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evolution of the educational programs offered b); ten

/ ' . ot 111 -

. ABSTRACT

~y
¥

. A History of the Evolution of the
Teaching of Textiles and Weaving
In Quebec Since 19005.

. Joni S. Crosby

S
3

'This thesis is a study . of ,the historical

development of textile and weaving education in ‘Quebec . -/

since 1905. It is divided into three sections: —
The introduction traces the social, historical, and

economic contexts of different Quebec textile and

[

i . N
weaving educational systems. Coe . . %

The second section describes the chronological

-

development of all pertinent educational programs in the ‘ -
h 4 -

province.

-~

The final section focuses on the creation and

kS

) instii;u{ions which contributed to the evolution of the

teaching of textiles and weaving in Quebec since 190S.

By following this sequence of sections the reader

" can gain a-rudimentary concept of historical” events in

"art whﬂ:h were” concurrent; to the time period taken .into

account, I:'fy this thesis. The second section introduces e
the reader to the collective "histories of specific
chebgc schools and gives an overall view “of ‘Thow these ‘ ¥

histories developed in relation\ to one another. ’ '



Finally, the third section cdrries the sequence

of

.general-to—particular to it's logica\l end -by covering,

in detail, the individual histories

schools.

Lol §

of the ) represented

[ &

v



“

) Acknowledgments

' My heartfelt thanks

parents Jo and Norm, for

w0

and encouragement.

a -

to my husband Dt%, and to

their unabated support, 'hgl

-
-
. -
L)
.
e
X
- *
)
-
I
5
EY
—
A
%
-
/

e



Vi

Tabie\oszoﬁtentB

4

Title page \’: , . : . t. I
'Signature page ' - . ;o ’ I1
Abstract o ‘ " N ;I}
Acknowled;ﬁents . . v
Table of conteits ‘ ‘ ‘ ' JI
Statement of purpose - . ‘ . oo ViI‘
subproblems -, VII
delimitation L . VAL
Significance of the study VIIT
Introduction n SR 1
A Chronological History of tﬁg a ’ '10

Evolution of the Teaching

of Textiles and Weaving in ‘ .
Quebec Since 1905 ' ’
Mistories of the Evolution ¢f Ten ) 23
Individual Schools Contributing ‘
to the Teaching of Textjile and:

‘Weawving, in.Quebec since 1905 .

)

The Canadian Handicrafts Guildgp S . 23

Cercles des Fermieres du Quebec R 21
:L'Ecole des Beaux-Arts & Québec . 30
S . n .

L'Ecole du Meuble : ) . ‘ .32

Cegep Vieux-Montreal Kr . T35
‘Centre .des Arts Visuels S ' . 3T
Université de Quebec & Trois Rivieres . =~ - 40
Université de Quebec a*Montreal T 44
Université de Quebec & Chicoutimi 46
COncordia.Univezsity A .49
Conclusion : : ] ' T , 54
References’ e T 59

‘ bibliography o S e

62



Statement of Purpose;
Ca ' ‘ L.
The purpose of this thesis is to compil an

historical survey df the evofutiori of the teaching}l of .

S !

@

i:e:xtile arts and weaving in Quebec, since 190S.

. \
Sub-Problemgs

1 To,‘ recorde the significant educatior\al

contributions made \by 'iecular,' non~secular, and private

“¢

—- orgam.;atxons towards thes development of the educatmn 1
N

» .

system c-ffer‘ed to weavers and textxle art1sts in Quebec.

\n

2) To note the key contributions -made , by specific

individuals. in the d-evelopment o} Quebec’éé‘educational

- -

system in weaving and textile art.

«

. Delimitation; :
® .
» . ! ¢

]

In .. thig - thesis, - two limitations jhpuld be’

. . ~/ . /] .,
. \I . - , ’
specified. First, the time frame of “’a;e study, and ,

Al

écoﬁd, the realm. of textile artists and weavers te be

. . - ’ o .
‘covered in this thesis. ’fﬁs to the .former, the

- -

. . \ , . e
historical cc/:ptent will commence .with the creation in”

' 1905 of the Institute Cha‘noi;'ie Beaudet; an "école méragére”

which offered textile studied, and will follow further

Y P .y . "
developments up to 1986. i " Wﬂ . L
. . : P

_When dealing w1th the second dehmrﬁtz’gr\, one must

. '
- 3 e,
; » v -

- : .
- . . . .
N



Je ,
\ . @ . - - " / Om { -
\ . . N v . VIII‘
A ) acknowl'edge on—-loom as ».;ell as off-loom: te‘ch‘niques. - To
L n - be more_specific, th; individual areas. which wiM be
~ ) ’ \c‘or_vsidered as part of t:hi«z»b f.;tudy include: ~ lbom
T ) techniques, such as tdpestry and ‘hand—weaving, while the

off-loom techniques will include the areas of spinning
.o ) N L /
- and finger weaving, of which the ceinture fléchée is a

' notable Quebec example.

%

The scope of the information compiled throughout
the thesis has, logically, ,(een bo.und' by the

availability of relevent documentation. Its fKocus has
. ' N
centered upen the most significant contributors to

- e . advances in this history; while therev-may exist some,

participants who have not been detailed, the degi!sionm;o

‘ K . .
- . include or exclude was based on the -definitions noted,
t ’ o “ ~

. the availability of Bbﬁumentation to wverify their

1

—

coﬁ?ribution, .and" the over-all quality of ™ their

v

sz« cor¥ribution to history. - C :

o

-t

Significance of the 'étudzg.

B Co M. -

7 -

- ' ¢ It is the purpose of this thesis . to ‘cover

4

i)

. information which previously had né\t been compiled, and

ha \ - ¢

A to produce one volume offering new insights to art

- -
- )

. educators, textile artists, artisans, and historians.

_An understanding of t‘l\we present state of the education

. - %
— < ¢
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of weavers and tapestry artists in Quebec is facilitated

by this research. Also, for the
,.,‘_ -
background is documented ' against’

ecucational offerings can be compared.

This type of study has been used in reviewing many
4

other f‘?pic argas of Art Education.

s .
Y(oted exponent of this class of research, stated?'

In order to understand Qhat art

today, it would be useful to examine
the developments which have occurred

\ IX
-
first time, a
which present
&
- L
David Ecker, a
i
educatidn is
some of
in its b4

MNistory. By becoming familiar with the major

. developments of art in American

education, .the character of ‘presert

theories and  practices can be

clearly because a basis for compariso
*f ‘ have been established. With a clearer vi

- . the present, those responsible

make intelligent decisions regarding

future. ?

see

fo

so early into Quebec's general history _  of

i

.'suggests the continuing significant ;ole they wo

throughout Quebec 'history and culture.

accounts  begin as early as 16835

N

when

public

day, !

\
an. 7

Doc\ri]ted
Marguerite

Bourgeoys began teaching .girls in Montreal. . Dthér,
\

, equally impressive, repérts made by the early Intendants

-

of GQuebec note tohe output' of local weavers

and

p——
record

). \- .
the hardships faced by these European-trained artists.

Part of the significance of this study is that it *

‘will focus on the important rcoontributing. roles which

contemporary Guebec weavers have played 'in the

v . |

Fa
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~ ast @
! international Fibér Ar&s movement., p ing the last
L7
three decades, (uebec weavers have béen widely acclaimed
\

_for  their inrb\&ativ work at many  international

competitions and Exhibitions. A n/e/wspéper headline "f;r
s Mthe review of the Deuxieme Bienrale de Ta;aisserie de

M‘ontreal 1981 read; ':'Artists bring back an ancient art \

form.” * UWhile the headline might mistakenly ¢suggest

: that the textile arts -had been lost in Quebec and only

(AN \
- recently re—discovered, it does hint at the
: *
international re-awakening which has taken place. Based
,_‘ on the strengths and involvement of the Guebec textile
: artists and weavers, it would seem a reasonable
' .undertaking to make an historical survey of their
eductional background, the focus of this thesis.
\‘ . r kY
0/ N
o
\iy R ’ ¢
N ﬁ N
7 - ’ "5
U 9 “ .
e &
wa * 14
®
- o -
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Introduction i

+ In Quebec, ‘ti';e dev\elopment of the arts . of
handweaving and tapestry héve ;Jeen formed by 1nternal
and external _ pressures. Artistic movements and
aesthetic sensiblities ' have broué_;ht cha;'\ges of

international significance, just as historical events

-~

have irrevocably altered the path of this eyoli.ltlon n
ways never previously imagined possible. To enrich the

underStaﬁdxng of the teathing of this area’ of expertise,

<
r

1t is necesséry to realize the dynamic influences which \
have played a part 1n the arts themselves.

While the techniques described in this study are
VAt v ,
ancient in nature, they play an intimate part. in the

. ° -
‘'life of this province. Since its’ founding, weaving had
been an essential part of @uebec family life. With

industrialization, it had been discarded for more easily
Pay

obtained, factoyy-created, materials. However, at the
Y

.. : & .
beginning of this century, weaving ' regained popularity

in Quebec as a leisure time activity.

' During. the first half of, this century, a

" change tooN place in the nature of the ¢&rafts
and our attitude towards them. Because the
machine now supplied the essentials of - life
and work, the crafts were free to become more
expressive of human creativity. They began to
occupy almost exclusively ‘a part of the
cultural spectrum somewhere between the
functional disciplines of the artisan and the.
aspirations of the artist. =

1905 marked the beginning, with the opening of an+

"école meénagére” at Saint-Pascal \dex Kamouraska.’ The




M
$
\

~

/\ LF"

founding concépt of thec:—-.e school:s was to give the female
students a basic educatilorwin all classical stﬁvdies, in
addition to domestic service studie;‘.x Included in the
classical studies at this schogl, and many of those
which were to ,follow, ‘were handweaving and spinning. It
was the i'nteqt of the ecoles menageres to give- their
.students an education which would make them accomplished
iﬁ all skills necessary for rdn;ung a household, often a
self‘-sufficient one.
. ' . v
4 It was not only a fashionable idea, it was
/ consuléred a pru’dent one.
X AtY this 'time, following 1905, there was n;uch
popular ir;terest 1in cultural heritage; the crafts which
-~ had been part of Guebec’s history'were re;examined. A;'t
sfyles spch as Art Nouveau 1n Europe, the Arts and
Crafts movement in England, nhelpécui foster a new found
'interest in handicrafts on an international Jscale.
Late;', in 'E;)e 1920°’s and '19'30'5, inte;'es;t in weaving was
sustained and enuouragéd by: such institutions as the
Bauhaus s’t:ool’ of .Ger‘many, where weaver ¢ Sophie,
‘Taueber-Arp ‘taught. Also, artists like the Europeaﬁ
architect Le °Corbusier‘,\ began integratihg tapestries
intg a new practical ar% aesthetic appreciat‘;ion of this
;ncienj: art f‘orm. 2
Following the First World War, thea arts ;egained

po;:ulerity and vigor. The 1919 manifesto of the Neimar

Bauhaus by Watier Grppius proclaimed a new reunification

-

~3

th
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- between the artist and the craftsman, an ideal which had

2

begun with William Morris in England.

Momentum grew for artists working with textiles.

Sonia Delaunay was' working in Paris in thHe early 1920's
with ‘textiles. She drew away from " the traditional

conventions, developin'g new technfques and aesthtics in
“g Lo : ,
tektile manufacture. Sophie Taeuber-Arp, teaching 1n

Zurich at this time, brought together comtemporary art

therories and aesthetic thought in her textiles. From

-

this point onwards, fabric was no longer excluded as a

suitable medium for caontemporary art,

‘ By the late 1920's tapesty was revived in France.
i

\Chén‘ges were encouraged so that it was in keeping

with modern painting styles, -which were a direct
_ A

influence. An effort was made to disguise the inhertent

charactéristics of the tapestry. Likeu)i‘se, scale began

to change. Infinitel)@ detailed renderings gave way to a

more bold handling and "a monumental size.

The advent of the Second World War did not crush

this developing aesthetic. Althoqgh the %;Eauhaus was T

" forced to close down on August 10th, 1933, its influence

became even stronger ini:ernationally when the teachers

\ 2

from this center left .Germany to teach and work in man'y

other European and American schools. Once the Qar was

over, artists profited from these® international
influences, intellectually as.well as financially. .
- ° H

_The United States in particular pioneered this new

’ o
e \ A v

-q

Fa.

i1
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gpirit in art. "“The economy of ‘the co'nr?try was booming

works of art, was_  insatiable. A buoyant creativity
particularly in the New York, area carried its message

to the nation and indeed to the world." +

-

Quebec began to feel these international influences

®

when, 1n 1944‘& tapestries were executed from designs by

Alfred Pellan, at the Ecole des Beaux—Arts de Quebec.
- . \
Les peintres ont été le ferment nécessaire au
renouveau de la tapisserie au Quebec. Ils
savaient que la tapisserie pouvait eétre I'un
des meilleurs ;compléments de 1%architecture
moderne, que les - murs des maisons et des
édifices avait besgin de matiéreg colorées et
chaleureuses. D’'autre part, des artisans ’
etaient preéts.a se mettre a la disposition des
- peintres pour traduire leurs cartons. Quant .
o ‘ - au public, il a  gardeé- "intact le gout des »
ouvrages exécutés & la main et i1 fait “bon
accueil a tout ce qui lui est présenté sous’ forme
. de tapisserie, panneau ~ mural, banniére,
tapis... ® . -

- \ e —

Artists, who usually were associated with other
mediums, began to take notice of these craft areas.
Other artists, who had - their work translated into

~

K tapestry, included Fernad Leduc, rGuidc‘): Molinari, and

Jean Gogtfé;. Still, those who were directly involved

' s L ‘
with these crafts remained a select few.

e -
°

The 1940's and 1956’5 were a turning point. The

~ ' designs were still being} done in time—honoureci atelier .
fashion, where artiéans "simply follgwed a master’s

design, butl thé finisf\ed works sh;ued ‘—‘t.‘apes‘atl;ies in a
more modern lightwa‘nd prompte::l a' reconsideration of" t_I:\;—

-

artistic possibilities of the medium _ .-

LY

t Lt [ -

and the demand for consumer goods, from pots and pans to

-

.

|



"From the 20's throughout the 50's and even at

' the time of the first Lausanne Biennale
(1962), it was -‘evident ' that the modern

painter’s contribution to tapestry was more

keenly appreciated than the art of weaving.

The weaver as an artisan became subservient to
the painter as mid-20th century pictorial

painted images and attitudes were expressed in

woven form. * '

o

Frc':m that time forward, tapestry became leas of a _
translation of a design with’ painterly overtones, and
more of an artistic creation appreciated in its own
right for its inherent 9h3r-acteristics. . . "

Interpretations of designs became accepted and
later were encou%age% in both the t'radit:ional - t'apestry
workshops and indepen&ant studigs. Tapestr); moved fromr
the t'i\echanical reproduction of a design (o being the
aesthetic v"’enhancement of desigﬁé thrc;ugh their
tran;-j.lation‘ into tapestry form. 0 ‘

InfOrma:ion Shared bet;oeen artists from different
ba*ckground's, and different 'countries served to enrich
these areas and elevat‘e’their’ popular appeal.’

While the impetus for major changes began prior to
%,

F

1950, it was during the 1950's and &0's that the more

1

rapid and spectacular evolution occurred.

The previous generation’s ways of life and ®
thought were  examined and found . badly
. wanting....0ld values lost in the pressure  of
" - a Xargely urban population were re—discovered.
Working with the hands in a craft. had a new
and strong appeal since it offered not only a
living, but also other less tangible rewards.
The crafts attracted many men and women for
. 'these reasons although few, either because of
~ talent or motivation, persevered in them to
~achieve professional levels of competence. ”

N .
. v < : .
i Lt -
L B ) »”
- N N - o - N r/ a
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b&é\ﬂe public interest in our cultural heritage and

j;tre new progressive crafts were risiﬁg guripg the

decadés of the 50's and 60's, there still were a limited

-

number of artists who actually practised these “arts in

-

Ruebec. Im truth, although their numbers were low at
the time, théx‘ were '.-s.lowly increasing. .Howéver,
relative to the artists who worked in the ‘t;"a‘di"tional
fine arts, there were not many who wouvlc;‘ form 'the

nucleus of the Quebec molvement.

o

The 1960's were the era during which the terms

e - )]
"textile art" and "fiberart" came to be known. _ A great

-

ruéh of creative energy envelof:ed the textile field.

_Basic expression” had to do with f{teedom,
revolution, and primitive  vigor. Often
aggressive, the message \was orgiastic and
territorial. The 60's may + one day be
deignated the period of discovery likened to .
the fauves and to -Abstract Expressionism in
painting; it alsoc relates to Brutalism, which-
appeared in 60's a_rchitecture. ‘As defined by
.the critic, Ada Louise Huxtable, -Brutalism
denotes heavy, aggressively articulated, rough
surfaced, hovering mames - words that can

" indeed be ascribed to Art Fabric of the 6&0's.

-
‘While these international influences were -feR
: , ' . -
within Quebec's artistic and educational community,
there were also more local influences ‘at wq‘rk'.

-

-

. Changes which effected the education, philosophy

and 1aésthet_ics behind Quebec’s tapestry and weaving

.occurred "in Buebec societ); and .economy . as illusgrété'd in’

-many governmental studies. The Rapport de la Cbmmjssiqn

L]

'
i

N ’
- community-.can be seen as corresponding to changes which -
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Royalez d’enquetﬁl:r l’enséignmentf in 1961 showed that
at the timé of confederation appro:“cimately .70% of the
work force was involved with agriculture and relate&
small industries. (wl';ith at that time included, by |
definition, crafts ;;neople and artisans). By the
mid—1960's, -that figure had dropped to only 15%,
inqicétive of a'gradual,h but extremely important shift
in society. ®

A .' 0
Another section of this study brings to ~light
i

_another related change: urbanization. Again the figures

tell the tale; in the year 1871, 77% of the Q@uebec
population lived in rural areas, and 23% in urbanized

3

centers. In 1961, the figures’ nearly reverse
\ .

.themselvéé,: with 75%4 of-the pbpt'xlation in urban areas

and 25% in rural. 10 Such major changes, even over an
extended time, had a greaf effé_; on lifestyles of the
tf.me, from the_.gengral make—up of . traditiona.y\ Ruebec
society, right through to gmployment, education, and the,

interests of the populace. Where education at “one time

e

had \i:een a very basic bréparation, it had ude:feloped to
° @ a

the point 'whm'e it now had a much broader intellectual
- , . 3

.base. 12 The old rule of self-sufficiency,_ which used

. Q \ -Q’
to exist in Ruebec, had long since given way to 'the

on—going -encroachment of industrialization,
mechanization, and technology. “Les femmes..pe , filent

ni - ne tisseént; elles font de -la couture, mais en
'

achetés au dehors..." 12"

4

utilisant des matériaux

»

[
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During the 1960's, the gévernment administration of

83 . these organizations ugk\ich were created to‘kupport, aid,

and help develop )Quebec art:sans ’had also become

b g

problemat1c. Complamts were made by artxsans that too /
many polfcy decisions had - been made by too many
different government ministries, and o centﬁral’ plan had

been developed or follow;d. The cont:mu;mg . inf:nut of

%overnment, however well—1ntent1oned, had proved to be

more confusing than beneficial.

- r As well, a 1960 study by Louise Bernier pointed out
the importance of a re—qesigned‘ eductional . system for

N
LN

-

artisans.

Cal

Outre la publicité,” un autre moyen semble tres
favarable a. l'expansion de l'artisanat: c’est
sou enseignehent dans . les écoles,
rincipalement dans les ecoles specxalisées.
ns une proportion de' 72.8% les artlsanés sont
de cet avis. QGue K dannées il 1leur a fallu, °
. consacrer a la ma:[‘tnse des techruques requises L
/ ,/ par leur art! N’auralt—xl pas eété possible .
e . d’apprentdre les secrets de leur ' métier avec
» une, deux, ou trois années dé&tudes? Cette
. connaisance prévient les portes de temps
. . Anutiles, et faciljte” 1la création et
e ) I'execittion des oeuvres. { organisation, . .
"dPécples spécialisées et les conditions faciles .
o'y acceder aideraient grandement les jeunes ’
7d A - artisans. *= . .- '

-
s
P

7/

,thh their new aﬁnstm and social status, . i':hese /

~ . | © contemporary .arltlsans were cons1dering the valug ‘of
- " .

their artistic - education in a serious mariner.
Apprentic'eship;s had almost ceased to bhe the educational

f ’ outlet available to the QRuebec { artisan, and a more

. L4

formal, insj:i"tutionized system had taken its place.. ‘As

) ) thefprevious- statement attests, there were short-—comings‘:-

A

. -
w N , -
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to / be worked out of the emerging educational

24
ganization; there were changes still to come.

/ Y

/ Artistically, the c‘Ilynamics of the 60's p'repéred the
// ground work for the refinement of expression whicl came

- s
/ in the late 1970's, and has continued into the 1980's. .

/ . C :
/ Textile art has gone through its infancy and has
y ) 4 .
// currently evolved into a more mature and sophisticated
/ < - ’ - .
/ art form. Likewise, access to information has drawn the
- / . textile arts, a;tists and educators in this fieli;l‘ into
. : 3 M
/ ) the new high-teth era. ]
Textile creation thus has at. its ‘disposél. -
- . up-to-date tools which, _apart {rom . their
, - fashionable status in other fields, are here
' in perfect accord with the' very nature of
. fabrics.: This eyent is absolutely decisive’ in
_the rediscovery of textile” memory which has
. seemed to us to clgaracterize textile art in
tHe west. *+ o ' -
L 4 ——
-
« R o s
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A Chronological History of the Evolution of the Teaching

« . of JTextiles and Weaving in Quebec- Since 1905

Although traditional crafts had been a part of

Quebec’s: history since its earliest colonisation, its

re—emergence into the maihstl;eam of cultural history.and
| , : .

| artistic e'gdeavours began k‘\ﬂ'ﬁe start of this century.
. . < - .

. In keeping with the focus of this paper, the initial

keynote event whicl?. signaled the start of this modern

the opening of a school, the Institute

-

. "This histofy will follow further develc}vments < 0L

Quebec in (a hronological fashionp; ending with the N

1983-86 academic year.
\

4+

In 1905, a 5éhooJ_1 was u"opened in Saint-Pascal de

Kamouraska as an "Etole Normale “Classico—l"!énagére@. The

, - -

orientation of the school was 1’:0} give female students a

secondary school éducation in basic studies, while | also
L

' preparing them in the skillg which they "would need to

‘become either homemakers or teaching professionals.

N\

This particular school, which would later be known as

"Institute Chanoine Beaudet" after one of the founders,

i d

was the first inr a’fong line of schools to Be created "

‘ - 't.inder the guidance of the mir‘istry’ of agriculture for
P 3 . . "
\ -the province of Qu'gbeé. s, C
[ ' . °

. - .Among the courses .t‘aught- at the school, as in most

’ of the .subsequent schools of this‘s -tylpe, were the

] IVJ ’ ’ - - @
" ’/

» -



traditional techniques of handweaving, handspinning, and

the dyeing of fibers. Examp'lés, of the work done at

. N ? .
these school; was exhibited in yearly competitions, and
® Y

' attracted much attention from the public and news media.

R
While they were admttedly very traditional in scope,

" “their cvahty of workmansmp was considered high and

™
served to brxng samples of these techmques " back into

the cultural milieu.- At ,th?s tjlne, the focus of ' the

education offér?d by these schools _ was  decidedly

«

\bracticél in nature. Artistry and innovation was not
r

enccn}l(aged in the way that /the~fa1thful reproductron /61”

\‘\\l. "

trad1t1onal lems/w/é/“ prlzed. .

The next development came: in 1906 di‘th the creation

of. the Qanadian Handicrafts Guild in Montre:al. The

“ s e

origin of .the Guild dates from 1‘§0‘2 when a group of

. . \ ’ N B
Montreal women, affiliated . .with the Women's Art

¥

Association; realized the importance of revitalizing t‘\e

a

¢rafts of Guebec, and "began a campaign to conserve and

)

revive ,crafts.” ¢ To achieve this goal, they 'opened a

A Y
-

_Ehop in Montreal to exhibit, collect, and sell craft

o

works. T\hey distributed information to other interested
N " B ‘ N .
centers across Canada, and initiated a considerable,

number’ of exhibitions. They were reputed .to have
organized up to 77 expositions in the province bet’we;eg/

1905 and 1910._ 27, o

>

Working from funds which they had received from the

©
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Lady Strathcona Foundation, they named their association_ ‘
The Canadian Handicrafts\ Guild, otherwise known as 1la
“Guild Artisanale Canadienne. In 1906 they | obtained® a\
Dominioq. charter and became;ﬁa permanent factor in the
rebuildipg of pubiic ‘ awe;reness amd appreciation of
 Quebecoise crafts. wwhen J. L. Perron, who at the time
- was the Quebec minister of agriculture, saw their 1929
exhibition, he fapproved heartily and increaéed
govermental aid for artisans -and their associations.
The guild's mandate was: ’
déveloper et revi\;re l’artisfanat, amener le
. public a en apprécier la valeur, organjger un
. centre de documentation, reunir une coliection -
permanent, monter des exhibitions, sauvegarder
I'art, indién, et 1art esquimau. 2*® S
At this point , the governmentabegan to notice the
changes wbhich were takjng place —in the province, é'r;d to
act upon them. | There wa;s increasing demand for

vocational and technical education from the general
populace in' Quebec. The skills required for the jobs
available at that time were less frequently being taught

by apprentiseship and mor & often b% institutions. . To -

b

o »

supply this demand for skilled labour ¢two technical
» ¢ . ] .. v
schools were established, by law, in 1907. One was

situated in Quebec City, and the other in Montreal.’

Three years later, the federal government appointed a
Royal Commission on Industrial Tr.'aining * and 'i‘echnical
Education. Despite increased demand for schools of this

. !

nature, it took until 1911 for the two to actually open

- -
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) . , <
their doors. At the time of the openings, these ~two

o
-

‘ schools had twenty full-time professors; ten were

engineers, nine '‘Wwere ar}iﬁans, and the last taught

- S
general culture related cqi}riges. g

©,
"

A quote from a~radio program which occurred a few
years later, stated that:

) v’
within recent years emphasis is being placed\
on the necesity of special training for
artisans. Quebec led Ontario in providing
.modern facilities for technical intruction...
in 1911, Montreal had a technica} school.. -
which for its size, the building and equipment ¢
is -among the finest in either. America or
Europe. 2° '

This was considerable praise for th\t?kﬁnstitution which -* » A
would later have a branch school known as the Ecole de ° :
Meuble. . -

When the report was finally given by the Royal .

L4

Commission on Industrial Training and Technical

Edutation, it was based on ’a. careful scrutiny of the .

state of vocational education .in Canada, "and ‘upon

studies of what was jl-'\appening in this field in the

United States, Great Britian, and parts of Europe.
Recommendations chludeg encouraging the establishment
‘of Fine Arts co]:ieges in urban axeas ov.er a ten year
?ef'!iod, and e'stablishing an annual fund of three million
dollars for them. Over a ten year period, the Dominion
Development fund defrayed many of the costs. of

mairftaining and encouraging vocational education. =
£ N

In 1915, additional interest in teaching weaving

‘
' s
‘ .



and spinning was created when the Cercles des Fermieres

were given a charter. These regional groups -were

14

sanctioned in 1909 by the GQuebec minister of

agriculture, Joseph—Edouard Caron. The "clubs" were

@ . . )
formed on exactly the same basis as the world's  first

P

el

Homemakers Clubs in Ontario. Their main intent was to
offer domestic education apd practical courses in

agriculturally—-related subjects to the women of rural

+

communities and to offset the possible educational
disadvanfages which their ;isolatiqr;_created. Under the
guidence of the qinistry, the first; year saw five g»’oupg
started. By 1975 there were é\ier 70,000 members

belonging to 7935 local circles. ’
- ) .
These groups could request intructors from the

ministry’ o-f agriculture as frequently as they could set

‘their meetings. Amoung the studies offered, weaving,

knitting, and spinning were frequently chosen by the

groups. At the time of their -iriception, the annual fee

<~

was only 25 cents for the monthly conferences,

instructors from the minik..stry, courses, and the library
- »
L

that was available at each group’s location. ==
L]

The early 1920's signaled a new beginning in - the

advancement of crafts education in Guebet.  Expanding

(o3

- < - ’ - ‘e -
leisure time and an increase in (consumerism jointly
created the economic climate;for, —and social interest

in, the fine ari:s. In 1921 the provincial secretary of
\ ) . :
the province, Athanase David, visited France and

LY
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observed their school S;lstem. While he did not return
with glowing Lraise for their state-run schools and
organized secular education, he introduced a bill in the
legislative assembly one year later which c¢reated the
government’'s two Ecoles des Beaux—Arts. The Quebec City
school opened almost immediately and the Montreal school
ohe year after. From the start they b‘oasted a combined
total of 1,500 students.) The principe.als, M. Bsilleul in
Quebec City and M. Fougerat in ﬂontreal were brought
from France to take charge of these schools. 5,

These gentlemen uséd their backgrounds in the fine

&
v art schools of France to dewvelop the Quebec schools.

Their knowledge of the contemporary art scene was also
influential. QGuebec at 1a5t' had immediate links to
European advances, in these two schools. ‘
The first majbr expansion of the schools occurred
in 1927. At this (\ ime the two schools werex) linked
together with four other technical agd commercial
schools and placed under the direction of a group which
included the provincial secretary, the principai of the
- Montreal Fine Arts School, and three mayoré.
Tu;oo years later, the minister of agriculture
instigated another form of expansion. At the bequest of
‘the "Cercles des Fermieres”, the Ecole des Arts
Domestiques was founded. Its first d@rector_ ‘was Oscar

A. Beriau, a man who passionately worked at documenting

..and reviving Quebec crafts. This school was not only

L)
b ’
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formed tosoffer better courses, it also acted as the

co—ordinatimg. office for the regional, and

. ever —expanding, écoles menagéres.

-

M. Beriau almost single—-handedly restored the
Queﬁ'gcois craft of "ceinture fléchée” by locating one of

the last living artisans of this historic craft, Mme.

Napoleon Lord, from Sainte-Marie—-Salomé. She taught ten ‘
of the ipstuctors at the .Etole des Arts Domestiques, who

in turn made the knowledge available to stljldents - from
écoles ménageres acros;‘. the province and to the Cercles des
Fermieres. After her initial term in 1930, ’ﬁme. Lord
continued to tel?ch helv craft, and heiped re-introdu;:e "a
craft which had \W\een i:n danger of beipg ‘lost to QRuebec

culture. \
L] - &
1935 was the year that the provincial secretary,
Athanase David ofice again guided legislation which

Y ‘

created the Ecole du 'Meublé de Montreal. In 1930 the

Ecole was a department in- the Ecole Technique de
N N .

Montregl, but with this newlegislation it was separatad

and put under the directorship of Jean-Marie Gauvreau.
*

Although tke main interest of the Ecole du Meuble

was carpentry, Gauvreau included studies in weaving,
~ . R ‘
tapestry, and ceramics. His decision was a harbinger of

fu‘\:ure aesthetics, but was . based on a Edmposite of

practicality ai:\d artistry. .M. Gauvreau's own background

2

ificluded education in ‘both © @uebec and Edtope and he
. - ]

T o I
sought to synthesize the best qualities found in both
) . ‘ ~ -
N ‘ &

\ .
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L

these influences. His artisti;c knowledge  and critical
A iy bt

abilities were exceptional. Many of his ideals echo the- -
' ' . &

v

i:oncepts forwarded by the Art and Craft movement and the
‘Weimar TBalul'w_\!us manifesto. The ''true ambition of the
school was not onl); to create competent technicians, but
also to give them a solid artistic education. M.
Gauvredu invited many artisans to ' the school to give
conferences, and had the French weaver M. Plasse-Le
.Caisne give a series of study sessions to 'studenq:‘: and
artisans alike.

During the Second World Q\ar, engrgies and interests
;JEI"E diverted from their usual focus. However, in the
post war years, the'governmept and populace of Puebe&
returned to its previous-:endeavours, but with renewed
\fervciaur and seriocusness. After the war, Quebec ‘saw
“itself as an active member in the modern world, and

-~

‘raced to enact changes to keep ~up ' with this

N

newly—discovere‘d sense of identity and cultural growth.

In 1945 the office de PArtisanat et de 13 Petite
Industrie_ was created by‘thé Quebec Ministry of Industry
and Commerce. It had been proposed by'the Cercles des

x

Fermieres in order to” co—ordinate the efforts ., of

Quebec’s grtisans. With .'Iean—Mm:ie Gauvreau as its
firsé director, its .mandate wans to gain inf?rnma“tion
concerning the state of artiséhry in Qqebec, to educate
the public, to help aftists and artisans progress in

w

their work, and assist them in develop?‘{“ their - .
: ’
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‘Provincial Secretary. All edacation from the section of'

¢ 0 18

N '

livelihood based on their chosen field of expertise.

A rhange was made in government during 1946, when

responsibility for professional ' and specialized

education was removed from the depargment. of the
/

specialized educatioﬂn was put uncj}er the guidance of the

newly—formed Ministry of Youth and Social Welfare.

T

Professional educdtion was divided among %’ Hinistfy of
Youth, tbé Department of Public Instruction, the

Ministry of Agricul}:ure, and a few other F/elated

ministries. o

R

1t was in the mid-1940's that . Quebeg’s handicraft

culture, including weaving and tapes.try, begaQ to - make

-

astounding advances. To the late 1970's, they were, to
grow from a traditional craft into the contemporary; art
seen today. During .this decade, industrialization which

had been fine—tuned for the war effort turned back to

- f

"4
its prior endeavours. Artistic design was re—introduced

at the industrial level, again from the influence of the
Bauhaus school. Aesthetically;designed - iteéms were -
proposed for mass production. Availability of these 14
articles“ er';iouraged aesthetic choii:es, and the arts-
became a bit more accessible. \

In 1946 the Ecole du Meuble had /fz;rf registered

st.udenfs, while the two Ecoles ~des Beaux—Arts® had a
B ¢

$
)

combined total of 915 ‘attending their classes. 2 The

public was also befgming much more awgre 6f - the. value of

- 0 - N




.

‘to tea;:h this techniqi.ne, bringing with him

19

et — e

handicrafts and "were no lohger buying because of

‘snobber‘y, but beceuse they were beginning to learn to

4

‘appreciate the beauty of handmade articles.” ==

A
v

. . ® '
In 1948 a. group of six women decided to work
togéther in a Montreal studio, becoming the Montreal
Potters Club unpder .the leadership of Eileen Reid. Over

the yéars_. the clubs membershipl gradually increased anhnd

they diversified their interests to include the textile

arts. Thirty years later this collective association

became Montreal’s Visual Arte Center.

Also in 1948, ,(the secretary of the province

.established -a- system of prizes and scholarships for

these handicrafts, with a total zf $2,000 being allotted

for the awards. The system funftioned on the basis of

rotation with the decorative arts given equal status

 with painting and sculpturk. BC 1950, the money for

this' program had doubled to %4,000.

The Ecole des Beaux Arts opened a new’ tapestry

Iy ]

_'studio in 1349 and the first head of this new section

was Jean Bastien. He came to the post immediately upon

~ -

returning to GQuebec nfrbm France where he'd been studying

’
l & )

the Gobelin technique of tapestry. Once back, he beéan‘

é N -

first—-hand

experiences of thé modernizations’ beginning in Europe in
A -

this field. =~ | < - ‘

A fire in 1941 at the Ecole dus Meuble was' to

seriously affect i 'peration' and eventually signaled
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¢

the end of the school. From that time on, :clt-:tsses were
gradually transferred - to the Institute des Arts
"J Appliquc—.:s. By 1238, the enti;’e program had ' been taken
3ver b;l th‘e Institute. "They Cthe Instifqte) ‘supplied a

. ‘ 5

. general progr'am using the first two years from the Ecc;le
des Beaux Arts, with a sg@cializingNye.’ar in the ;pplied
* arts., =® |
‘ Within the next .few years, the program  had’

developed into four years of study; the first two years

of geperal study andtthe last two of ‘intensive study in
i Y ' ~/
a chpser\field.

€3 i
The Institute deé/EArts Appliques lasted for ten’
- years until 1968. At that time the textile _courses,

which it had inherited from the Ecole du Meubie, were

-

' given to the r:lewly created CEGEP du Vieux—-Montreal. As

part of the innovative CEGEP system in Quebec, it fell

D L4

under the jurisdiction of the Service’ de 1'Aide a 1la

“Jeunesse, and the Honorable .Paul Sauvé.

k¢
-

The 1960°s wer_é the most exhilarating years in the

development of the textilearts. Traditional' materials
and techniques gave way tcr-" ‘{aggressively—inpovative‘

- . styles. The textile arts gathere;‘i increasihg —popular
. . . . . . T . g .
interest along with headlines. This did not go

v .

. unnoticed by:the community of educational institutions.
. A serids of CEGEP openings between 1968 ' and 1973
signaled a new. ~'educa;tionai structure for artists ig

Q’qebé‘c.a In 196?, the Université de -_ Quebec, A Trois .
’ . . ‘
« B . Vn ’
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Rivieres became 'the first to offer courses in tapestry.
In the same year the Université de Quebec & Montreal beg::-m‘

. 7 ‘ its first courses named Metiers dArt and Couleur /

Yo, \

Textile. t ", s ‘ t

The Ecole des Beaux Arts was integrated into Laval- :

. University’s programs ‘as their Visual Arts School in ,
. " . ' . \\
1970. The following year saw the old Potters Club

re—emerge as the Visual Arts Center. Along with a new

. . hame, the Center had a new interest "and orientation *

towards textiles. In 1973, the Université de Quebec ‘A

<
-~

Chicoutimi began offering textile courses.

After a short breaP in the flurry of activity, the .
fn'st Biennale de la Tapisserie Quebeccuse took place in w0

1979 in Montreal's 'Museum of Contemporary ért. A-

7

4

pioneer in Quebec weaving, Lucien Desmarais, was the
’ A /
president of this first show. :

Nhﬂe the show was not really an h1stor1c landmark

N - in the teaching Mextxle arts or weavmg 'in Quebec, it

LY

is still noteworthy because it served as a landmark
. . L
' showcase for the display of the talents of contemporary

a_rtists who had gone 'through Quebec’s art school system.

-

,The'm(ost recent achievement in this historical line
was the 1985 creation .of the. Bachelor of 'Finé  Arts,
Major in Fibers, now offered ai'Cogc‘qrdia University in

Montreal. This three y'ear program forms the nucleus of . -
g N

F:.ber Study at the school wh1ch originally _'began ‘as a

- ’

smgle coutrse optxon in 1974. . T - - f e
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With few exceptiohs, - not ab1y~ the Concordia
. . . ot )
, progr ;mme . and a ¢ newly—develof:ed perfectionnement

programme at the Centre des Arts«Visuels,” there  seems

. . to have been a 1lull in the educational . developments. in,

t?e field of’ the ‘textile arts during the 1980's. Many
- - - ' +

+

of the brogrammes which had already been in existance

v
d *

prior to this -time ‘are either in recession, or a period

.of re~-structurization. Others are“ simply no longer

‘ I . . .

- offared. It remajns to be seen Lhether.or not the most

L)
. Ty . - . s :
recent additions to this histor will flourish and
: .- e
foster the enthusiasm seen in previpus decades. T
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Histories of the Evolutions o'f “Yen Individual ggggm
Contributing to tHe Teachmg of Iegnlg and Weavipng jn.

Quebec Since __m

H

In this section, individual histories of schools

previously introduced will be studied. These histories
' & - p - L)
will be presented in_succession, from eachwschool's year

of establishment.to their most recent academic year.'

The order of presentation is based ,on the year of each

sch;:rol's establishment: the oldest fi{'st, the youngest

:

last.

The Canadian Handicrafts Guild

~ ~

A

t‘ ¥
/ The Canadian Handicrafts Guild, also known as La

Guilde Arstisanale Canadienne, was given its official

'y -

charter in 1906‘2. The group of Montreal women who

i

created the ~ guild were originally members of the
Montreal Women's Art Association, but in 1902 found that

their interests 'lay. beyond the .activitigg of that

Association. © i

The guild’s aim was to exhibit, sell, and collect
. * . 3 : .
high quality craft work. They also began to distribute

infor‘yation to centers and individuals across Canada so
: ‘ A
that others could grow with them. Soon they were -
o Py ' .
arranging demonstrations. in the crafts which they

a:«c}'ni.l::it:eci.r~ As ;the guild expanded they were Kable to
4 .

Ll /

-

A



offer their first classes in 1921 Toows

LIC T - .

These early classes were offergd fivev' didys a week,

after school, in various communities around Montreal to

8

school children. A head  teacher was hiréd to lead the

k4

. classes, and she reported to the technical comhittee of

© the guild.’ .Later, ~*a'n_!educa:tional committee was formed

4 . !

' to handle t:l"i:e s_u!:ervision of the classes. B
As thes guild gxpande?j, so did the ciasses. By
11930,.Tthe\re_werg “four 'teachers, ‘a ladies’ morning class,
and ever;{.more ghildren’s classes. With this encouraging

level of interest, the guild decided to open a "Weawing

- Schoeol". |, -

X

The school was located at 415 Victoria Avenue in
Westmount, Quebec, and offically opened in October 1932.

Mrs. Bang was the principal and head teacher - and Miss

-‘Buelow was her assistant. While Mrs. Bang was already

—

an accomplished weaver at the time of her appointliiem;,

the guild funded a three—month trip to study in Norwa

prior to'the school’s opening. -

Y Norway's School of bjeaving, she took a teacher’s

course, and visited museums guilds. Upon her

.

vreturn, seven new Norwggian

[N

equip the school for its first session. For .,a fee of
$45.00, students followed a three—-month course in- which

lessons were given four days a week, from 9:30 am. to

1:00 pm.. > T~ » A
Five students made ug the .dnitial registration and

k!

2

%4

o

ldqms were  purchased to

‘-
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after completing the course, four opted to qbntinqa at a

more advanced ievel. The guild also a}ranged fc;r Mrs.
Bang, to give' a course at the MacKay Institute for the
Deaf and Dumb. 27 » In the guilds annual report for
1933, it was noted that:

»
The weaving class established by the Canadian
" Handicrafts Guild at the MacKay Institution
has been a decided success. It was attended
by six pupils for eight months of the year and
seven pupils for four...it is a pleasure to
announce that all the pupils seem t take
great interest in their work and most oNhem
have done extraordinarily well. The range\_of
work taught -covers practically -all - lines:
scarves and ' bags, bahby blankets, luncheon
sets, tweeds, curtains, linings, embroidery
weaving, tapestry and picture weaving. =2®

During that same year, the heaving School was

attended by 24 stuqénté and was moved from its Victoria .

Avenue location to the guild’s. headquarters on Peel”

Street. The school 'took up the entire upper floor and

I

had room for at least 12 students to work at any time.

Despite the positive outlook the school had for the

“

future, Mrs. Bang wrote in 1934 that:

It is a fact that the school now, for the
larger part, is frequented by sacially .
'weu—to—do people, who take up weaving as a
pastzme and out of interest for the craft.
However commendable this might be in itself,

it is hardly in line with the spirit with
which the schdol was started: to encourage the
handicraft and thereby creating new sources of
income. Hardly one out of five pupils will ¢
ever do any work for sale. The fees, although '
lower than is good for the economy of the
school, keep the poorer class of people , from )
attenchn!g the courses. ** , ’ )

After 1934, there is no further mention of either

e S

the courses fau’ght at ' the MacKay Institu’tq, nor the

w
-

25"



: : - T - ) - 26
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" Weaving School in any of the annu.:l reports of the guild ’
' .-\rlstill available. Questions directed recently to the .
'guild failed to turn up any additional information on

R . ' ’ 5
‘the Weaving School. The only postscript which can be T

added at-—this time is. that in 1967 the Canadian

- Handicraft Guild became the Canadian Guild o} Crafts
¢ Quebec. - ) . s
( -~
Yy - . e
, ¢ ‘
\
)
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Cercles des Fermieres du Quebec

Sanctioned in 1909 by RQuebec’s Minister <of

Agriculture, Joseph—Edouard Caron, the Cercles des

Fermieres were bui}t out, of the Homemaker's Club 'of
Ontario. These Ontario ’anglophone farmer's groups were

originally begun in 1897 and were the first of their

kind in the world. The regional RQuebec groug® quickly

., gained their own sense of identity and purpose, and by

P/
N -
w1915, were given their own charter.

~ The purpose of these_ groups: was to act as a balance

against the isolation of rural life for, farming \Jomen;

to offer education geared specifically to their needs,

to upgrade the possible standards of all facets of rural

!

life, and to give the farming womerv an intensified sense

of self-esteem and 'pride, along with, new abilities. The

¢

Ministry of Agriculture of Ruebec wés their liason, but
the groups were self-administered with an elected head
council. .Their first director was Alphonse Desilets. -

¥
' . Alphonse Desilets d4nd .George Bouchard were the
. N \

founders of the first official Cercle des Fermieres, . in

¢ Chicoutimi. While Desiiets ac;:gd as Director until his
replacement in 1929'by Anne-‘-!ﬂarie Vaillancourt, it was D
: 7
Bouchard who fifs't championed the c'ai.l'se{ of regional , A
education imthe traditional crafts. The Cercles could

; request courses and qualified.ﬂ_instructors from the - ¢

,‘ . .
Mirzistry of Agriculture as often as they could arrange a

o, e o.

- - P
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suitable meeting time, at no cost to the individual
Cefcle. Small libraries were also set up for their use..
The anmnual fee, in 1915, was 25 cents. @0

The first year saw the start of only five: groups,
with a total membership of 240 people. By 1919, the
number of groups had jumped to 34, with 2,400 members.
Those numbers grew again in 1922 to 43. Cercles amd 6,550
members. Qf that enrollment, 75%Z were farming famil.lies.
I;Jithin those families, 2,659 had sheep, 1,250 grew flax
and 3,275 were spinners a}nd/or weavers.,

* .The courses which the Cercles could request -
included spinning, weaving, ceinture fléchée and knittind.
Thw weaving .courses'were seven full daysh in dgration.
The fact t‘h:\at these farming \women would agree to leave
their home for this ammount of time attests to the.
serious interest they had in their' studies. 3=

To furtl';er encourage the practical application of
these newly—discovered skilis, the Cercles took part 1in
exhibitions and contest?. The first time they did ‘was in

1920, at the Provincial Exhibition.

4

Interest in the Cercles grew, and in their 1933-34
< " e
report, they totalled 8,877 members. Within that “

membership, 4,939 were wtj.-avers and 5,379 were
‘ LS

Ed
e T

K”éndspinngrs. 3* Their style of: practical co—operative
education i;lourished.' Nheré specialists and specialized

schools were not available, the members act;g as their
own researchers, not only within their own Cercle, but

“ -



from branch to branch. By 1943, the Ministry reported
that they had organized 182 courses in weaving, spinning
and crocheting, which, héd lasted 15 days each.
Frequently, individuals who did notA already have looms
would pool their resources to obtain equipment for the
benefit of the entire Cercle. There are many other
instances of indiviciual members donating their t:;wn
equipment to the Cercle, and then teaching all members
the skills needed for its use.

The classes held by the Cercles were practical\ in
nature, and ever popular. After their first fifty years,
there were 741 individual groups, with a combined

membership of 41,175. This number was still to grow. Ten

years later, the membership had nearly doubled that-

number. If nothing else, this gives proof of the

strength of this association and the

importance of its methods and interests.

29
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L’Ecole des Beaux-Arts a GQuebec

.
v

Operated under tl:)E auspices of ’ dueb?(:'s Ministry of
Youth, the Fine Arts School of Quebe_; hac‘ a relatively
long‘history. Located in Ruebec City, it was opened in
1921. A year later‘, its sister school in Montreal was
. qopened. However, of these two, it was the Quebec school
which became known  for gts tapestry studio.
The school offered a fpur-year p\jogl"am of studies
which gave both a broad cultural background in the Fine
Arts and the nec;.sssary technical knowledge for practice \ i}
in a special field. ®* To apply for admission, students.
had to be at least age 17 and have receivgd a grade
eleven certificate. If they passed an &[\try examination,
they would I::e admitted to thé brogratﬁ. Instruction was r
{ree:“’but stud;nts had to _}:iay for their‘own materials, a
:."egistraticm fee and a ;tt_xdent associa’tion charge. ~
s ' 3

[y

.+ Bursaries were avail.able to hélp some students defray
fhesle costs. ‘« ! a H \
The courses in tapestry were ' initiated "B’y Jean
Bastien in 1949. He was given the responsibility for
this section immediately upon his rett.;rn to Quebec from
France, whére he h;&"’ belen studying Gobelin“ tapestry
techniques. He ~returned’ with new insights‘ into the
. artistic’ possibilii:ies' of contemporary "tapestﬁs, “and *
the plans for é " Gobelin— tylé . tapestr); loom. The
school's first loom was built unden;' his guidance. | -

/’ -
!
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option in their second year of visual arts studies, and o

3

Bastien was succeeded in 1954 by Jeanne-dPArc
Corri'veau, one of his former students,./ She led the
tapestry studio wuntil 1970. As Bastien's student,

Corriveau also worked with the Gobelin technique of

-
> v

vertical warp looms. Many of Quebec’s most noteworthy
coi\'ntemporar_.y tapestry artists studied with her.
The tapegtry studio was most active between 1965 .

v

and 1970. Students could take. the initial course as an

could choose to continue in this for the last t‘wo years v
of the diploma ‘program. In the first year of the opffion,
the students studied \the techniques uéec; in tapestry,
and daring the second year prdgressad \to projects ::)f
their ‘own creation. Students from all years worked :
together in the same étudio. The time officially
allotteg:i for these studies was twice weekly a three
hours per class, but most students required mo “time.

By 1970 the school’s name was changed to Ecol.e des
Arts Visuelles, and it was' placed under the jurisdiction

\ : .

of Laval University. Michele Bernatchez succeeded Jean
#Arc Corriveau as the t,ape‘stry instructor at this time.
After ifs relocation, the tapestry studio lasted . for
only five years. Stuc’ents were not’ encouraged to follow \
this study; it was not considered an apprqpriafe part of 7

the traditional fine arts orientation of the new school.
Tapestry was gradually ) LPhased out, and_ the studio was

- e é’
officially closed in 1975. - )



I’Ecole du Meuble

r Originglly created in 1930 as a department within
5 ‘ ,
the Ecole Technique de Montreal, the Ecole du Meuble

became a separate school in 1935. ° Jean—Marie Gauvreau

was its director, and it was under the guidance of the

«

Quepec Ministry of Youth. The goal 7of the school was to
teach skills - in the applied arts. This included:
cabinet ‘making, . wood carving, interior\ decoration,
upholstery, wood finislﬁng, ceramics and weaving.

Gauvreau’s influence on the school was key to its-

- special attit‘ude. It encouraged awareness 6f " aesthetic
interrelationships between the discipfines which it

offered, and stressed the values of both crif}t{;:ship

o . a M

and. creativity. This became a model for many schools to

&

follow. .

~

The language of kinst'ruction "at the school was
French, and th_é staff consisted of 45 full-time,. and .3
p.art—time, instructors. - Approximately 575 students were .

)

N registered‘\ each year. These students were offered
~ + courses during the day, or special courses in ‘the (day
. and ev‘eniry. Tuition was charged, along with a student
fee. However, over tw_em:y~ schcrlarships and bdrsaries
were ayarded each year to qualifying students.’ An
.annual exhibit, of ;tudent work was held, and the public
‘ was invited' to- attend. o= ‘ 0

The:Ecole du Meuble had a three-year’ course in .

*
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weaving. Entrance requirement for the weaving Pyogram

was a secondary school diploma, or a family institu‘tn
. : .

‘certificate.

_ This course includes mot only the techniques
of weaving but also the appropriate artistic
training.” @& It included, instruction in,
design, composition and decoration, as well as
research and pract:.cal work in a well—eqmpped

: studio. ®7

Gauvreau proved to be an excellent director. and
wer;t on fo hold other important posts in aid of Q(uebec
crafts. He wa;.-:.o educated ‘at I’Ecole ?bchnique . de
NOntreal,‘l'U'niversite de*Montreal, and l'Eco'l'e -Boulle
de Paris, .and succeeded in integrai,jing the best
qualities of the traditional Freénch schools with the
" more modern Quebec. This' involved an understanding of
the interrelationships bet.:ween differént fields of
an:tisanry and their common inta;rests,' “a -res@ect for
tl;adition, and an appreciation 'of‘ contempsora;ry design'
and innovation. 'l‘lany artists and -art‘:isan,s consider
Gauvreau to have been the '1eéding figure m ﬁuebec
- ’ ‘ [‘,

’ .

His written works are considerable in rnumber, *and

artisanryhfor this period.

‘he also found time to teach: at the Ecole du Meuble, at

- ¢

JUniversité de Montreal as an assistant professor, at

7

33

I"Université de Laval where hﬁaught the history of  the

decorative arts, and at a few domestic science schodls.

As a member of the Royal Society of Canada from 19:4'2, he

received their 1955 Medaille Pierre Chauvreau, in
1 » , - P o ;

recognition for his work. -

1,

I
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The major setback suffered by the Ecolée du Meuble,

came in 1941, when a fire destroyed sections \of thé

school’s- building. Despite this, Gauyreau kept working

-

on the weaving program, and in~ 1947 arranged for the

French master weaver and tapestry artist Plasse LeCaisne

-

to give some instruction at the school. Under
LeCaisne's leadership the students were urged to ' seek
creativity in each -piece of work. = ~

“, 4

The weaving program never recovered from the fire

.in 1941, ‘and was later transferred to the Institute des

Arts Appliques. By 1958, the Instigute had taken over

Ty

all the courses, apprenticeships and diplomas previously:

offered by the Ecole du Meuble. In that same year, the

Ecole du Meuble was officially closed.

-



o

_ . years at the Ecole du Meuble before teachiﬁ for two

. - 33
Cegep Vieux-Montreal

N s . . A -

Dpened in 1968, the Cegep Vieux—Montreal took over

=3

the textile courses whxch had been offered by‘ the

Con L

Ingtitute des Arts Apphques unt11 its closure that same
yea( The courses ngen at the Cegep have not changed
rad1ca11y from that time to today. A survey-style

J
introductory course, and an advanced exploratw‘\ ,@urse

form the ‘program. !

\‘ ~
Oof the three teachers who ongmally taught we.avmg’
and tapesj:ry at %he Cegep, Louise QRuenneville, ‘Jeanne

Dansereau and Marie—Paule Morin, ‘only the latter remains

(as of 1987). Marie-Paule Morin taught weaving for two

-

years at the Institute des Arts . Appliques. This was

prior to ‘continuing her -teaching at the HCegep'

Vieux-Montreal. ‘; At "‘othej' times, she * offered

N . —
v, multiple-harness \,weaving courses at her boutique and

T Py

’ studio in Ste. Jovite, Quebec. .

-
A

With her expertise, the Cegep Vieux—Montreal became

‘ éhe first s;:hool in Quebec to cover some of the most

intricate rhuitiple—harness weavihg téchn{ques with
s.tt.;der';fs. Fl;om\ its_inception, to 1978, thé’ introdfictot)f

class flourished as a core j‘.‘ourée, ,in "fhe visual arts
division. Duri‘ng this period, it was common tc; have

twenty -c'n' tl"n'rty, students in one class. The heavy -
registration 'ftnar. the course made it difficult for

. A\

-
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students to cover .ir;){thir:rg more than the most basic
‘studies. The over*crf:wdi‘.dg problem continued in the
optional advanced ‘course,‘ wheredstudents were expected
to follow their own specific' a?ea of interest in
personal research, gui.ded by the instructor.

Rather than setting a formal course f‘ormat, M;ne.

Morin has auowed each individ;.nal sessfon of the course

to be modified according to. the intérests of " the

“students. The historical" research is predbminantly

.basqd on contemporary\ work. . Some ancient examples are

st(.ndiecj as a background Ao the weaving and tapestry work
. . ny i ,

done by the students.

In 1974, the school introduced a  visiting
( t'ist-_-in—residence program. However, since that time
* N ‘\ 1 - -
the enrollment has decreased significantly, ‘and the

program has not expanded further. Instead, éll. energies

have been put into maintaining the existing program.

~
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Centre des Arts Visuels

Textiles were first inéorpora'ted( as part of }the
prograﬁ at t‘he Centre &es Arte JVi,suels in 1969‘). At Khat
_time, magra;ne and cre;tive embroidery were offered to
adults. By 1972, a tapestry course was off'ered with
Anna Peterdgon and Elsleda Russell. The Center ‘began “to
ex\pand and develop in sc::-pe in 1971, when they received
their siglf-—improvement permif from the Minister of
é&ucétion‘. Later in 1973, public and private | funds
‘enabled them to purchase a four-fstory building :for , the
school. This sﬁace allowed for the construction of ‘ a
gallery, boutique, library, six studios and office

—
areas.
k : By 19I74, la‘ threg year 'prbgram was made avgiizaié,

with ‘an pptibn for students to specialize in textiles,

1 . i o

ceramics ., or drawing/painting. The three-year
attestation program consiéi;e? of .ten specific‘s coursgé,
including design, art hisfpry and marketing. If a
\student wished  to dg_ so, a fourth year couid b; added
~after the attestation program- was ‘completed. This
fourth year ‘would give the students  time to furéher
e;(plor‘e their spe'c:ialtyv uncje} the guidance af the
teachers, and to complete a maj’or project.

| Of the three original courses offered in fextiles,

tapestr)", macrame and creative embroidery, the last two

were the most popular at that timg. With the expansion

4
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of. the textile program, batik, quilting, silkscreen. \‘argnd

other printing techniques on fabric, dye - chemistry and \

v

‘ fibre structures were added. The course referred to as

fibre str‘uctures covered information on'“weavihg with a
four—harness floor loom, tapestry on both floor and
upright looms, some spinning and felting. It proved to

be the most popular course offered at the Center.

1

The establisheﬂ progr amme ontinued from /i-ts
initiation in the mid 1970's virtually unchanged, until
its ' major re—struc\turing in 1985. | Losses in®

registration and .a cutback in the availability - of

government grants. prompted this eventual change.

v -
However, not all support was withdrawn. . Private and

public financing helpgd the, Center maintain the

-

programmes in progress.
Regine Mainberger, the director of the textile
dep{ar‘tment had been with the Center ‘for eight years

prior to_ this time and orchestrated the grpwtl'; of the

~

N
original textile programme, ‘and its subsequent

rebuilding. Due to her‘»commitmeni:,; the programme was
given a totally new direction.

. By 1985, the school was able to purthase ‘six Apple

L]

' e co’_mput_ors, after support for the 'project was

v

obtained from the Ministry of Education.. It was the

intent of the school to break néw ground in the field of

" textile gducation; using the cémputor as a main tool.

’
14

At this time, the registration for the fiber courses

)
] -

o«
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% °
aver;ged 10-12 students- pér ~course, for a total of
approximately 200 students each calendar ye?:. .

With high hopes, the L":eni:ér announced in its
1985-86 official press release that, "in 1985 a new
dimension is a‘dded to the Center’s mandate - to become
the Center of perfectionnement, recherche, diffusion et
innovation in textile construction”. 2* h *

The inclusion of ‘computors in the program has

} .

enabled the Center to open up a new area for study,

which still continues "the design-based

educat iona}

philosophy " which, has always been the orientation of the

Center’s ‘programmes.

As the pioneer in Quebec in this endeavor,

\'Centerf)uill be using the Apple Ile computors in

the

conjunction with AVL computor—compatible looms. The

level of instruction has been geared .toward

professional or serious amateur.

vooe

~

This is a distinct )

change from other earlier programmes in the province,

. the.

39

where the orientation was based more towards amateur

of studies.

-

>

self -improvement, or played part in a {ine arts milieu

The Center’s own assessment of the preéent state of

T

its progressive programme of textile studies is that,

"...Given the overall situation, it appears that
in making textiles its first and foremost
vocation, the Center des Arts Visuels is - taking
the right-course, not only in ensuring its own
survival but also in contributing to the
advancement of the metiers d"art in Quebec.,” =°

®»

-
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Université de Quebec A Trois—-Rivieres

\ ° ’ I
In the beginning of the' 1960's, tapest?y \artists

developed a new attitude to their work. They saw an

-

option for creative self-expression in’ their ' medium.
Instead of being a paintimg done in wool, tapestry was
explored for its own inherent qualities. The limits of
- its lingar structure were explored, colour ‘c:onl_lldh be
either bold or subtle, the tactile nature of the fibre

was investigated. As well, traditional and

”’

non—traditional materials were combined with traditional
and non—traditional techniques.

-- ‘ Internationally, the ‘textile art, or . fiberart

c " movement was developing and Kbreaking away ’ from

traditiomnal techniques. New public and artistic
interest grew with this movement. In respons'e to this,
the Université de Quebec & Trois—Rivieres initiated its

first courses in tapestry in 1969.

The first courses offered were based on  the

. techniqueé of the Gobelin-style, verticalwutapestry loom.

Relatively traditional in content, the main intent of

.

the courses were to foster a technical competence with
the time-honoured materials of tapestry weaving. ' ©

4

However, the advances made within that past decade in

the field of tapestry weaving were starting to show the

x way for a more comtemporary curriculum. Monique Mercier

and Luee Boutin were teacpez's at this early stage; both
) . \
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went "on to heip develop the Montreal Biennale de

-

Tapisserie. The predominant guiding spirit in these

?’rst Yyears was Pierre Daquin. He came to the ~—
university from France where he spegctialized in Gobelin
tapestry. He fostered an innovative, pioneering‘ spirit

in his students. ’ i

The first year of the tapestry program, six

Y
students were registered for courses. After that

introductory year, the registration enlarged to
A .

" approximately fifteen in 1?70, and continued at that
- -
level until 1976. By -1977 the registration for the

tapéstr)} courses jumped to g\irty students. This higher

regii—st;'ation was maintained until 1981,'when the number
of .students enrolled dropped back to its previous fyearly

'registr,ation level of fifteen students.

s

Iq 1977 the teaching responsibilities were ' handed o
over to Marie Frechette. A native .@Quebec artist, who
had studied in I:;oth GQuebec and Europe, she updated the
curriculum for th‘e tapestrz' program, taking into
-consideration all the contemporary developments in the

. in*l;ernational ar‘lg scene. ) . .
The tapestry programl forms parth of the Bachelor of
Fine Arts \ degree requirements at the- ' uni\Krerij.ity.
Originally, students could register for seven courses in’
. the ta:pestry section, as part of theix studio options.

A

Tapestry I and II,Batik, and a series of four advanced .
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© tutorial courses made up the set of seven courses

available. "This structure lasted until 1973, when the

courses were cut back to two; Tapestry I and IL
These two courses continued to be offered to the

students in the program, but in 1981 <the content was

altered, so that papermaking and felting were included.
T
The bridge was made from tapestry courées, to art

~

textiles. By 1983, students had ceased to work _on

vertical tapestry looms, although three remained in = the

studio.
Artistic concepts became increasingly important,
and the use of varied materials and techniques took

precédghce in the courses. The aesthetic expioration of

N

the material of fibre, and the applications of
techniques was encouréged through experiments in design,
form, and the process of creation. Students were

prompted to explore these possibilities on ‘an individual

n—

basis, following their o;m drtistic judgement. In 1985,

the tapestry courses were béing described as follows in

the university calendar:

Arpl010 Tapisserie I: *

Developpement de la creativite. Developpement

dune discipline intuitive et rationnelle de

structuration de 'espace . bidimensionnel.
Apprentissage des possibilites et des hmtes “

d'u‘\ materiau: les Fibres.

_Etude comparee de’ la tapisserie classxque ‘et

moderne. Connaissance des materiaux (fibres

naturelles et synthetiques) et de leur

utilisation selon les procedes techniques de

la tapissetie (haut—-lisse, ~ canevas,

experiences textiles). Conception de cartons

de iaplssene et realisation.” =2
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Tapestry II is described in the same manner as
Tapestry I, the‘\indication being that the studies would.
be on a more ad\(anced level, with more freedom of
direction being left to the student. The final
metamorphosis to the Art Textile courses. cn;;\rently being
offered officially toqk place as of Fall 1986. Tapestry
I and II gave;away‘to Art Textile I and IL

These courses stress the ‘cultivation of the
student's artistic conceptualization. . Experimentation
is encouragedg and later this leads ¢to individualized .
analysis of techniques. Students build their technical

abilities upon their artistic investigations of project

topics, which involve innovations from c%ntemporary and

ancient tapestries.

.
’



2

«

Université de Quebec a Montreal
. f -

The Université de Quebec a Montreal began offering

-

its textile and weaving courses in 1969. The -origingl
courses, Meétiers d’Art, and Couleur Textile, are still

offeréd today, although they have been modified over the
[}
intervening years. Included as options .under the Visual
: N

Arts division at the Bachelor level, they are ravailable

~

to‘education and creative arts students.
)

From 1969 to 1980, the Metiers d'Art course’ needed

two classes each session to keep up with the stdjdent

M
‘enrollment. . Since 1980, it has wrequired onlyfone class

&

+ P
forfeach session, which lasts two semesters. At six
credits per session, this course gives a basic’

introdp‘.“x%ctory survey of crafts. Ceramics, ' enamelling,
} ° N

(X3 ~

batik and weaving are all cover ed equally in this

°

course. Prior to 1980, there usually were twenty-five

v

students enrolledeach session. As of 1986, the ~éwe'\rag'e
registration has been eighteen students.

The other original. course,‘c'cmleuti‘ Textile, is alsg
1 SE
-
a six—credit course fellowed for two semesters. From

¢

1969 to 1981, it consisted of studies in batik (’and

weaving. After 1981, the course content was altered to°
|
4
include textile serxgraph_y, painting on textiles, and

embroidery. This course had a regular registration of

eight students per session until 1983. S’mce then, the:
-

reglstration has grown to an average-of twenty students

‘
u
o
Lok o
s
® :
- “f « :
. .
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each session. -
Under the guidance of Jthe textile studies professor

at UuUgRaM, rlichelin_e Couture-Calve, a new course was

Y

offered for the first time during the autumn 1985
7
semester: an independent advanced studies course. This
. 4
is a studio course in textile creation, where students

work under the guidance of .a professor, but 7n

-

techniques and materials of their own choosing. Tﬁ/E

¥

L]
classes are offered as three-credit courses during the
fall and winter semesters. Since 1985, -seven students
have registered each semester for this study session.

The stress is on the develbpment of * the student's

sense of art in their wc‘:rl;, rather than focusinm
s 4

technical maétery. ** For the future, URAM hopes to

develop a separate option in textile arts, ds a division
o .

of the :Bachelora of Fine Arts program. The' presént aim

is to-install two new courses, worth ighteen credits

v

. . . €
each: an "acjvanced creative studio .session and an
. o
ures, -
. <
textile dyeing and printingk.w However, the actual

introductory studio session including fibre’' struct

outcome ‘of these ‘corses remains to be seen.

45
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Université de Quebec a Chicoutimi—

Marcel Marois was the first tedcher in
fibre-oriented courses at the universi‘bas. He taught the'
first tapestfry course in 1971, which Hlater expanded tc; -

ecome Tapestry 1, II and ?[II. As the  courses
multyplied, so d'id the list of teaching personnel. It' -
included Michele Heon, Marcel Marois, Diane Landry and -
-Moisette Boicher.

Operating within the Faculty -of Fine Arts as a

. studio gption, tapestry was available at first ‘only to

‘students of the Visual Arts Certificate program. By

1977, the Bachelor of Fine Arts, Visual Arts major was .
- C 0
adopted, and the tapestry courses were made available

élséq to these students. A final expansion saw the
creation of the bachelor level Art Education program, in
which the tapestry <¢ourses again, were included as

options. - !

Concurrent with thk development and expansion of N

A

the tapestry courses, a w course was added to the list

1 A
of options; Textiles and Fibres. At its peak ‘in  the ‘
1982-1983 session, this three—credit, one—semester

-

‘course g;ve students the chance to explore contemporary
‘textiles and fibre arts, while also studying their
relationships to traditional and regional - textiles,

including Quebecois works.'

~, ) , LY

In Tapestry I a brief history of tapestry and its
’ » v *

\ 0 t

»
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- evolut‘:ign*was given, and the students were introduced to

AN

some basic té‘chniques.r For Tapestryu I, the students.
pfégressed in the study of Gobelin tapestry,
comtemporary tapestries and some weaving techniques.
& inally,.‘in the last of the three courses, the students
were encouraged to.follow individual interests unde'rl the’
guidance of "the professor.

' On average, registration for these four courses was

sixteen to eighteen students, per class. Extra study

»

oppor‘;unities were also provided by the university. In.
1980 a studio zession was arranged with Polish textile .

artist Magtalena Abacarowicz. During the summers of

-

1981 and 1982, sessions were set up with Micheline

Beauchemin of Quebec armd French textile artist Daniel’

Graffin, respectively. .

.

De;ﬁite this act vity, a recent restructurinlg “of
the fine arts progra:\s :cut  the tape'_i:»try courses in
favour of more mixed \media Japproaches to studioﬂ ‘work.
The Textiles and Fibre cou;ses, now renamed Fibres, is a
thr.ee-credit :ap'i:ion still available ::o Art Education and
Studio students. For the Fibres course,  students .
explore .some basic fibre techniques, at the F.tart of the
's.iasc.--.ion,L and laten: progress A to self-directed projects

under the guidance:of the professor.

At this time, Fibres is the only class available in
fibre-oriented study at UBAC. It would api:eaf to be the

only course which will be available for some time to’

)
- 4 » ™~
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come, as stated by Alex Magrini, Director of the Fine
n -

Arts department. In his opinion, the current program of

studies will be kept without change for at- least the
e A my -
next six years. *® |
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Concordia University ‘ >

»

\

This university was formed from the merger of the

'

former SirGEarrge~Ni11iams University and Loyola College

¥ ®

in 1974, It is the Sir George Williams campus which

[

~currently houses the Visual Arts building where the
department of Sculpture, Ceramics and Fibres is located.
From ite' ' beginnings, Concordia joffered textile

studies¥in the form of a six-credit crafts course of two

4

semesters duration. Art C432 was listeﬁ under {:he Art
Education' department and formed.part of the core courses
required for the Bachelor of Fine Arts, Art Education

major degree. It was ?n intrpductdry level course which

-

JLcovered such craft areas as textiles, ceramics,

i
2 L4 .

leathercraft and metal work. .

* A visiting artists program was also given an early

start at Concdrdia. As of 1987, it continues to be part

’

of the activities in the Faculty of Fine Arts. Students
enrolled in Concordia’s fibre courses have' énjoyed many
opportunities to meet and learn from respected artiéts,

such as Mariette Rousseau-Vermette and Marcel Marois.

*

o As of the 1978-1979. academic year, the Crafts

course was reduced in scope. It covered the areas of

', ceramics, fibres and fabrics alone, but. would continue

to be a tyo—semester course. In effect, the fibre and

fabric segment'™ was allotted one semester.

4 ‘ 4

During the next year, another. fibre-related course
-~ * -

-
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was made available, Art C440 Papermaking: Process and

.Assemblage. ‘A 5-i>€-'(:redii;, two-semester course,

o

Papermaking was part of the Studio Art section.

Students from departments other than the studio arts
f!
could take this course as a studio option. However, the

majority of registrants came from sculpture, ceramics
4 4 ‘ .

W

and fiber sections.

A change. came in the 1980-1981 academic year when

\

:the Art C432 course was transferred into the Studio_ Art

seaction. Its _new designation was. Crafts C200

"Introduction to Crafts". ‘Two new six—credit’ coursesm
. ] :

‘were introduced that year, . Crafts C320 "Fibre

' 1
Structures” .and Crafts . C450 "Advanced Workshop in

@

Crafts".

Thé- Trafts C200" was a core course in the Bachelor

of Fine .Qrts: Major and Specialization in Art Education

~ . -

degrees. The two other éourses, like the papermaking

‘ course, were offered, as sirzredit studioc art options in

the Major in Studib Art, Major in Art History and Studio
Art, and the Art Education programs, (both the Major and
Spécialization). Howeveér, from its start as a service
course to the;sq Art “Education programs, this program
wo;xld~ contin}.le growing ‘and ‘become a section in i#s. ou;n

~ v

right. ) )

‘ The Fibre Structure course covered a broad spectrum”
ofc subjects including woven struﬁture’s and various hand

constructign areas. The Advanced Workshop required that

<

3

.W\:
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the students have completed two crafis courses, be in
the final yearvﬁ of bachelor level StL;diES, and have ?:he/
written permi;sion of the crafts coordina.tor. This
worksh'op emphasized the development of individual

projects}\ in addition to regula;r class projects.

The last course to be developed, while the Fibre,

H

* courses remained part of the Studio Art Section, was

Craft C260 "Printed and Dyed fextile Design". This
course was formﬁd in 1981. It explore;:l two—dimen_éional
techniques such‘a‘s silkscreen printing, block printing,
batik and the ;eéist dyeing of fabrics. i | .
The 1‘982-—1‘983 academic year saw the creation of the
Sculpture and c ts department at Concordia. ' All the
existing crafts Z)Arses were.transferred from thé Studio
_Art Sect/ion to this néw administrative body, anc} new
courses were introciuced. These new“ additions were
Crafts C340 "Fibre St;ructure II", Crafts C440 ‘'Fibre
Structure III", Crafts C360 "Printed and Dyeci“‘ ‘Textile
Désign II" and Crafts C460 '"Printed and Dyed Textile
Design III“:. |

With these courses in pl"a_u:e, changes began again.

e |

The result was the 1984 creation of the department of .

S;:ulpture, Ceramics and Fibres.- At this point,*all the
fibre courses oluahiéh had been |:;refixed “p.raft" uere\
switched to a prefix of "Fibre". . ..

The other changes precipitated by this de;;artmntal,

restructuring was the creation of a three—credit,
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~ ~
s

one~semester course called Fibre 398 "Special Topics in
Fibres", and the end of the Crafts C200 course. Crafts

C200 had -formed part of the Art Education bachelor level

core requirements until this time, but from this point

forward, students were enéouraged to register for either

1

the introductory fibres or ceramics course.

N

' The, fibres courses had a combined registration in
&

1984-1985 of seventy-four students. During this same

year, the first student to pursue a Master of Fine Arts

egree in Stidio Art with a concentration in Fibres was

¢

registered at Concdrdia.

priogramme and individual textile courses at Concordia

?

virtually since.its inception. Both as a teacher and
the Director of Textile Stl:tdies, she-has tried to keep
Concordia’s course offerings current with the most

AN .
recent advances in the textile arts. Concordia’s

texi;_’ilé curriculum is the only one in Canada which
offers ;a fine art& core of study.

Development i:ontimied with the 1985 creation of the
sBac:helor_ of Fine Arts .degree wit‘:h a major in. Fg:;res.
Studépts for this major initially registered as Studio

Mmajors, then transferred in their second year of

. studies to the Fibre major. Ninety-one K students gtook

fibre courses that year. A new six-credit course,

Fibres C492 Introduction to the History of Textiles,

Kathyrn Lipke has been involved in the textilé"

[y

became part of the mandatory course requirements in the

-
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i . A
Fibres major. As well, the course in papermaking, Art >
C4a40, ‘was brought into th(é) Fibres department and renamed
Fibre C470. l

The most recent change has been (the transfercxal of

Fibre C492 from the Fibre department to the Art History .
department. However, this course still remains part of

the requirements of the Fibres major degree. At .

N 1

present, the Fibres gdepartment consists of two full>time

and four part-time ‘ teachers, and one full-time

-

technician. Registration in the fibre courses has risen

r

to 104 students, the highest totdl to date.
No major changes are planned for the near future.

The present emphasis 'seems to be on ‘“refining the

@«

existgag program"”. “= ..
Although the prefixes ag:nd titles of the courses -

have been chancged dur/ing the growth of this programme at

Cor:'ncordia, the basic plhilostjphical direction has not. SN

As of the 1986-1987 academic year, a statement issued by
the Fibres Department stresses that, ’
The courses are structured to encour age
.inventiveness and a sense of research combined
with strong technical training in fibr,
structures and printed and dyed textiles, T -
emphisis in the fibre area is placed on a fine
arts poﬂﬂ; of view recognizing that the rich
history and traditi®® of textiles serves as " a
point from which to examine fibres «in the
SN contemporary art milieu. <% ’
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Conclusion

It is iﬁtended that this study act as an additional

v reference for artists and educators involved in the

textile and fibre arts. By drawing together information

. et
which has not been discussed previously as a single

topic, it is hoped that this work will lead to new

N . insights in the structure of 'educational programmes

dé&signed fﬁ'r textile, and fibre artists. By following

7

these historical developments in education, a background

to current developments has been documented.i This will
aid or facilitate fu.ture evolutions, and make availdble

° a broader network of information for comparison antd

analysis.

Institutions offering textile education in Quebec

have. seeri a full scope of programme alternativés
L]

’

, through_q;tA their co\gllective histories. Initially, the
turn of the century schools gave vocational or technical

L -
education oriented courses, which have since given - way.

to a more expansive range of educai:ional’styles. Along

s

with the ‘traditional crafts of leisure-time clagses for

?

. . amateurs, programmes are now being offered for the
14 . Y\

perfectionnement of professionals and intensive study

hS : [N

-

for art%sts. ' : ’ . 4
. ) Early educational directions were developed from a

. . need for inexpensive skilled labour, or as a -leisure

{ time 'ac}:ivity. . Traditional ,materials and techniques'

2 -
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were employed, and examples of works from this <time ——————-
. - . N i -4
generally show a faithful adherence to the' reproduction
. 5 .

.of time-honored styles.

As of 1905, there was no evid;Ence of artistic
\ advances in the styles or techniques being used in the
creation of handmade textiles in QRuebec. However,
‘popular\ in'terest“in craft work had bheen kindled as a
reflection of the Art and Craft movement. The rural
lifestyle of the majority of the QRuebec populace

<

\ . <
g€ncouraged the inclusion of some textile craft education

’

within. the existing school system. The importance of

this rural population is evident in ‘t‘:he creation of the
‘(",‘ercle des Fermieres du Quebec, a major force in the
early mair!tenance a’nd upgrading of textilé education 1in
‘ Quebec..

During the 1920's and 1930's, textiles were being

reviewed with increasing -interest. in Europe. Th

artists had begun to experiment with - textiies, a
tapestry was bging modernized and revived in the Fl;e ch’
studio—works'h:é/é:s., Concurrently in Guebec, the C% le -
des Fer»migre,s\\were b:-:tcoming increasingly involved with 4»
the adv;ancementeof textle education, and the dovernment

was, showing additional support fgr this venture.

The 1940’s were fhe period when tapestry began to ’,

L

emerge as a modern art form, both in France and Quebec.

Artists were creating works to be done in tapestry, ~and
4

W v . - i
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‘ the\interpretation of these desighs were forcing an ever
increasing modernzation of i:ecllmiques. At the end ofl
this decade, the Ecole :.des Beaux Arts opengd their
tapestry studio, and became the first school in QRuebec
to have a separafe section which taught the modernized

tapestry techniques.

The 1950's set the stage for the most critical
_decade in the history of the modern textile arts.

Expessionism, abstract or figurative, was- an

>
o

i;iternational movémént at this time. There‘ was a raw
. energy during this ‘period of textile art.

Also, thg’re'~ was a new found sense c;f intergational'
influence in art. Communication ‘between countrieé

increased the tempo of the exchange of new artistic

. f
' . —
A sense of dynamism pervaded the 1960's.
. S Y
Lt . ~,
hggressive_ly innovative styles pushed back traditional

¢

ideas.

"y

limits and ‘ushered in an international renaissance for

the textile arts. At the end of this decade, and into
the beginning¢ of the next, universities in ' Quebec

integrated tapestry' and textile studies into their

programmesg for the first time. ‘
)

After the. periqd of intense investigation during
the 60;5, the early 1970's‘' carried on the artistic

involvement with the textile arts, but saw a leveling

off of the gréwth' of this art form. Rather than drastic’

s

»{ - b
changes, there was a .greater tendency towards refinement

c
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of Styles and aesthetic tastes. The textile a,rétfs became

an accepted and acknowledged art form, it was not as
radical as in the previous decade. Given this aesthetic
acceptability, more schools evolved textile study
programmes, and art shows were increasinély .devoted to
this field. The engl of the 70’s saw the creation of the(_
Biennale de la Tapisserie Quebecoise, and more frequent
shows ‘by individual textile artists.

9:, The pre'sexjit decade hasn’t shown the ‘ same intense

t

focusing of artistic ener‘gy’ as the past two decades, but
. -
the textile arts still claim a high level of involvement

in the  cQurrent ‘exploration of divergent aesthetic

styles.

., Traditionally, Quebec’s greatest dutside influences:

* in the textile arts have come from France, but since the

1950's and 1960's those influences have become
. ) 5 X
international in scope. There is a growing

&

gophistication within the- field of. the # textile a('ts.
This is being absorbed into the educational programma% T
offered’ in Quebe;:. Since the 1940's, a direct

connection was easily visible between the historical,
© s

ultural and aesthetic ad‘vances ip ;the textle arts, and

c

the educational gractices of that time. The time dela@p
. ® ° .

‘.

e .
between changes in the arts and corresponding changes’ in

the educational programmes Has shown a significan:
? N

gdecrepase from the 1940's to the 1980s. - |

- °  Presently, there seems to be ‘an increase  in

-

.

v il i nﬁ
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backgg:uund research in tdpics‘peré%ining to the textile

e

arts. Many artists‘are looking back intoc history in
order to advance this art form. This consept of the
"rediscovery of textile memory” as quoted from Milchel'

Thomas in ™ the introduction of this thesis is the
\ .

underlying concept which directed the historical

~—t?
research into Quebec’s textile art education. %

v

7 The idea of reviewing-history in order _ to better

prepare far the future is of valug to artis;tg.. and ,
Q \

-

educators. .It’ can provide an indication of the best

‘path for continuous evolation in an educational, sense, \

4

as well as being a rich source of il:7pi)'aion for the
a

mple is d‘tot a

arg;st. Learﬁing(fro'm an historical e

. . \
new concept, just one which should be reconsidered.
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