers of 1663., Place d'Armes was hung with shields

~ and banners; there was music and singing of the old French

181 otter, Maisonneuve File, of Jules Dalou to Philippe *
Hébert, undated.

L
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songs. Thrbugh the speeches which occupied a large portion
of the opening ceremony, one can sense the prideéand satis-
faction that Maisonneuve and the heroic band of Montreal’s
first pioneers had been given their due recognition at last.

) An emgtional account appeared in the papers next day, '
which read in part:

L' inauguration du Monument Maisonneuve restera
dans 1'histoire de Montréal comme une des plus belles
fétes dont les archives de la cité fussent mention.

Le fondateur de notre belle ville, s'il a connaissance
du haut du s€jour &ternel de cette imposante manifes-
tation, doit en entre heureux. ,

The Maisonneuve monument was Philippe Hébert's

favourite among the many works of his long produc tive career..

He recognised that here it had all come together as he had

o\ ' :
dreamed -- "story. legend, and the imaginative leap that
could blend these and givé them visual 1ife. Here he had
indeed 're-invented history' as he had longed to do. The

monument is an individual work. It draws on many sources

for inspiration, but the result is an integrated creation

with its own sense of time and place (Fig. 7).

The monument’s style’ derives; in the main from
Rgnaissance Italy z;nii the early Baroque sculp\ture Qof
Bernini. The latter's monument-fountains which are among
the glorigof the Baroque period in Rome, were the most

vigjible o

there as a youth and again when he retuz{"ned to visit Rome in

Berninl's works which Hébert would have sBeen

1914 ge, July 2, YB9s, : Y
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1879. Hébert seems also to have been ir;fluenced by Bernini‘s‘
skilful blending of historical and contemporary figures, as
he did with such sté.rtllng impact in the Cornaro chapel of
the Church of Santa Maria de;lla Vittoria, where the spec-
tacle of St. Theresa receiving Divine inspiration is wit-

.

nessed by members of the Cornaro family as if at the theatre’

attending a play.

ﬁut Bernini's vivid drama and the agitated surface
movemént of his carving, are moderated by Hébert with a
reserve and gravity stemming perhaps from a French-~Canadian -
" tradition of religious sculpture which makes its impact in
more ‘understated“ terms. While each figure, each group in
the'ensem‘r;le is filled with tension and movement, the
qualities they portray of heroism and courage are expressed
with restraint rather than being made explicit in more flam- ‘
boyant terms. Infiuenpes from the Renaissance appear in the
delicately modelled bas reliefs. These stem from the tra—'

dition of reliefs hy.Ghiberti and Donatello, but the genre

was revived in the nineteenth century, and Hébert has used

it with great skill and effect to tell his story.

i sonodibpoip el AR

The nineteenth century also saw the increasing
emergence of historicism in French Academic art; this
emphasised accuracy of historic detail in background, axid

costume and introduced anothef kind of theatrical quality

“into current art. Artistsiwent to great lengths to ensure
this accuracy of detail in

heir work. Meissonier, far
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example: borrowed one of ngoleon's:great coats from the
Military Museum and h_ada it copied in minute detail by a
failor; before 'copyir& ‘i.t for a portralt of the General.
Hébert shows himself to be.in this Academic mainstream but

triumphant but peaceful .attitude of plantin

manages to tread a fine line between unnecessary detail and
a feeling for the times of which his figures are a part.\
The French gllo,.rification,‘of military power, especially
marked in the wake of their disastrous defeat: at tile hands .
of the Prussians in 1870, -did not influence Hébert in his
portrayal of Maisonneuve, whom he chose to show in the

gz:he flag, rather
than as soldier with sword in hand. '

Hébert has used a subtle combination of mass and move-

" ment to bring his hero to life (Fig. 8). — Maiéonneuve stands

L4

gazing into the distance with a grave air of inner calm and

pride. This calm is underlined by the clarity of line of

"his broad hat, the solid mass of the torso, and th‘e gentle

sweep of the arm which holds the flagpole whose vertical
thrust adds stability to the figure. But the figure is far
from static. The swirling outline of the flag is echoed in

. the wrinkled line of the breec'hes\ and the outward thrust of

the broad boot cuffs. The feet stride in an arrested forward
movement, and thejdiagonal line of the sword crosses behind
the ﬁgure uniting the stability of the upper half with the
furrowed outline below." 4

The monument is centred in the main square of the oid

A

3
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- city facing south towards the river.‘ Wﬁen it. was first
arected it had two large opposin puildingsL to contend with
-- Notre Dame to the south and tHe Head Of;'ic'e of the Bdnk’
of Montreal to the north. Since ithen the delicate scale of
the square liias“ been progressively_ destroyed by the building
of larger and larger dtmc.turee on every gide., Yet the
monument retains i1ts presence in the squax:e to a remarkable
degree. In the best Greek and Renaissance tradition, it
seems measurable and definable in hu;nan terms., From its
finely proportioqed base by arehitects Mesnard and Perrault,
to the top of the figure of Maisonneive, the monument is a
comfortable -thirty feet in heighf/.v Maisonneuve is only |
marginally larger -- .ten feet including the base on which he
stands -- thar'l the statues aro(md' the base which aver;ge
gseven feet. Look:;mg up at Maisonn"edve. he appears to the
viewer remote enough to create-a sense of mystery while.
rexﬁ‘a.inmg very human in scale.

‘ In his final design }iébert'adOpted many of the sugges-
tions made by the Numisma:tic group, omitted others, and

‘ added many personal ‘touches of hie own, Lambert 'Closkse.

Maiaonneuve 8 brave comrade-m-arms. is there with the dog

Pilote (Fig 12). This group captured the public imagination

‘and was often sméled out for comment and for publication.20

" But Dollard des Ormeaux pas been replaced by Charles Le Moyne,

20 Stanley Casson, Sculpture Today (Londom :The Study
_Ltd., 1939), p. 104,
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- Dieu Hospital, unveiled in 1909, Hébert expanded this con-
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soldier and ‘colon’ of the settlement, shown with his
farmer's sickle, b;presenting the successful struggle to
cultivate the land (Fig. 9). The Indian is there, who had
figured in Hébert”s eaglier design -- the ‘'noble savag?' of
childhood story, alien in-his strang; clothing and fierce
aspect, yet ﬁodelled with great sympathy' and sensitivity
(Fig. 10). The fourth ggéxue shows Jeanne Mance, the only

" woman member of Maisonneuve's- original band of settlers and

founder of Montreal's first hospita} ~- H8tel Dieu. She is

shown bandaging the hurt of an -Indian child. Hébért has °
jdealised the'figure as the 'healing &;Honna' (Fig. 11).%1
The four bas reliefs are among the finest things in .
the monument, each telling its story'withﬁa clearly coﬁposed\
economy of detail, rewarding tgiexamine for the“delicate
quality of shallow modelling 'and richness of texture. The
nafrative qgality'of their design was probably influenced by

Dalou’s famous relief of 'Les Etats Generaux,' exhibited at

the Paris Exposition of 1889. Three 6f the four reliefs
deal with the events suggested by the Antiquarian and
Numismatic Society. For the fourth, replacing the death of

Lapbgfk Closse, Hébert chose to substitute the signing of

"the order sanctioning the founding of Ville Marie at the

Conference of Meudon (Figs. 13-16). T

\
>
e

i
-

" 21y, pig othéer-sculpture of Jeanne Mance for the Hétel

cept into a finely conceixedm’Pieti' (Fig. 18).
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Pinally, on each of the four sides,’ are the shéllg and
_masks which Jules Dalou found 80 novel and charming (Pig. 17)."
Elimigateg from the design are the \tiresonlnolsugg‘estione of
alternating maple leafs and fleurs de lys, but included are
the words of ‘Pére Vimont at the ;first Mass, and those of '
Maisonneuve at Quebeg on arriving to undertake his mission. "\\

' Montreal is fortunate in having so graphic yet so imaginative

4 ' .
, N a memorial to the story of-its founding.
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., CHAPTER IV

. \
GEORGE HILL AND THE MONUMENT TO
STR GEORGES-ETIENNE CARTIER ‘ \

George William Hill was bopgnin Richmond. Quebec, in an
area settled by Empire Loyalists 1n the wake of the America;\

Revolution of 1776. His father was a marble cutter and

George trained early to work with stone, learning to love its

complexitigs and possibilities. He seems to have aeqided
early in life to become a’;culptor. An éﬁ;ly ianhencé may
have been his friend, Fred Coburn, the painter, who lived
close by; and later left to study in Germany. However, it /
took years of saving before George Hill was able to make his
own journey xo Eu%ope. He did so in 1889, éhd/headed for
Paris where so many other Canadian arti§ts had converged to
work and study. .Hill studied with many of his fellow
Canadians in the congenial atmosphere pf the Académ;g Julian,
but he also entered the Ecole des Beaux Args. where he was
éssigned to the studio of Falguidre (see Appendix II). He
came inté contact with other leading teachers of the day #-
Chapu, Jean—PaQi\Laurens and Injalbert. All were solid
‘Academicians, working in the tradition of careful composition,
well finished detail and historical accuracy. This trad%tion

- §7 -
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was well observed by Hill who developed the ability to pro-
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duce techniqu'ely we.{l finished models for submission to com--
petitions, an accomplishment Laliberté scorned. His own
models were -- 1like much of his finished work - deliberately
rougher and more impressionistic in finish

Perhaps, due to Ealgu}bre‘s influence, there-are in

- H111's best works female figures of a rich ripeness, flow-

i.ng with a sensuous grace which neither Hébert nor Laliberté

achieved. Many of these figures occur in Hill's War e
Memorials. One of the best of these, in Westmount, has a
winged figure, symbélising Fame, protecting and glorifying J
the soldier beside her. From eviery angle the two figures are
rich, in their interlocking forms, with the angel curving
around' and over and beside the soldier in a i‘lowinjg movement
(Pig. 22). Hill also absorbed and noted for future refer-
ence, the sculptures on pubdblic dlsplay throughout the city.

He was also influenced by the current formulae for large

) / ,
scale sculpture, sa criticised by the more thoughtful critics

of the day inh Paris (seej‘Chapter II), namely, ‘)thé classically

. draped female figures symbolising ‘'Genius’, 'Iﬁspiration' and

C R,

.

so on. These personificatifns of abstract ideas, with their
banal gestures and pompous solemnity, emerge at' various

times in the work of each of our three sculptors, but it is
in Hill's memorial to Cartier that they prove most damaging,

-
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" lpadiberté, Pensées. - .
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obscuring the finer elements in the composition.
Hlllrreturned to Moﬁtregl inI189lb. and lost no time in

qntgring the 'fight for sculi:ture commissiops. The following

;ear he entered the competition for a memorial to Sir John

.~ A. Macdonald, ‘to be erected in Dominion Square. He won

second prize, the contract going to an Diglishman. George -

Wade, but the occ.,asion served to brmg Hill's name to the
} +

public’'s attention. | ‘ - : ~
Hill's career at this time was largely concerned with
decorative work in private honfes and on public buildings in
thercity. In the course ‘of these assignments, he established
close working relationst;ips ﬁwith several architects, notably
Robert Findlay and the Maxwell brothers, Edward and William.
Findlay was a p'rolii‘ic w::rker. specialising in domestic’ ,
arc\hitecture. designing dozens of homes for the weal thy
families of'Montrezz.l. George Hill's most notable collabor-
ation with 'Findlay. however, was on' one of the architect's '
few public buildings, the Westmodnt Library, built in ;897
to commemorate Queen Victoria's Diamond Jubilee. Hill
designed and carved plaques for the main-entrance, and for

the huge fireplace in the interior, which was a central

feature in the original building. Changes over the years

. [ 4
have quite saltered what was one o,f.the finest interiors in

a public building in Montreal, and Hill's work remains only
on the duter facade of the entrance. .

&
George Hill's first public monument /was also produced

]
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~on public buildings like the Bank o{ Montreal on Greene
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in collaboration with Robert Findlay. This was the Sun Life
Pountain in Dominion Square, donated to the city by the Sun -,
Life Assurance Company, to mark the Diamond Jubilee of 1897.°
The rectangular base of rusticated stone was designed by |
Findlay, and the spléndid\}iop“?eclining on the top is the « 3
work of George Hill. But the conception is not his. The

lioﬁ is a copy of one by Bartholdi (Hébert's friend), a

sculpture carved in broad, strong planes'whicﬁ undep}ine the

noble animal form.

Hill's asso?iatién with the Maxwell brothers proved -

even more fruitful. Hill worked with them\on several e
sumptuous homes like that for the Hosmér family (built in : 4

1900, the house still stands at 3630 Drummond Avenu®) and S

Avenue in Westmount, for which he designed a handsome 3

pedimental group placed over the entrance. The building

o —

L]

abando in a yard nearby). The partnersiip continued in

has begn demolished. The sculpture, in pieces, lies :
- !

the design of major public monuments, the first of which was

the Boer War Memorial in Dominion Square. The Strathcona

and Soldiers' monument, as Hill called it, was intended to

/
honour both the regiment of the Strathcona Horse, and the

2Robert Findlay made his reputation as an architect in
Montreal by winning the contest for the design of a Head
‘Office for the Sun Life Assurance Company. Built ‘in 1889,
the building still stands at 226 illotre Dame Street. It is
possible that he suggeésted Hill as sculptor for the Sun
Life Pountain. '

‘
. .
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man, Lérd Strathcona,:who financed the entire undertaking of
raising, equipping and transporting the regiment to South
Africa to help\the British, for $hom the war was going bvadly.
The commission was won by Hill "in open competition with the
.best European artists" reported his home town newspaper, and
the writér goes on to describe the monument as being “dby far
the most striking memorial ever erected in Canade“3 (Fig. 19).
The Strathcona memorial is one of George Hill's finest

works, well conceived and executed. The main sculptural
graup includesAth figures. A éoldier. dismounted to search
for the Boer trail is restraining his hoyse who rears in
frighvrat some unexpected noise. The rearing, agitgted sil-
houette of the hofseiaets ag a counterpoint to‘the'éturdy
strength of the solﬁier., ?he result is the most s{riking
equestrian sculpture ever created in Canada. This group;
twelve feet high was sald to be the largest equestrian
statue ever shipped to this continent. The statue and bas
rellefs took tyenty“months to model and :ix months to cast
at the Barbedienne works in Paris. The choice of subject
matter is an interesting one anqidraﬁs on many sources.
Laliberté noted that Hill was critiéised for plagiarism. "On
1'a accusé d'avoir cOpié%un‘des chevaux de Marli de la Place
wt (Fig. 20).

. , %
de la Concorde The similarities are there, but

3:hg Times, Richmond. Miy 24, 1907, p. 7.

uAlfred Laliberte. Lesg A:Iigteg de mon Igmns. unpublished
manuscript.

>
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there were other.more contemporary influences. Animal sculp-
ture was in great favéu; throgghouf thg nineteenth century,
with Antoine Barye, t&e greatest éculptor of animals of that
day, bging honoured wﬁth a large retrospective of his work in\
th;‘year of the Paris ?xposition of 1889. Many sculptors
were experimenting with animal sculpture, including Bamanuel
Fremiét wﬁqse S?. Georg# and the Dragon, completed in 1871,
forms a striking edhestﬁian group. Fremiét later saw Hill's
work being cast at the fSundry\and cahmentedz "The horse is
well understood and fineiy composed and deta:lled."'5
Hill described his method of sculpting the horse in -a
speech at a dinner in his honour in Richmond (August 1, 1907):
*I had to sgydy the sﬁéleton of a horse, then I'made a drawing
of a skeleton in a rearing position, and then with a living
horse I ma%e a small workiné model ".... I had the 1living ‘
‘hdrse pose in my studio.(Fig. 24). I got one at a riding\
sghool to rear up for me when occasion required it and for the
exprefsion of fear, I resorted to subterfuge and by close
observation succeeded in modelling this expression- in my clay
model® (PFig. 21). L )
Military glory was a favourite subject for French art.:
The country's, disastrous defeg} in the Frafré-Prussian War
t\di)yt a need to recreate the cﬁuntry's image through symbols.

of heroic action. Napeoleon at his most triumphént and Joan
AN . .

,._/\ ’ : - ’
. \ N ' ' .
e Times, Richmond, May 31,.1907.
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of Arc, the archetypal symbol of successful Frehch”resist-

aﬁce in the face of the eneny, Qere very popular in French

sculpture. But the Yiew of combat changed markedly when it

reached thié continent, and the very different American

approach to commemorative’military monuments was another

h likely influence on Hill's Memorial. Sculptures like John
Rogers™ (18é9-1964) ‘Wounded to the Rear -~ One More Shot'
(the statue dates from 1865) highlight the heroism, and

indicate more of the reality of war through the common

soldier, rather than in glorification of the Generals;

Similarly, Hill has chosen to emphasise a common occurrence:

in the daily duty of a soldler of the regiment( It was a
view of war which became more commori in Europe after the

. _ first World War of 1§1u-\18. but long hefore, it was already -

a part of North American understanding.

The Boer War Memorial is marked too by the harmonious

relationship between sculpture and pediment. The latter '
; ‘ ‘ P
folldws a finely proportioned design by the Maxweldl brothers

. " and carries two bas reliefs of incidents iﬁlthe war involv-

ing Canadians. They are the battle of Paarleberg, where the

Boers surrendered to Canadian Infrantry and the capture of

enemy guns by the Canadian Artillery at the‘Komati‘River.'

|
% There is also a plaque with‘the carved profile head of Lord A 1
| : ' .

| Strathcona. The monument was given a finé setting in a

well-frequented public square and when it was unveiled on

the 24th of May, 1907, the occasion was marked by one of the

f . ' ’
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biggésg\military displays ever seen in Montreal. . Prom the
time ofyits erection, the monument became one of the best

knownvlandmarks iﬁ the city and established George Hill as

"a sculptor capable of handling large scale 'publicwture.

Hill's most grandiose public undertaking was

Cartier memorial. Proposals'to erect a monument to Sir

r

Georges- -Etienne Cartier, whose diplomacy persuaded Quebec to
enter Confederation in 186?. began sngn after he died in
18?3 at the age,of-fifty-nine, From the outset, the project

was concelved as one of national importance. Cartier was a

i

native som of Quebec, and ‘had represen§ed a Montreal riding
in the Legislature. but his political achievements we;;AWh¥ﬁ
national iﬁ“scope. and fundamen;al in their importance to
Canada as a whole. a o
However, Cartier, unlike Maisonneuve whose monument was
also being discussed at this time, was a controversial figure
to many of his compatriots. Cartier had not yet faded into
legend, and the mehory of painful confrontationg and bitter
debates on the unification quéstion, were still fresh in the
public mind. The Canadian Illusé:gtgd Newg took notice of
these feelings in an article on 'The Cartier Monument'. It
noted: \ |
Among Jﬁr engravings -4n the pfesent number will be
found a view of the grounds at Cote des Neiges Cemetery
on‘*Mount Royal, near the city, which are intended to be
the site of the National Monument of the late Sir

Georges-Etienne Cartier. The grounds are beautifully
terraced and situated in a commanding locality near the

|
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was achieved.

|
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line or,Mant Royal Cemetery and with a view of the
Mountain Park. >
It is now four years since this eminent states-
man was prematurely cut off by death, and his
and admirers consider that the time has come
proposed monument to his memory should engage public
attention.| Now that the rumours and prejudices of
politics have subsided in so far as he is concerned,
it is supposed that his past services alone will be
remembered, ' The, idea is to make the monument a
national one in Every way, and if the contiribution is
de a popular one, say a small sum from every )
individual, we have no doubt the project will meet
with instant encourdgement and ultimate success. ©

began to fade, while the stature of the man continued to

ing gaiety of the man and his great creative achievements

to admire.

In 1881, La Minerve renewed the call for a memorial to

Cartier, and also announced its candidate for the work.

Comme il s'agit d'une oeuvre nati.o\nale il n'ea{: que

. Juste que le travail soit donné &4 un artiste
"~ Canadien.

. Hébert a fait ses epreuves en
sculptant la statue de Colonel de Salaberry7 et

nous pensons que cet agtis"te devrait &tre choisi
pour faire ce travail.

Hébvert we’nt on to receive many important commissions

but the .Cartier Monument was not among them. The project

-6Canadian T1lustrated News, August 25, 1877.

7Erecteq at Chambly in 1881,

[ ’
.

'BL&M!&- March 31, '1881.‘
- ’ ,

More thah forty years went by before that 'ultimate success’

Time pa’ssed. and the bitterness of dissenéion

grow. Above all, the memory of Cartier himself, the disarm-

”

merged into a figure all sectors of the \pop‘t‘xlation had come

P

i

L a
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dragged on to a time when Hébert was being challenged by

other Canadlan sculptors, eager to compete for so important

a prize.

_The project for a monument to Cardtier f}nally began to
take shape under the impetus to commemorate the centenary of
his birth in 1914. The Federated Liberal and Consefvative
Clubs, meeting on October 26, 1911, decided to launch the
idea once more. Eugene Villeneuve, sopgof t\h;?bnq\z\-z\ble J.
0. Villeneuve (whom we met on the committee for the o
Maisonneuve monument) was put in charge of a working com-
mittee to carry the project forward. The following month, on
the 9th of November, a large and enthusiastic meeting at the

Monument Natlonale. recently bu11t headquarters for the

. St-Jean Bap.tiste Society;- endorsed the plan. In the interval, -

the i‘ederal government had changed hands with the
Conservatives and their leader, Sir Robert Borden now in

power. Fears that the Qartier monumerit would not win support

from the new government provhed unfounded, and the two parties

conj:in'ued to work together on the venture.
* « A committee of Patrons was chosen. It was headec.i by
Sir Charles Tupper, only surviving 'Father of Confederation
as Honary Patron. The Goyer%or General, -the Duke of “
Cbnnaughi:, wag Patron'and Vice Patrons included the Prim’e .
Minister, Sir Robert Borden, and the Honorable Sir Jean Lomer’

Goulin, Premier gf Quebec from 1905-1920. There were also‘”

Sir William Cornelius Van Horne, recently retired as
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President and Chairman of the Board of the Canadian Pacific

ﬁailway. Sir Donald Smith, Lord S!rathcona. cnrrently’

Canadian High Commissioner in Londbn. and Sir Hugh Macdonald
only son of Sir John A. Macdonald., Sir Hugh. now a police
magigtrate in Winnipeg, braught the support of one of the
newer provinces of Canada. The working-committee hedﬁed by
Mr. Villeneuve included a much'wider cross-section of the
public such as W. D. Lighthall and J. D. Rglland'(who had

served on the committee for the Maisonneuve monument), D. R.

McCord, T. Labatt, Charles Gill and Carlo Mariotti. An'open.

competition was announced for the work, but in view of the
emphasis on the national' quality of the monument, entries
were limited to Canadian artists only The requirements
called for models for a monument to cost 'no more than

$100, 000 including pedestal’ and the target date for com-

pletion and unveiling of the work was September 6, 1914. It

was the most ambitious project of its kind ever planned for

the city. The site chosen was a superdb one, a large area of

open ground at the foot of Mount Royal with the rise of the
mountain as background and facing east along Rachel Street,

. a part of Cartier’s old Montreal constituency. The area was

well known to the Montreal public because of the many
Provinéial Exhibitions held on grounds nearby. .Original
plans called for the monument to be centred in a roundabout

with laﬁdscaped lawns and flowerbeds, placed in the middle

of Park Avenue. But the Roads Committee refused permissios,

”~
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and the location was shifted off the roadway to the open
field Bt}ll'knowﬁ as 'Fletcher's Parm'. What was lost in
drama of pqesentation. was retrieved_fy proyiding the monu-
ment with a backdrop of unique beauty changing with the
‘gseasons of the year. ‘ ) )
. The ‘'Canadian artists only’ limitation served to show .
how few sculptors there were 1ﬁ the ‘country gble to'competé

for so important a commission. Nine sculptors announced

oy

their intention to enter., Of these..Kilpen9 dropped out of

the coﬁtest at an early stage, and another, Ailme Leger was

virtually igqpreﬂ by the press. There remained\seven

artists, of whom Philippe Hébert was by far the best known,
°but he seems to have 5een so bus& with'othgr commissions that
his entry attracted surprisingly 1ittle notice. . , ¢
' Henri Hébert, a sculptér-like his famous fathér{ had
~ Bachieved a measure of Success on his dwn; but he was gener-

+ 7 ally conceded to be an artist of limited-ability and hardly

~ of the stature to undertake a major assignment. Another
sculptor son of a famous father was Coeur de Lion MapCarthj;

i . .

: His father was Hamilton Plantagenet MacCarthy’ -who came from

E . - A

England to settle in Toronto where he became one of.the

busiest sculptore in Canada. ( Though MacCarthy did not win

the Cartier commission, he received enough encouragement to

persuade him to move to Montreal, which he did in 1918).

N

SLittle information is available on this artist's work. .

i
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J. 0. Gratton was an'artisfw xnown for his,chunch sculpture,
.Motably a number. of fine carved wodﬁ’/ statyes/for the Sacre
*. COeur Chapel of Notre Dame Church in Montreal, and that of

St-Jacques le ,Majeur. one. of the saints crowni.ng ‘the ‘roof- s
'line of the Clithedral of Montreal. Gratton was -a one—time -
- ,pupil ‘d@nd lafer colleague of Philippe Hé¢bert, but though in
E“_N”_‘\\ ' 'his religioys works he could , compare’ favourably witp the |

P '\ lafte:;. ‘Grafton had not ventured into large scale eecular
| work as,har}{ebert. - Another contestant. Bmile Brun\ét. was

-a rising tar of acknowledged talent but he was young and

/_, .

\ had complYeted no important public work by which he might be |
‘ . aeeessef L ° N
e Phere remained two ma.jor contenders. George Hill and

Alfred Laliberte. Both had had their disappointments in the

S ‘ecral‘\ble ror commissione. ‘and’ bloth were immensely eager to -
wi/é this significant contest. Alfred La.liberte was at this
J . yime still a promising but youthful sculptor in whom the

: Que‘bec public continu? to feel a sense of fa.mily pride. He ‘

/ wae recognised as a major talent, and the pfogress of his | '. ’

y
: Parisia.n ‘studies had been detailed in -the provincial press.

-‘Major commissions, however. eluded ‘him, Again and again he
found himself losing 6ut in competition with other sculptors

| - like Philippe Hébert or contendera from France. and af times
he:began to deipair of being gi\ren the chance to use his
telént on wozjk of importance. Geofgg Hill, on the other

@% ' hand, had the advantage of a ‘ﬁxajor public\monument. as 'well
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as. several other minor p\fblic works already completed and on

display in the city. which could testify to his ability to
handle. la ge scale public work. ‘It rremained to be seen'who
could best capture both Cartier's complex qualities and the
. nature ¢f his importance in Canadian history.
The models for the Cartier Monument went on display in,
Septe'n'xber. 1912, in the old offices ‘c(f the Grand Trunk Rail-
'way at the corner of St-Jacques and bt-Frgm‘Xois Xavier

1 ?;treets (The Grand Trunk had moved its offibes in 1900,
into a magnificent new buildingg designed by the American \

architect, Richard A. Waite. The" building still stands at
360 McGill Street).l The Judges' decision was ;(:o be anriounced
( | by noon on Sepfembef 19th and the genéral public was to be .
admitted to view the models the same afternoon.
) " The., jury was cdmposed of twelve memberssb, six French and
; -8ix English-speaking. They werex J 'D. Rolland. owner and ,
: President of an old es‘tablished group of paper works; Ucal
b Dandurand. member of a distinguished old. French family, a
real estate broker who was active in municipal politics.
| J. A. Vaillancourt, 'a wholesale produce me_r,chant. who was o
- o also a Councillor at the -Board of Trade; Theo. Lebatt a '
- member of the brewing family of that hame, and Dr. James ’ ' o
Guerin, a physician and ex-Mayor .of Montreal. Henry Ekers. |

a member of the brewing family; was another ex—hfayor of : e

Montreal; the Honorable Nathaniel Curry senator. was T e
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{L " McCord was a lawyer and Secretary of the Liberal-Conservative
Association; W. D. Lighthall, lawyer, author and antiquarian,

who was devoted to the preservation of Montreal's past and |

the beautificatiord pf its presént, and Carlo Mari,ottfi.llo

P M. Eugene ‘Villeneuve was President and the rest of the group

wae weighted heavily with prosperous business men‘. prominent

¢ -in politics at‘ all levels. Artists had a token Ppresence in
o the person of Charles $ill, a painter and poet, but th‘ 1list .

| is otherwilse remarkable for its lack of Mnformed opinion in

¥ + matters of artistic 3udgement

The time came for the wiqxer s name to be announced,
_— but the judges could not reach a consensus. CIt l\wum reportedll
the éhbice had narrowed to four models —e those of Hill,
/ Laliberte. Philippe Hébert and MacCarthy. All four had

. chosen similar current Academic symbols. In every model were

. .. © the winged f;malegl»with laurel wreaths in ,;,helr hands and °
! ' clothed in claseical draperies. whieh 80 distressed the Paris

R J critics nearly twenty years before. All except Hill had a_
w:'mged fema.le figure to symbolise 'Fame or, in Hébert 8 k
X case. 'Confederation' There were female figures,' person-

. ‘.. 1ifying the Provinces, w1th little attempt at mdiviédualiza-

tion. Cartier was standmg in three of the models and sit- ’
ting\‘in an armchair- in that of Hﬁl |

loThg Mgntneal Gazette. September 18, 1912. . o

11Lg Presse, Montreal, Septembe 18 1912 o
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The numher of entries was so shall that from the
beginning it had proved impossible to mafntain anouymity )
regardihé their creators, and rumour was rife that national
prejudices were influencing individual judgementsg Ftnally.

it was announced that a group of six had been selected from

rthe jury of twelve, and the final decision would be

announced the following day. Charles Gill, the sole artist :
on the jury, was dropped in the final round of decision-

?

making. :
| % The next day, in an unprecedented Judgement, the jury
Ennounced two artista'in first place, Hill and Laliberté.

In a further surprise announcement. both’ artists werg asked.
to submif a second model incorporating certain changesg At
this point, the public was admitted to see Zhé exhibit.
Among them was A. J. Lacointe.'an 86-yee;eold sculpter from
france who was asked for his opinion. 'Aqboppan{ed it seems
by George Hill, he made,the rounds of the exhibits, though
communication between them must haVe been very lxmlted
since Lac01nte spoke no English, Hlll spoke little French

and both were rather deaf. After due deliberatlon. Lagcointe
s\

pronounced himself in favour of Hill, with Laliberté in

second place. His main criticism’ of the latter’ 8 model was

that the figure of Cartier was placed on the top of the =

: ~
‘central column. “Comment voulez-vous qu on voit Cartier,”

‘he is reported as saying, “si on le pique sur une colonnL
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comme’ un Cog Sur un clocluar‘."’]‘2

.8
The genera{t public ‘disagx*éed.

Opinions were polled and a substantial majority expressed

themselves in favour of Lali-|berté. many of them ekprea}ing

tifoeeling that his model was’ far superior to all the res;:.’
"Controversy was com%'unded when details of the changgs

reQuested by- the jury were announced Laliberté was asked

*\5

to -bring Cartier down from his perch and place hin ‘gloser to
eye level. He was also asked to trim the wi.ngs of his
‘angels. When Laliberté reported this to a journalist later,

L “ I N . N 7 »
‘7" the latter burst out laughing. "Vous riez,” sald Laliberté,

et ety . e ot 3 et e

“ne riez pas, c'est exact. Un des juges a declaré, ‘'Les
alles des anges ?fle Laiibeg)té selon »inoi’s?:nt ﬁtrop longues et
trop fragiles’ »13 Hill, .on the other hand, was asked> to make"

several major cha?ges. No more figures, representing the °

two prbvinces moéf" recently entered in Confederation, were
.to be added. Cartier \:38 to be shown gtanding. the bas
,‘reliefs and fountains in the ensemble were to be ‘eliminated,

and the great winged horse crowning the high column wassto be

replaced by the more conventipnal symbol of Fame as a-“winged

':".1. -

female figure.

The press was astonished' If Hill 8 conception .

t

requireﬂ suchwnajor ché,nges, ran the theme. surely' it was

A -

AN \ v o ‘
121¢ CQn;gngizg g: tier, '
1@ gm; e, Mon‘hreal. Oqtoberl 1912

p. 208, \‘
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clearly less acceptable than that of Laliberté. Professor
J. B. lagacé, a well known -teacher of Art History at the

University of Laval, was asked for his views. "Si la

¥

' - . - )N
decision du jury d'hier est final%‘*.\" he remarked, "le monu- ] s

ment Cartier ne sera pas 1l'oeuvre: d*un artie:te. mais’

1l'oeuvre du jury. C'est la premiere fois qu'un tel procédé
est employé. Si un jury avait fait en Furope ce qu’on fait

,a Montréal, 1l'artiste aurait brisé sa l;xaquette dans un

moment 4" indi%nation‘."m . Lo . q

The professor was wrong in his statement that such

major changes had never before been askgd\ of‘an artist, ' Thé
fprecedent“ in ﬁontreal had. beep' set in the \neggtiat%ons over |
» the mo;lument to Maisonneuve;' but the general bublit; had }qot
lmov;n of the extensive revisions asked of Philnippe Hébert,

in order to make his monument conform to the wishes of the

committee sponsoring the project. However, those changes

had, their basis in history and tradition, and so could be -

fgct. an expression of personal preferences which could do

. ﬁothing to enrich the_ artist's\concept. . “ @
There was a general~feeling of\diséomfort about the
Cartier Commif;te,e's deciﬁlion to fall on Hill and Laliberté

[
- »

- -

1‘,’1.'3 Patrie, Montreal, September 19, 1912,
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¥ produce new, modified models. Villeneuve defended the
measure on the‘grounds that none of the‘ submlissions had been
entirely satisfactory. and rgther than reopen the entire con-
test, 1t had been decided ‘to ask for changes in the two
models worthy ~of serious c:m'xs:i.der.-atlion.]‘5 When the uproar /
continued, with sup‘port for Laliberté surging up from all
sides, Villeneuve was goaded into 'dema.nding. "Est-.ce A
Laliberté que 1l'on doit griger un monument ou % Cartier?"16 ‘
MYe revised models were submitted for judgement b},;
September 30th, and the decision wak reported in the paplers
the following day? "By the unanimous decision of the jury
of six, the $100,000 commission for a statue to the memory
of Sirﬁéorges-Etienne Cartier was yesterday af ternoon awanded
to Mr. GeorgeW. Hill, A.R.C.A. Upon the motion of Mr. W. D.
Lighthall, K.C., one of the jury, .the\ recommendation was
made thet a grant of $500 be made to Mr. Alfred Laliberts,
who was in the final stage with the successful competitor.“J‘?
Reaction from the unsuccessful artiéts was bitter.
MacCarthy asked why, if o model }'xad proved acceptable on
first s,howing.‘ all the artists had not been allowed a second

-

chance, instead of only two. He went on to say that Hill

N
i

Tt

15La Presge, Mgntreal; September 20, 1912. :

‘xv

.- 1621 fred Ll iberts, Pensess et Reflexions, unpublished
manuscript. . N .

-~ ’ » ’
17The Montreal Gazette, ‘October 1, 1912, v
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-had stolen two of his, MacCarthy's, idfae and incorporated \
them into his second medel., (The ideas were not specified). A
Laliberté, understandabfy. felt deeply frustrated. Inter-
. Viewed after the announcement of the results, he said he had:

. been warned early in the proceedings that influential forces

were stacked against him, ”On m'a etouffé tout simplement "18,

Years late}. Laliberté commented on the 'Cartier .

Affair' in an unpublished\memoir 19 He 'sald Hill had had a
struggle to win, but was more experienced in ways of influ-

encing a decision in his favour. He went on to say that Hill,
AR ) ’ o
a :pvait une maniere a lui d'influencer un comité en sa faveur

disant qu'il vait eu deux d ulpteurs dan

s

i monde, Michel Ange et lui, (emphasis mine) et avec son sens
' des affaires i1 savait les gagner a sa cause. The picture
of George Hill, a man usually identified with traite of
) * utiost modesty{ comparing himself with Michaelangélo is. one ﬁis
/ | of the more diverting images to emerge from the bitter con-
flict between these artists. . .
| .?§?‘Geo&ég_§ill. of course, the decision was highly \
ygrafifying. Whe? interviewed ebouf his concept for the ‘

B - b
18Le pays, October l 1912, It was reported that a ‘

. . member of the committee made the statemenz "Moi je suis
i ’ Canadien Francais, et je crois que nous devrions donner le
monument % un sculpteur anglais, car nous passerions comme

\ des 'bloods' vis-a-vis des anglals. et nous aurions plus
' . de sousscriptions.” ZLaliberté also claimed later that he
never received the token payment of $500.

19La11berte, Lesg A:tistgg de gn Temps, unpublished ' ‘
manuscript.

\
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}iis designs t

The great statesman is, in a standing position
engaged upon the problems of the confederation of
the provinceg of Quebec, Ontario, New Brunswick and
Nova Scotia, which are represented by symbolical
figures, with their coats of arms worn upon their

breastplates, that are grouped about him. At his )
¢~ right hand side he is inspiring Quebec to enteir

*\into the union, thus bearing out the statement that

“-without Cartierthere would have been no confedera-

. Ition. The bonds of the Union are cemented together
* by the patriotic Words 'O Canada mon pays, mes
amours' traced on the ribbon and held aloft by the
‘provinces,

At the rear are grouped the five provinces
which®>came into the union .after the Confederation.
Right above these provinces is the figure of a -
standard bearer pressing the flag ,to his breast, a
token of patriotic loyalty to the flag and country,
and incidentally representing Cartier's connection

~ with the militia.

, Above is inscribed a quotation from Cartier's
speech delivered at Halifax, April 14, 1845: *The
defense of. the flag is one of the bases of
Confederation'. The monument is crowned by a
winged figure of Renown, holding the laurels over

. Cartier and his great work of Confederation, sym-
bolising as it were, Obtained Renown. The group
on the right hand side symbolises Law, while the
one on the left /Education, with a list of the great
statesman's works inscribed on the panels.

Hill left shortly afterwards for Brussels where h18

enlarged to accommodate the work involved qn the many .

"‘gtatues forming, the monument. By midsummer of 1914, work.

was sufficiently {:ranced to make it seem possible the
target date for completion would be reached. In an article

which appeareq that year in Montreal, the progfess of the

?0 Mont Gaz tt » October 3, 1912.

monument, he gave the following rather pedestrian aécé\mt of

studio. in the Bois de la Cambre just outside the c:.ty, was

. \
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celebration September 6, 1914 %21 " /

S

;:artier ,proj‘ect was outlined from its initiation in 1911:
*Since then thg ménuméntal’ enterprise has assumaq no't only
national but ﬁnpire séopé; and representatives of every
portion of the Empire will be present at the commemoration
) i

It became clear as the summer wore on, hp‘yever-. that
the imminent outbreak of war in Europe threatel}ed to swallow
up all possibility of completing the monument in time. -
Hurriedly, the statues were shipped off as each was \readf.
and by July, sixteen statues, all that is except the
figures of Cartier (Fig. 25) and the soldier (Pig. 26) had
been agnt and safely received in Montreal. After many
friais. the statue of Cartier was also forwarded safely to

Montreal. This was done in early August, when sailings had
\ T '
become utterly disorganised. In London, 'a Captain Kendall,

in charge of the only C.P.R. boat still making the run t'o

Anvera on the Belglan coast, offered to collect the statue, .

whicp he did. The statue was brought first to London and

‘then shippe_é on to Montreal. There remained the soldier,

stillgaft the foundry. War broke out and Hill and his family

: ’E)a.relj made the journey to Ostend and the hazardous crossing

to CRanada,, When the war was finally over, the soldier was
found, unharmed among the works the foundry owners had

hidden t&eep them out of German hands Th&s last statue

A ' .
\

21w11118m Henry Atherton, Mo m 14 -
(Montreal: S. J.. Clarke Publishing Company. 19145. p. 163!

-
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arrived in Montreal in July 1919. ' : .
“The unveiling of the finished monument took. place on
the slopes of Mount Royal on the 6th of Septemer, 1919 in
a torrential ‘downpour‘) whicl gradually cleared towards the
end of the ceremony. The Governor General, the Duke of
Devonshire, was present\together with the consuls of the j

7

Allied Naftions. France, Belgium, Italy and the United Stat¢s, _ :
and 4 large gathering of celebrities and officials -of all

kinds. In a ’spectac‘ular fiﬁale. the unveiling itself was ™~ <
effecited by remote control from Balmoral Castle, with King

S .
George V touching off the electric current.

HQW\)is one to evaluate the Cartier rﬁonument? (Fig.
25). -

The grandiose nature of its original aims invites
comparison with the 'national' monuments of Europe erected
in'the -late nineteenth and early twentieth centuries,
monuments like those to Prince Albenjt and Queen Victoria in
London (Fig. 24) and to Victor Emmanuel in Rome. These
costly structures, typical of the extravagance of High
Victorian taste, were copied on a lesser scale, all over
Europe and parts of the Al;lerica.n continenﬁ , B

Measured by these examples, the Cartier monument
em¢rges as a modest essay in the genre (Figs. 26 and 2:7).

The influence of the qlaborajta. pompous structures of‘Eur"ope

is muted-in its journey to North America ‘by meeting with -the
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traditions of a newer culture. George Hill, igning the
"monument; drew in part from his French Academic backgrouhd,
but as in his Boer War Memorial, he also .looked to American
sculpture for inspujation.\ Unfortunately, he fai?l.ed to find
the unifying element which would merge these different view-

~

roints. - ‘
There are rine things in the ensemble which make up the
monument, aspects which taken individually, give visual

pleasure. But one searches in vain for the heart of it all.

the moment .when one may experience the senge o:_i}&story made
i

visual, an 'interpretation of events and person, ties which -
' /

will il1luminate and inspire. Academic influe:xc'e lays a hea‘vy’
hand on the ;‘xine large female figures.'—- each nine feet high
-- representing the provinces. Interchangeable in their
identical classical draperies and their blank expressions,
they are identifiable only by the shields bearing their
re‘spec"‘cive' coat of arms, which decorate their bosotns. HilY's
ability to -create femalle‘ riggM flowing sensual grace
has deserted him here, and is replaced by a heavy solemnity
in these vacuous forms (Figs. 26, 27, 31).

By contrast, the groups at each side of the monument
representing 'Education' (Fig 32) and 'Legislation' (Figs.
28 and 29) are compositions of quiet serenity marked by a (

quality of inner repose. For these Hill appears to have

his insplratioy from certain other sources There are

arities to the American school, Daniel Chester French's
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. study. The Conseil des Arts, with Bé

help send Laliberté to study in Paris
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"with an intensity and ‘an urgency that soon marked him out.

and his singularity was_both appreciated and encouraged by -
his teachers Soon ‘the Secretary of /the Conseil des Arts.
M Berubé, and his professor in modelling. Alexandre Carli,
began to take a personal interest -in Alfred‘s training, and -
it was decided he should be helped to go to:Paris fgr further
thé's urging. agreed to'
help sponsor the move to Paris. but its resources\were
meagre, and other help'was needed. M. Cormier, a member of
the Legislative Cofncil. whose portrait Lal4berté had ‘
modelled. came forward as co- sponsor. and it was understood
that the Prime Minister retained a continuing interest in the

young artist's progress. In an unusual move, the public was

also invited to help“and a subscription'list was opened in

La Presse, inviting contributions. no matter how s 1, to o

L

Sponsored by these various means, Laliberté 1éft for
Paris in 1902, He reported back regularly to M. Berubé, who

Ry
. .
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- then relayed tg_theipress_thatﬁEMTTLa}iberténnoas“rqu compte

de 1'emploi de son temps."” La Presge continued to urge itg

readers to show their support for the young artist. "Pas

une minute n'était perdu en course f011?1 the paper earnestiy

assured its readers, whose ideas about life among the artists
in Paris were highly coloured by visions of 'La Vie de Boheme .

After a few months of drawing classes in Paris,

Laliberté applied for entry to the. Ecole des Beaux Arts.'

AR RULE .;f.&&i.m
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Hector Fabre. the Canadlan Commissioner Generai .in Paris, was

p 'ready to ease Alfred s ‘'way into achool. but the latter
S LN
, refused, preferrlng to take his chance in the regpIar

entrance tésts. He passed ‘and was assigned to the studio of

Jules-Gabriel Thomas ' (see Appendix 1I), a strict disciplin—

arian and ‘an artist devoted to the classical style Al fred

. also studied with Injalbert, Qtéther classicist and strict

a

'Acadeﬁician ) S Z
P . , + Tife in Paris fbr the first few months was very -

difficult for Laliberté. His allowance gave ham a subsist-

. ence and no more. He grew used to a.diet made up for the
R . most pért'of.bread and milk, a routine wh}ch remained with _
. - v . </
"him all his life. His niece, Mlle. Legendre, remembers. ..

many suppers at her uncle's studio, -when she and her aunt*

R . would -eat the delicious food prepared by Mme. Laliberté

while(%éf uncle woufg-have a ‘bowl of bread and milk He

¢

. ago in Paris and found it difficult to change. At the Ecole

- therewwe¥eﬁether—%rqub}GST*’Hts—fellow students teased him

.. unmercjfully about his clothes, his'manners and ‘his accent.

»

§

| Al: - . Canada to them was an outlandish country, inhabited gely

It did not help to have Buffall6 Bill in

- by wild Indians.
Paris at ‘this time. exploiting the more ’'primitive’ aspects
of'life in North America. “"Where," the students would ask’
Lal iberté wou%d reply

that till that time he had never encountered savageéi:?\\\\\\

R him,‘“ﬁad he left his feathers?”

LY
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;o explained apologetically that he had acquired the habit }ong -

-~
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. 'sauvages' - but that he had now met them® in Paris. ©Still
he’ could never hope to match thé quick wit and sophisti,ca; .

‘ tion of the French studénts, and began instead to ‘Work at
imitating them. "Je m'é'fforcais de'remarquer les mb‘ts‘
employés par les ca.marades. d'etudier leur prononciation. la
forme de 1eur phrases, leur manibdre  de s eXprlmer v3

" Above all he studied and worked at his sculpture. The

1ist of works he produced during these years in Paris is -
.astounding. "Il etait d'une &cole de travallleurs achames.
noted a writer after &.’Libert 's death in 1953. - "Son seul
plaisir c'était le travail. "% This was an-exaggeration. for
Laliberte had .an immense capacity for the apprec1ation and
enjoyment of 11fe, Still, the driving need to ekcel 1x}hibxted
this ‘capacity in his ybupger years, and it was only ‘}ater.
with the ‘growing assurance which came from critical acclaim,
that he was able to give free rein to his natural gaiety and
wamth of f’eelmg ‘ N }

' . . The hérdship of these months in Paris was 1ightened by
a happy circumstance‘ one Christmas day. There" was a knock’

at the door.

¢

J'ouvre. - C'etait un beau gros monsieur, d'aspect
imposant portant le:chapeau haut- de forme, avec une

{"

¢ .

2p1 fred Laliberté, Penség'gtgj Rgﬁi e‘xig:qs.
. 31bid. oo~

- "'Maurice Chevalier, "Le Sculpteur Alfred Lalibe::té." ,
La Patrie, February 22, 1953, p. 35. °

.
~ . \ “ ’
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‘It was a fortunate encounter. Suzor-Cﬁte possessed all the

' the opera together. ‘Music was a passion of, Laiibert'é's. At

..."9p -

4

»
&

voix .de stentor.+ I1 avait 1l'allure de quelqix un qui
sait se presenter et n'était nullement intimidé ‘par
ma personne.  C'était Suzor-Céte.

1 ’

social qualities laliberté felt he himself lacked, and . = - .
_ together they formed a complementary pair. Suzor-C8te took

his n:h(riend in hand, show-ing him how to dress, and gener- .
ally to be moreé cbmfortable in soclety. Impatient, at times,

he would shake Lallberte. roaring 'Espeee d: habitant de Ste-
Sophie!" but the warmth of his affection removed any

possi‘pl!.e sting i‘rom the remarlg. They werzt %(3 the @pe‘ﬁre and

a . ~
home in the'village. e - ha/d plafd the violin and ‘had brought
it with him to Paris. However,- on hear.mg what he called - J

‘real’ m\.\sidﬁ he took up his violin, broke the strings, and

¥

“never played ‘the mstru ent, again \, - . ‘ Cy

Yo

Gradually, Laliberté's work was gaining r&cognxtion

\

In the Salon des Artistes Francaises of 1905, his sculpture '
' Jeunes Indlens Chassant' won an Honourable Mentl?n, the

f£irst time such a distinction had been awarded to’a French-

Canadian artist. A respected ai-t éritic. M. Peladan, wrote

LIRS

of the pretentious works in the Salon and went on: .
. Vo
\
I1 faut préferer a ces ambltieuses/r;rerles le groupe
vivan‘t .et vibrant &e deux éphebes indiens tirant de .

I3

-t

e

.
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5L£1 iﬁerté . nsées “




. /L

ot a

1'arc dans un mouvement simul tané d une souplesse 6
étonnante. Cette jolie chose" gpt signée Lal iberté.
Announcemen't of the awerd_ was given wide pubf;city in
the Quebec press, but no one.came forward,. either in Paris
or in Montreal, to buy the sculptufe Laliberté exhibited

again "in the Salons of 1906 ( Maple Leaf* and 'Le Scalpe')

and 1907 (*La Femme aw Sceau') but these works again found no

buyers Thoughtful observers were begigning to note the |
thrust and themes of his work. One qritic.. recognising 11;1'
Lalibe’rte,his afflnlfcy for the life of those close to fh,e .
fsoi.1 ‘and the countryside, wrote: "Il séulpte comme ont lieifnt
Millet. Rousseau. Daubigny, - Breton et Diaz.'f7
Laliberte continued to work on these ideas. even
though he found no buyers for the finishéd work He
‘ reproached his fellow sculptors 11ke Hill and Hebert for
worklipg only on commissions and not 'devoting part of their
j}me and talent to a sculpture of ‘ideas and fantasy
al berte 8 inspiration came. for the most part. from the
life of his native village. One by -one he -accumulated about
* him in model form the people he had known in a world very
' far removed from the urpan sophlstication of Paris. The
format he chose for t)}ese,figpres was xterra cotta, and the

size a modest ten to twelve inches high. He modelled

swiftly, leaving the finish often lumpy and rough, with the |

y .

{
6L Canada, November 20, 1'905
71a a Nation, November 23,. 1907

s
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. lmpi-int of his fingers in the clay.' In 411, he produced one

hundred and twenty-five of these figures Quriné his four

‘yearb in Paris. At one period, he finighed geventy of them
in three weeks, often finishing four in one day. It was the |

work of a man ‘possessed, hauﬁted by memories of his eariy .
life in rural Quebec. as if in sculpting and giving life to
these’ individuals. he exorc:.sed some part of his past, lay-
ing to rest the bltter memories, and leaving only a deep
love for the traditional values and customs of his French-
Canadian upbringing. He also worked on- other, more abstract
pieces -- 'La Rivikre 'Blanche'. 'Lé Rlocheri de Quebec’,
'Niaga;:'a..Falls'. and many more. He also worked on a self-
portrait --'the beautiful head with its bnoad brow gnd fine
features., the shock of hair swept back and eyes gazing into
the distance, create a romantic aura of youthful beauty. He

called it ’L'Artiste"' » and kept it in his studio till he

- died. Lalib|erté drew on this head as a model for Dollard:

des Ormeaux.’

' (, In the fall of 1906, Laliberté returned home. His

appeara;'lce was changéd from that of the §erious youth, to a
dapper, well-groomed man. When he went to visit his family,
at St'e-vEliza,bethv. it proved an awkward encounter, yet not

without certgin eatisfactions for Laliberté. The villagers

found it hard to recognise in this urbane young .man'. the

‘81:1ght adolescent they had mocked in their youth. “J'avais |

déjiA ma revanche sur ceux qui m'avalent dédaigné jadis,” he
L « A .

~—/

o Lmiedihe
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wrote in his "memoirs T . -

He went to 1live in Montreal where he found work as a
teacher of modelling alongside his 0ld professor, Alexandre
Carli, at the Conseil des Arts. The work Laliberté had done
in Paris, most of it still unsold, arrived in Montreal and
was put on display in varioue-exf\ibit.ions. in the city.
There was a joint show wi‘thé William BWer. Maurice Cullen
and others in the Art Gallery show of 1907 in Phillips
Square, and there was a one-man show of his work at the
‘Monument National which received extensive coverage in the
press. A major part of the show was taken up with hid
parade of village life in Ste-Sophie, but these small scale
sculptures fou'(d little acce{)/ta.nce from the general public.
To the French- Ca;mdlan beginning to-enter the mainstream of
North American life; 1t was discomforting to be confronted
/ " with the old traditions he was trying hard t9 lose. For

.the others to whom the subﬂject matt\er was not an emotional

. threat, the sculpture appeared too rough, its content too

mundane to be worthy of serlous consideration[ The figures

an Edwardian,audience.. and the noble qualitﬂies inherent in -
the .sincerity with which the figures vzre _carved, sluded
them. '

~ " y¥Pald commissions remained few and far between.

8Laliberté, Pensées et Reflexions..
: ’

¥

lacked the sentimentality which might have endeared them to

&0
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Reflecting oﬂffhis time later, Laliberté wrote, "Le Canada

-

v

etait peut &tre encoredtrop jeune, pas assez populeux ou."

R . o=
- A}

4 -

pas assqg,riche.fg' §till; there were seieral‘portraits done
at this iime which %ere well received. One, of Jacques ‘
Viger, first Mayor of Montreal, was bought' for $500 and
installed at City Hall. There was also a portrait of the
. . incumbent Mayor. Louis Payette! whieh was presented to him on
. - his retirement from office at a dinner in his honour.

L These public occasions. and the>dis§lays of his work

brought Laliberté a good deal of publicity; if not a great

deal of money. He. was now constantly referred to in the

press as the most brilliant of the younger séulptors. and.he _

could hope to be a.serious contender for one maJor commis-

sion among the several currently being planned. One of \/// ’

Lo » Y i
these was a.monument to Honoré Mercier, statesman. and
, .

l petriot; a man whose career inspired a great fervour of

enthusiasm in his compatriots. The monument was to be placed
i in Quebec City, and following a growing custom, éh'open com-
o g petition was announced for the statue.

News 1eaked‘to tﬁe press, however, that the dommittee
had already agreed among themselves to award the work to Paul
Chevré a ﬁrench sculptor responsible for the important
memorial to Champlain in Quebec City (completed in 1898).

There was an angry reaction to the news, expressed in an ' '

i

? Ibid.
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| 'ﬁzarticle. signed by Pierre Bridtre, in the atignalis g. which

‘' read in partx

Si 1le gouvernemeht de Sir Lomer (Gouin) veut, dans -
un beau geste, elever des monuments A4 la memoire de nos
grands hommes, qu'il ait au moins la décence de~gonfier

'execution & des artistes’canadiens. Qu'on n'invite
7"fme. comme il viept de faire, a 1'insu de tout le
- .monde, des sculpteurs: etrangers a4 prendre part au con-
. cours.: Nous He voulons pas discuter les mérites
artistiques)de M..Paul Chevré de France. Mais en quel
honneur M. Paul Chevré de France recevrait-il
.1'entreprise d'une .statue qu'un gouvernement canadien
éldve a un homme canadien, avec de 1l'argent canadien?.
.... Quebec a déji fait la sottise de donner son
. monument Champlain a Chevré.. Cela devait suffire, il
_ mous semble. .... Allons, Lakiberté, allons, Hébert,
brisez vos maquettes! Vg étes, ridlcules de ‘concourir
en de telles conditions.l *ﬁg y

ﬁThe controversy rose to boillng‘polnt when Chevre was
awarded not Lnly the monument to Mercier, but also that to
Francois~Xavief Garheag..the historidn who was in large
measure reSpogs§b1e for the ﬁesurgence among Freneh-Caéadians
of pride in their national heritage. It seemed incompre-
hensible to a growing sector of the knowledgeable public.\
that the task of honouring these Canadians should be given
" to non-Canadian* artists. ThlS was especially true when it
was felt there were anadians able to meet the challenge.

A year later, a large public celebration was planned to
mark the 250th anniversary of the battle at Long Sault N
Rapids, where on May 21, 1660, Dollard des Ormeaux and his

small band of fellow pioneers and Huron comrades, repelled

the Iroquois attack and saved the infant Settlement of ville

- - 10pierre Bridre, Nationaliste, November 28, ;909., -

Astmvare A s b
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.Marie. The demonstration was such-a huge-success that it

. was agreed eome more permanent commemeration -should be
‘planned:‘ The'following month a cqmmittee’was formed. ' Its

" President was the man.who had been the guiding spirit -behind
'the Dollard Day eelebrations. Jean-Baptiste Lagacé, professor

. of Art History at the Unive;sity of Laval in Montreal. Vice
President was J. C. Walsh, owner-editor of the Montreal
Herald, and there were several members at large, Including

the, ubiquitous W, D Ligﬁthall Funds were raised by public

'subscription. The Dominion government sent $5,000 afi the

provincial government. $2 000. A handful of contrlbutlons.

including one from Sir Wilfred Laurier, were for $100. The
great majorlty of’contrlbutlons were of 31 or less.: School-

children all over the province gent in their dimes and

(7 L R

.~

n@ckels and pennles. and it- is remarkable to find that, in

spite of the modesty of most contributions, the target of '

$20,000 was raised without much diffﬁculty. The major
'problem was hew to aseign the work:

/ Nationalist feelings were tinding expression in monu-

ments being erected all over Montreal and other ‘parts of

Quebec, and as we have seen, this feeling extended to the
_conviction that Canadian sculptors should'be chosen foi

~

this work. Rumours were circulatlng of a proposed memorial
(s s

to Sir Georges-Etienne Cartier7\wh1cb would be a grand,

national' monument, and that if a/competition were held

for the work, it would be opeﬂ'to Canaqian artists only.
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Should the Dollard. committee follow suit? Or would it add
greater prestige to theirsmore modest venture if they were

‘to announce an_international competition open to the best

sculptors §§ the world, and hope that a danadiaﬁ might win?
§ ~ Y \ «

The committee could not make up its mind.\\

Lalibqrté.‘in the meantime, had received two major com-
misgions for the Legislative Buildings in Quebec. These were
for sfatuéé of ‘the missionary martyfs. the Fathérs Bréboeuf
and Marquette, and when his preliminary studies f;r the'
statues haa Ween accepted, he left for Paris to completg the

work. However, he kept in close touch with developments

‘regardlng the Dollard monument. and on the 12th of November.

- . TLe . . 5 et
he wrote from Paris to M. Lagacé, asking if a competition was

. p .
‘being planned.” If so, he planned ‘to enter. IEV however, the

commission had_alreédy been given to Méfgébbrt, he would not

attempt to put forward his own offer.11

13

In reply, Professor Lagacé wrote asking Laliberté's

advice on the matter of a competition. Laliberté's reply12 is
) .

80 human.a document and.conveys so directly the dilemma of

Canadian artists seeking for the chance to show what they

‘could do, that it deserves quoting'at‘length. After thankiﬁg‘

.
s

llﬁetter, Montreal, Municipal Archives, 014 Court House,
'Dollard des Ormeaux" flle; Alfred Laliberté to Professor
Lagace. November 12, 1910. :

12Letter. ‘Dollard des Ormeaux’' file; Alfred Lalibertd
to Professor Lagacé, March 23, 1911.
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i choix de votre statuaire.

-~ canadienne?
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M, Lagacé for the encougaging remarks contained in his
latter. Laliberte goes oni

*© Yous me faltes-1' honneur de me demander mon avis
sur les moyens que vous devez prendre pour arréter le
Je suis bien interessé pour
formuler un avis qui paraisse impartial. Toutefois,
au simple point de vue des beaux-arts canadiens, ne
croyez-vous pas, comme moi, qu'il serait.un peu
excessif d4d°' lnstltuer un concours auquel tous les
‘sculpteurs, de France.(emphasis Laliberté'p] comme
de Canada, seraient 1nv1t prendre ‘part? Notre pays
-~ commence & produire des agxéstes qui doivgnt compter

sur 1'encouragement ‘de‘leur compatriotes ‘seuls pour

travailler, pour se perfectionner, pour donner

1 example 4 d'autres artistes canadiens, enfin, pour

avancer les beaux-arts canadiens..

Croyez vous que -les artlstes feront de grands pas
dans la voie de la perfection, si 1eurs compatriotes,
chaque fois qu'’ ils ont une commande a donner, leur
preferent des artistes étrangers sous pretexte que les
sculpteurs canadiens ne sont pas encore des Carpeaux,
des Fremiéts ou des Rodins? ‘Il est vral que nous ne
pouvons encore- soutenir ce point de comparaison; mais
ne croyez-vous pas cependant qu'un concours entre tous
les sculpteurs canadiens puisse vous donner entiere*
satisfac'tion, puisse vous procurer une maquette fort
convenable  su r une oeuvTe essentlellement

Prechant un peu pour ma paroisse, je
crois donc que ~-- si toutefois vous tenez au concours
-~ vous aduriez raison de limiter aux sculpteurs
canadlens. quand ce ne serait que pour aider du meme
coup A liavancement de nos beaux-arts et de ne pas

" établir 1'habitude d'aller chercher des artistes a,
1'étranger, quand vous. en avwez chez vous. Rien ne
vous empéchera de vous addresser 4 un étranger si
aucun de nos artistes n'est capable de vous donner
quelque chose de” convenable; mais il me parait plus
Juste d'essayer d’'abord un concours de sculpteurs
canadiens, si toutefois vous tenez absolument au

. o - CORcours,

Quoi qu il en soit; en quoi que votre Comlte
décide, qu'il institue un concours ou qu'il n'en
institue pas, voici, quant A moi, ce i quoi je
m' arréte; et je vous saurais gré, a la premiére

. occasion, d'en faire part & vos colldgues du Comité.

Pour obtenlr votre commande du monument Dollard,
je suis plaidé 4 sacrifier tout benefice personnel.
Vous me dites que le decision de votre Comité est

v

4
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d'ériger un monument de quinze a vingt mille dollars. "
Je me mets immediatement a l'oceuvre pour vous preparer

la maquette d'un monument-de $15,000. Je vais

m'associer pour ka partie architecturale, avec un

Jeune architecte de tres grand talent, qui poursuit

actuellement ses etudgs a Paris, le fils du docteur

Cormier, de Montrealll; je suis a 4 meme de me procurer .
les documents les p%&g precieux qui me permettront * &
de faire un monument Zussi exact que possible au point

de vue historique. Quant au modelage, mes maltres )
francais verront A4 ce que.ma maquette ne parte pas S
avant d'étre parfaite en tous points, De cette facon

VOus verrez Vous-meme que ce monument, s'1l etait

executé par un statuaire comptant son benefice, vous !
reviendralt a $25,000.... J'aurai fait ce que j'aurai

pu, et j' esperera1 que, de son c8te, votre Comité fera '

Je sais que j'al des concurrents habiles et ' v
influents. Mais j'ai aussi confiance que votre Comlte.
qul se compose heureusement de jeunes gens,..saura agir

!
H
!
- aussi pour le mleux. : 30 T
i
i

monument possible, et aussi pour encourager,_nos B \

" artistes. N'est-il pas juste que chacun ait sa part? ¢

J'ai fait toutes les demarches p0551b1e pour obtenir
la .commande du monument'que l'on doit ériger bient6t

a Mademoiselle de Verchéres. et je recois a 1°' Lnstant
d'Ottawa, e lettre m'informant que cettée commande a
eté assurde a M. Hébert au prix coquet de $25.000. Je
me serais abstenu de vous mentionner ce fait si

j'eusse pensé vous faire croire a .quelque dépit de ma
part. Je suis heureux des aubaines qui arrivent aux
artistes canadiens; mais je, souhaite en meme temps

Que 1° encouragement aux artistes canadiens soit

quelque peu partagé, et que les débutants surtout,

ceux qui sont dans 1le plus grand besoin, ceux q i n'ont
pas encore de grosses influences a leur service, aient
aussi leur part & la bienveillance de leur compatriotes,
surtout quand ils sont décidés, comme moi, a faire tous
les efforts et meme tous les sacrlflces pour merlter 3
leurs souffrages.

J'espere, Monsieur le President, que vous me . o ‘
pardonnerez de:vous avoir ecrit si longuement et que &~
vous prendrez mes remarques en bonne part ainsi que
Je vous les ai faites, en toute sincerité et sans ° .
arribre—pensee. et que, pour toutes ces ralsons vous Y

-

avec justice pour donner & Dollard le plus begu : }
i

.
i 3L
EIE R W P S

R4

N . e

13This was Ernest Cormier, lhter architect of the New

" Court House and the Unlversity of Montreal.

| |
1
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_voudrez bien me permettre de compter. sur votre

' gympathlie comme sur celle de votre Comité ....
Unrortunately. the Dollard project was now overshadowed by the.
ﬂgbjected plans for the Cartier memorial. The. formation of
that prestigious committee had been announced together with
details ofthe grand objective of a monument to cost $100,000.
Inevitably. Laliberté felt dompelled to enter the contest for

the Cartier prlze. which for the time being took Pr, cedence

3

over the Dollard mopument plans. : ‘ .

By the fall of 1912. the contest for the 6§rtier
_ mem£r1a1 was over, but the shock created by the Eﬁry:s
decision was still vivid.in the pdblic mind. It had begn a
cruel disappoihtment for Laliberté, and ndw followed another;
for despite the elopquent pleaaing cohtained'in h%s 1étter to
the President, the Do}lard‘Coﬁmittee announced there would. -
.béian open, international cbmpetition for the monument (see
Appendix II). How this decision was arrived at is not
recorded. P?rhapé the fiasco of the 'Canadian’ contest for

" the ggrtier memorial, which\moét observers‘felt had been
grossly misménaged. made the Dollard Committee shrink fronm
following the same pqtﬂ. '

Whatever the redsons,>fhe contest for a monumgnt o’
;Dollard des Ormeaux et Bes-Compagnons“. was announced on the
19th of January, 1914. Copies of the rules aﬁd conditions’
were sent to art centfgs :?1 over Europe and North/America.
Artists were to be free td use what'imageiy they chose, if

it conveyed the qualities of 'generosité, courage efﬂ
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d'énthousiasme’. Cost of the entire work was not to exceed

$20,000. Prizes of $300 and $200 would be awarded to tiose
artists who pla;ed'second and third. The location of the i
méhuménf was. to be Vigef quare. one.of the mest bead%@’ﬁ{
"3nd elegant squares in the city: (This location was changed
Z: Lafontaine Park). Entries were‘tg be anonymous, and the
' deadliﬁe was set for the first of September, 1914, -
" The contest received wide'expéégre all over-fhrope.and
North America. Coples of the rules were also mailed to

individual-artists. George Hill, at work in Brussels on the

Cartier s'tatues, sent a note of ghanks on receipt of his

) copy. Prederic Lessorej sculptor‘of the statue of Lordj Mount

'

Stephen, . recently eredted in Windsor St;tion,/wrote'to s;y hé
wés toor busy, thén changed his mind and announced he was
) planning an entry. « Laliberté, now back in Montreal, sent gf ?
note to’say'he‘ﬁpu13i§3 taking paré. Other individual artists,
R hearing of the contest for the first time,-wrote for inform--
a&ion. Letters came from Zurich and Madrid, New York and
Berlin, Florence and St. Pétersburg. Some wrote in naive
Yerms, asking that the commission be given to them, assuring
* the committee the ‘work would be”’firsi’blasg and ‘reasonable’.
Others wrote laying do@n fheir own tennsagor-time limitg. .
materials and price.. It was an astonishing response to a _J~,)/?
project of relatively modest scope, which aimed at honouring
a'little known Canadian hero.l*

+ . &
»

<4

11 1“Competitorsj corresbondence. 'Dollard des Ormeaux’®
e.
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In all, some forty entries were received. One of the
rirst models to arrive came from Germany and consisted of
Dollard-mounted_liEQ a victorious Genéral on horseback.

Another, from France, showed Dollard and three ghis%om-

} panions paddling a canoce perdhed on a squat pedes}al. There

\ N &

',\ were many others in which it was difficult to find any .

Ydanadian content or understanding of the subject matter. Few -
\hrtistsdpad taken the trouble to inform themselves of the
dftails of the battle at Long Sault, and the special sig-
nificance of the event completely eluded them. Most remained
satisfied with.vaguely.symboldc figures which might be read
as signifying courage and hérolsm. ) a

}\ By the end of July, graver matters had to be faced than
the quallty of the entries. War appeared imminent. In an
attempt to gather in all entries before hostilities broke out,
an gnnodpgment was made that entries from Europe must reach
Le Havre\by August 7, when the Allan”Steamship Company's
steamer 'Cortnthian would make a final Atlantic crosszng.
There was a. scramble of last minute arrivals, but it was clear
the time allhwed was too short. On the 5th of August, an
announcement appeared in the press, and a letter.circulated,
.stating the coﬁjest was postpongd until the wa; was over.

While fhe\polla{g‘pfoject languished, Laliberté was
busy with an impdrtant new commission. This was for a

fountain to be placed in front of the splendid new market
v :
bhilding in the tow? of Maisonneuve, in the east end of

»

ﬁ o J




e e e

i

7 =103 -

Montreal (Fig. 37).. The f%nighed work is one in- which .

Laliberté was able to indulge in his love of village life.
and is one of thé!Yinest things he ever accomplished. There
are four flgurea in the ensemble, At the top of the centrél

“column stands the figure of a mé;ket woman, 'une canadienne

chargée de ses empleites'; It is a figure o noble sim-

plicity in the .tradition of Daumier (Pig. 38)' Around the

baae are statues of three young boys with produce of the kind

traded at the market. The figures are allve with movement
and a sen;e of fun, unlike anything else to be seen in the
e ity\ (Figs. 39-41).

; « Laliberté was also working on statues for the L;gis-
laf}ve.Buildings in Quebec -- those=~of Lord Dorchester and
Jean Talon -- and a monument, also for Quebec City, to Lguis
Hébert, first farmer of New France. With the confidende that
came from experience ;f éeﬁera; ma jor works compléted 'and
suécessfully installed, ,ialiberté'?%lt.able to gd\forwar to
the members of the Dollard Committee, and sngest,}e be .
awarded the contract for the Dollard monument. After some

discussion. the committee agreed, and a contract was drawn

up. It repeated the general terms of the contest; total cost g

* .
\\__.~/) - of the monument to be $20,000, with a new delivery date of

May 22, 1920. Alphonse Venne was to be the architect for the

base and general plan.

Soon, however, the comq}ttee Tearned that, having

originally called an international competition, they could be

"
b
-
b
1
]
1’}
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. i
,/ | oocused 6£ a.breach of faith' in now assigning the commlssioo
’ to a spgulptor of their choice. The matter waszoenegotiated
.~ with Laliberté, who had oo<choice but to agree to the cancel- -
lation of the contract The way was now clear Tor _the ) :
announcement chlarlngighe contest re- opened with the final
date for entries set for October 1, 1918. Ths war was not
yet over, and from ao\o;iginal-entry~iTst of forty in 1914,
) the number was now reduced to fifteen. o
A jury was chosen which 1ncluded J.-0. Mérchand the
first French-Canadian architect t6 study at the Ecold’des
) ’ Beaux Arts in Parls He was the man who awarded the Mercier
contract to Paul Chevre{ln 1909 much to the fury of the pub-

. lic. Another architect on the panel was,Ernest Cormier, also’

. a graduate of the Beaux Arts School in Paris. It was with
\ ‘ o

Cormier{}hat Laliberté had hoped to plan his Dgllard monument. |

in 1911, Other jory membeos included Suzor-Cé&té, Laliberté's ]
. J éood friend, now increasingiy well known as a\painter and
sculptor of small scaie'worké. and Abbé Chartier, a learned
professor and cultured connoisseur. The panel represented
"more knowledge and experience in the arts than any of the
other juries and committees we have encounogfe? in this study.
o The judging took place on the 5th of Qctober. Entries
were énonymous 8o that the winners were announced by the
titles given to thelr models. First prize was awarted to a
ggoup entit}ed ' Aux Immorte}s'. second came 'Hau{ les

- \\
Coeurs', and third, 'on ne passe pas’. When the accompanying .

-
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" gealed envelopes i:e opened, the three winners proved to be

Alfred Laliberté, Apdré Vermare, alfFr‘?r;éhman. and Henri |
Hébert. in%grest was high, and the public flpcked to see the
models on display at the University of Laval's prem%ses on—
Mount Royal Avenue. The unanimous verdict seemed to be that
Laliberté's model deserved to win, - l} X i
Inevitably not e?erxgne was-happy with the decision.
André Vermare in partiéular; was angry at‘'placing second and
whether froﬁgangeﬁ'or indifference, Vefmare nevef‘ﬁothered to
collect his model after the contest was. oven. It was sent to
the Municipal lerary. where it rests in storage, identified
only by an entry in the library's inventory. Vefmare was a
Grand Erix de Rome wigner. who had trained in 1898 at the
Beaux Arts under Falguidre (George gill's teacher), had
exhibited widély in Europe and received an impressive list of

‘honours. Not long before this time, and in some circles

1

. N\
still, such credentials would have)appeared too dazzXing for

a Canadian jury.to ignore. Vermare had also had particular

' exposure in Montreal, when a copy of his most famous sculp-

2

' ture, that of Joan of Arc, cfeated for her home town of

+

Domremy in the year of her beatiflcation in 1909, was

" installed in 1912 in frdht of the French Consulate bullding

on Viger Square where it still stands. Veyxmare was soon com-
pensated for his disappointment by being awarded the com-
. ¥

mision for a prestigious monument to Cardinal ‘Taschereau to

‘be erected in Quebec- City. (It was unveiled in 1923).

L)
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Angrier than Vermare was another oontestant. Francis

Sciortino. e was a graduate of the Fine Arts Institute of

Rome, who had settled in Montreal. He wrote a bitterly ™
angry letter to the press which was finally published by Lg
Pays. 15 In it Scilortino declared it was common khowledge

) among artists, that Laliberté had bew¥n working on his model

for a year before the October deadline was announced He
ended by asking, "A quoi bon organiser des concours
natioriaux ou internationaux?" It was an echo of the cries
~N

which had sounded six years ‘before, at the annfuncement of

the decision in the Cartier contest. Then it had been

. Laliberte who had felt unjustly treated In,competitions of

‘ thés kind, it appeared ng’judgement could appear free of

)

influence and prejudice.
The monument to Dollard des 0rmead§ was unveliled in

Lafontaine Parﬂéiduring a jubilant day long celebration of

. ' St-Jean Baptiste Day on June 24th, 1920. It was greatly

admired and extravagantly praised, pofH for its artistic‘

merits and its symbolic qualities as a nationalist monument

to a.French-Canadian hero. The occasion took pPlace barely a °

year after the unveiling of George Hill's Cartier Memorial,

but in spite of similarities, the two monuments seem far

o
apart in style and spirit.

15&g Pays, January 4 1919,

16The location was 1ater ch nged to another part of the

' park to make way for the Children's Zoo.

A3

\\.
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.Bofh the Qarfiér and Maisonneuve mamoriais belong to
a familiar ‘tradition of monuments sét up iﬁ public places.

Traditionally, this was the market place ~-- the ancient

centre of a town's activity. In time the locales changed but

public monuments continued to be designed for viewing in the

round .

The Cartier and Maisonneuve sculptqres. though they

“have a ‘main facade are also planned to be viewed from, all

sides. Lallbert ‘s design stems frofh another tradltion .
closely linked to that of the funerary stele of ancient

times. This tradltion is dlfferent in form from that of

either of “the major monuments mentioned. and received renewed

3
1880's of several antique statues in thé genre including

the famous dLudovisi Throne' 6f the 5th century, B.C. fhe

flatter, decorative surface qual{fz/Qf the relief sculpture, -

together with a basic simplicity of outline in the overall

design of these antique Memoréal stele is echoed in
Laliberté;s‘deaign. This is formed by a central column
flanked by two low-lying pardpets, the whole forming a _
frieze-like pattern méant to be seen from one v1ewpoint only

(Figs. 42 and 43), 17 - ‘ 7/

-

Within this framework, the theme of the Dollard story '

i . ]

o//\.

175 similar form -- cantral column with wings -- was
used by the American sculptor, Augustus Saint Gaudens, as
early as 1881 for his monument to Admiral Farragut in :
Central Park in New York City.
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is dewveloped fhrough,ngprative bas reliafs.#and thfough ae
sculpture groqﬁ o{ three figufes.‘ On the low wings at either
epide of the central cglumn are the bas reliefs which depict 7 -
W' = two- eventis leading up to the battle of Long Sault. -One shows
. the group of volunteers swearing the'speéial’oath which all
had agreed to undert;ke. *Je jure de qombattré jusqu'a la
mort ét de ne jamais reculer devant. 1'ennemi’, Thé other.
shows the young men taking leaverof their families " Carved
on the stone beé/ae the reliefs are the names of the little
;band oﬁjvolunteers. and of thgulndiadileaders who accom-
panied them (Figs. 46 and 47). (This use of narrative
reliefs formg a major part of the Maisonneuve monument as we
; o have seen, and ‘was used by Qeorée Hill in many of his monu-
' ments, though not in the Cartier memorial).

The«stately quality of the design in the reliefs con-
'“fl veys a‘quiet strength a classical }dealisation of courage,
and its acceptance of destiny. A decorative cartouche,
placed at each end of the wings, bears both the French Fleur
de Lys and the Canadian maple leaf; a simple symbolic device
linking the old and new allegiances unite& in the Dollard
istory (Fig. 49). The story is tarried forward in more
romantic terms in the main éculpture group, placed against o

the central column, not far above eye level. Dollard is

VT P

, shown challenging 4he enemy with an air of defiant courage

(FigE 48)._ Lalibepté has used his own self portrait as a

model for the romaﬁtically beautiful head, and has dressed

» -
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- . - " the figure with great care in seventeenth-century costume.
 In fhié he follows the popular Academic approach to his-
torical accuracy, as did Hévert in hia'figure of Maisonneuve.

But Dollard, in his dramatic attitude of defiance. is more

closely linked in mood to George Hill's soldier in the

Cartier monument. Also linked to Hill's ménument is the

‘,.K, . .
)

3

et

‘ . winged female figure, a guardian angel who leads Dollard
forward to his destiny (Figs. 44 and 45). The figure is
sister to Hill's figure of Renown crowning the-.Cartier-

. i .
column. Both belong to those 'femmes symboliques' so

S T

deplored by the critics at the end of the nineteenth century )

‘but. which péulptors continued to use for some time‘to evoke

the image of abstract ,idé;as and emotions., ZLaliberts, héw-'

ever, has combined the elemenfs'of his two main figures to

g‘ V giﬁe a very  different impact from that in Hill's sculpture.
Dollard éhg his guardian éngel are drawn together in a great -
"sweeping arabesque of line which hase Art Nouveau overtones

in its swirling animated linear curve. The fhird‘figufe in

. .
the group, that of a comrade who lies §yinglat Dollard's _

feet, acts as a counterpoint in line and mass to the other
two. C

N v -
o B

Climaxing the gesign is a female head crowned with a

4

%

laurel wreath, an allegory for the .enduring fame and glory
which honours Dollard's brévery. The monument as a whole

“has come to symbolise a sense of the heroic drawn from an

inepiring moment in Canadian history. -

o
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. CHAPTER VI .
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CONCLUSION ’

1

' The expression of a national identity thrgugh the medium
of public'sculéture is achieved in three ways: in the choice
of individuals a cSmmunity honourswﬂthe style in which these
monuments are conceived, and the symbols chosen to convey the
sense of a shared tradition. The éhoice of heroeg\will
.indicate that part of a community's history it wishes to com-
memorate, the men'and‘women whose achie;émenﬁs appear sig-
n%ficant to its traditions.. Style will be influenced by pre-
vailing ideas and trends in the arts, though tlese will be,
modified by the intangible quality of community eiperiencé.
and by the individual vision of the artist. Symbols may be
drawn from real life, that iﬁ. the physical sufroiﬁdings in
which a society exists or abstracted }rom a common source
significant to the community. . s

‘Viewed in these terms;‘how wéll do the three monuments

"in this study achieve that ‘sociallintegration' petween

individual awareness and the 'collective unconscious; which

Read felt to be the major function of the aftist in con-

temporary'society?l How effectively do these three Canadian

}

1

N

Read, p. &. .
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artistg interpret through their‘sculpturés. the vpublic's
unarticulated hopes and ideals? ’ . -;J

The Cartier Memorial, the most grandiosexﬁf the three
monuments, is perhaps the least ‘successful. Its hero remains
a controversial figure. fhough a move to honour his memory

.. L e
was made soon after (Cartier's death, it took more than a

generation for the|project to reach final acceptance. Per- -

haps, bgcausé of this ambivalenée of public feel ing towards

'Cartier;s role in Canada's development, the sdﬂlptor was

unéple to fashion a statue -which could express tﬁe stature
of this complex man. Hill put aside Cartief's personal
qualities, hi; warmth, Intelligence and wit, ‘and chose to ‘try
to create the image of Cartiér as statgsman.'highlighting his
achievements through pérsonalised figures and groups. The
figure of Cartier himself is feduced to a siigh%. unimpres- -
sive figure. There‘is‘no~éloquen0e in his’geséure and no
gréndeur‘in(his aspect. It is left to the other elements
which make up the monument to try and spell 6ut what Cartier
means to ganada. Most successful ar? the;grouﬁs whiqﬁxsym--
bolise Cartier's achievementgvin the law, %n education, agd
as Minister of Militia. In theme figures, Hill has followed
in the steps of a robust American tradition which includes
the\allegoricéi figures of Daniel Chester Frenth,- those
richly symbolic personifications through which the-sculptor{

Y]

was able to express the lofty goals and high ideals of his
; . -

young and growing country. -
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Unfortunately. Hill, in his depiction of the nine’

prm;inces. has resorted. to the emﬁty Academism of a worn-out
" neo—classical tradition. and these figures, so large and so
prominent in the compositlon of the monument “tend to obscure
other more- fully z:ealised. sculptural qualities in the monu-
; ment as a whole.‘ The crowning figure of F@e. the focus of
so ;nuch bitter criticism at -the ?ime the commission was
g.warded, possesses a ﬂowi_ng grace of movement, which,
together with its impreaéive size, brings “to the outline of
the monument a note of splendour yhich"the concept as a whole
so sadly lacks. Over the years the Cartier monument has‘

. attracted its measure of respectful public attention, but it

has failed to fire the imagination with a: vision which would
enrich our view of oursel\;es. \

Alfrgd Laliberté was faced w1th a simpler task in
creating a monument! ’to{ Dollard des Ormeaux. Dollard is an
authentic hero in the tradition of David and Gol'iath;‘ the
‘young novice, ill-armed but for his faithJ\\who st;‘uggles and
. triumphs against overwhelming odds. He represents the secret
wish in-each of us to behave with gallantry in the face of
danger. The .Dollard story contains all the ingfedients of
which legends are made; the small band of settlers and their
loyal Indian friends swearing to flght to the 'death against
an enemy of unknown strength, sacrificing their 1ives for the

sake”of the community.

Laliberté chose to sculpt Dollard in a ﬁgorously

RIS
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romantic style, tempered with a natura}ism evideht in.his use
“of a self—portrait.as model ‘for the head of his hero.  The \
guardian angel who hovers over Dollarid is an idealised per-

sonlticai;ibn of Fame, and the difference in style between

. the two proves an awkward element. Laliberté has solved this -

- s

dilemm:a by uniting them with a flowing, undulating line of
Art. Nouveau inspiration which bridges the stylistic differ-

ences between them, The Dollard’monument has found "con-

sistent public acceptance from the time of its inauguration.

e et ket s

Proof that Laliberté touched a responsive chord with his con-<
cept is the contfnuing rediscovery of the monument by suc-

ceeding generations who have found in it a satisfying symbol

of the;‘ide’alr of heroism drawn "specifically from a &gnadian
past..

Hébgrt's monument to Maisonr;euve is undoubtedly the

! ] ‘- most successful of the three monuments surveyed here.
Maisonneuve is an obvious choice for a community hero. # From
classical times the founders of cities have acquired legend-

L4 ' ary qualities in the folklore of their descendants, and

_ Maisonneuve's achievements in establishing ~b‘he settlement of

Ville Marie place him securely among this company.

VI A el e ey vy

Maisonneuve played many roles in the drama .of those

early Yyears: explorer, migsionary. statesman and soldier.
HébertJ has given him the sturdy st:l:-'ength of a man of action
together with the gravify of aspect of one guided by inner

, faith. . It. is a human cre?.:tlion very differént in concept from

i
70 ?5 3 ;'. <R - PR R R e




. .
. - e e e e ek e e oo mmeng—

. - 114 - N
‘- . * =

o . ' .

N that of Bourrassa's remote medieval knight. . »
The* héman qualities given to Maisonneuve are evident in
-the other figures which surround the base of the monument and

whiéh give it unity and emotional depth, ..None of the figures

is idealised beyond credibility, and all are sculpted in a
style combining dramatic line andﬂexpresgion but which stops
short \fbmelodrama. Stylé here is married closely to con-

A .
cepfk/w th proportion and scale playing an important part in,

el A SEI S ity o
-

‘ , 4
the syccess of the overall design. The result has been the
\

estéblishment of the Maisonneuve monument as a symbol of the

oo . city and which was recognised and accepted as such by the A

general public.
’ N\

4 ;
X The three monuménts described in this study vary so f -
- greatly in skills and style'that it becomes difficult to ({?//
identify those qualities they have. in common which hay mark
them as uniquely 'Canaaian'. Nevertheless.ﬁa few tentative Oid//i
) remarks are qffered here for consideration. i
/ First, there is a tendency towards a simplicity of 3
X approach;, a deliberate reserve which shuns thé melodramatic j

as a means of expression. With the possible exception of
"Dollard des Ormeaux, these missionaries, statesmen, explorers,

etc., are presented with a sense of their essential humanity.

-There are no 'larger than life' heroes among them even when

[

their achievements might merit such treatment. Maisonpeuve

is shown, not flourishing a drawn sword, as some had
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»
suggested he be portrayed but in the peaceful moment of

planting the flag ' Cartier. in spite of the grandiose nature
of the monument's all-over plan, remains, himself, a modest’
figure, the most human and least pretentious of all the
statues which make up the'ensemble. (If there is a figure

who is raised to noble heights in public sculpture during

this period, it is Laliberté's market woman on the

Maisonneuve fountain), ' )
. Following on this sensitivity for the human rather than

AN
the rhetorical approach, the forms themselves become simpli-

. fied, less agitated and complex than was generally common to

century sculpture

Finally. all these statues have in common a strongly
realistic approach. Abstraction plays‘yirtually no part in
their design, and symbolism is spelled out with clarity
Here, the deeply conservatlve qualitles of Quebec soc1ety are
found to be best expressed through faces and forms which are

recognisable as relating to the community. Jeanne Mance,

ministering to the hurt of a child, Lambért Closse and the |

dog Pilbte. these are satisfying in theilr recognisable

"idealised or exaggerated beyond recognition. The use of

resemblance to familiar figures. Even Hébert's Indian is no\t>

3
_ narrative bas reliefs, common to many monuments, is a device

which seems to parallel the traditional telling of tales, the

oral history, from which so many Canadians drew their.

..
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knowledge of their country's story. This conservative
approach applie/ci toﬁ'rt was expressed by Laliberté as g
follows: “the student ma.ir sometimes cut loosetfro'm all tra-
dition and wander into the most wierd haunts of artistic

endeavoui-. such as cubisin or else sometimes into futuristic

_design, but the artist usually finds himself again, and

. e
returns a little closer to tradition which after all repre-

sents centuries of artistic progresa."2

Laliberté spoke for
a generation to which all three sculptors in this study
belonged; .pérhaps the last generation to be linked by phy-
sical memory with an earlier, profoundly traditionai Canadian
way of liK. Because of this, the best of the sculpture

these artists pi‘bduced captures an essence of that early

}

Canadian experyence and translates- it intd visual symbols

1

which still remain valid and recognisable.

- 2La11berté~. "The Modern Student,” unidentified source. .
Scrapbook. : .
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goo%n‘ II1,sculptor unknown
*1T70. Mardle. .

Ht. approx, 2 feet,

McCord MusesumgMontreal

. Jouis XIV. Cop¥ of bust
"by Bsrnini S 1670

. H% approx 3 feet,

' Place Royale, Quebec.
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Relson Monmnt.lBOQ. Total height Approx., 68!
Statue of Nelson 8' high, of Coade stone,
by George Horatio Smith, / onument designed
in Englamd by Mr Mi tche

e5 Cartier,

PP st ot o ot




\p.poleon Bourassa and Philippe Heheft:
Daaigx for a soulpturs group for the new
Post Office, c. 1873,

Prom L 'Oinion Publique. 1875
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Philippe: Hebsrt. Matsonneuve Momument.
1895, Ht. spprex. 30'. Base by Mesnard
and $errault. Place d'Armes,Montreal




. 27 .

ATy
o PR A
.

}{emt*. ‘ Mg i sonneuve’
Ht. including base 104,

f - 7




_Hewert: ‘Charles le Moywe
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Hévert. Relief,'Dollard des Ormeaux at
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Hebert. Four mssks. Thess acied as
foumiain. hemds for water vhiaeh peur
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Philippe Hebert

© tJeanne Manoe' 1999,
‘ fiofel Diew ‘(wemriysrd -

of' the hospital)Montreal.
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3907, Dominion Squm ,nonm ﬂlh!l)
Below Tight. Hill in his Pavis-stedto with
plaster statue of horse. Nets lise honse

whith ached as- wodel in -benkgrowsd.
)iimt duft. One of the ‘Horses of llariy'

h‘. 11&"45"
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George Hill. 'The dartier Memorial' 1939
Ht. Approx. 100' Mount Royal,Mentireml..

Viev of facade facing easti, -

-
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Thosus: .
‘¥sotoria Memorial. 1§11

Muribile, - Buckinghes Palmes
Lendon, \
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Hill. Sculpture group ,
‘Isgislation'. North facad
Cartier Memorial.

HilY. *Legislation’
detail,
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Note: Some references from peri'odicalq: hav’e been drawrr from .

ythe clipping «iles of the Municipal Archives, and from thg\
family écrapbooks of the families of Ceorge Hill and Afred
Lalibert’é., Often these cli~ppings have eliminated not only
page. numbers but js'om_et\imel_s titie and date of the periédica{.

.I havg tried to track down missing information of this kind-
buf was' often not sugneqsfui. Where such data is omitted,
therefore, it isi‘ ‘fE:/r the reasons outlined and not because .

v . o o
the$ have been ‘overlooked. . .
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Monument & Adam Dollard des -Ormeaux

' . el ses compagnons.
, ' o o N

-  CONDITIONS DU ‘CONCOURS:

1° Lo projet pour la construction d'un mmonument devant étre érigé & Ja mémoire de
Dollard des Ovmeaux el de ses compagnons, morls hérdiquement au Long-Sault, en 16060,
est mis au Concoms endre les artistes sculpleurs,

270 Le monumentlssera érigé dans le Square Viger, & Montréal, (Conuda). Les plans
de Uendroit choisi b de ses abords, seront, sur deminnde, envoyés aux  arlisles ¢ui  désirent
Jerendre part o Coneours. . . . “

37 Mucun style davchitecture, aucune forme spéciale & donner 4 cc monument ne sont
hmposes; mais l':u'!i.':lc)‘(h-\ rivslinspirer des donndes de Phistoire, du sentiment qui a inspiré
Pacte de dévoueneal de cos fiers chesaldicrs de 1o Nqgunvelle Trancee; de son ocuvre, devra se dé-
gager une feconde générositd, de courage el dPenthousinsme. ! /

—11 ne pourri, clee employé, dans la construction de ce monunient, (que des maté-
1aux (res solides, de premicre qualile, et pouvant |'('-~zisl('l" aux rigueurs du elimat.

5°.—La nature et I provenance des matériaus seront indiqués dans un devis fourni par
les concurrents.,

o

- 6% La dépense tolake du projet ne devro prrs dépasser ln somme de vingl mille piastres
U ($20,000.00) (monnaie. canadicnne) .

-
. ! ’
7°--Le projet se composera —y B ‘
’ X) = De plans, coupes ot dévations it Péchelle de 5 contimblre pae mitee, o
s R)  Dune maquelte en ferre, cire au pkitee de Pensemble du monuiment & Péchelle de

.

a.ny. 15 parmcétre,

o

%
C)-- D'un devis deseriplil ot justificatif de Iy dépense totale.
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