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Editorial 

, 
Editorial 

Among the many offerings in the last issue of 
the Material HistoryReview(MHR 39),1 found 
a few threads that, on inspection, all lead me 
back to a common point of reflection . First there 
was the editorial addressing the role of the cura-
tor in producing or fostering material history 
research ; as a curator, this is a subject close to' 
my heart. Next, Adrienne Hood's review of the 
1993 Winterthur Annual Conference, "Mate-
rial Culture, the Shape of the Field," brought 
focus to some of my own perceptions of that 
important meeting. And, finally, the Art Gallery 
of Ontario's exhibit on William Morris, The 
Earthly Paradise, reviewed for us by Michael 
Large, provided a case in point, which further 
amplified my ideas about what material culture 
research can bring to museums today. 

Robin Inglis' argument that history curators 
need to serve more effectively as facilitators of 
material history research has much to recom-
mend it, not least the very important point that 
curators, whatever their distractions, are often 
the sole keeper of the intellectual keys to impor-
tant collections . Moreover, the value of con-
vincing scholars from a broad range of academic 
disciplines that they may find answers to their 
questions in artifacts is reinforced by the estab-
lished traditions of art history and anthropol-
ogy. Access and methodology, however, rep-
resent only part of the challenge faced by any-
one wishing to pursue and promote material 
history research. Equally important, though less 
examined, is the question of how the results of 
this discipline find expression in, and have an 
influence upon, museums and the society they 
serve. 

This challenge was addressed by Cary Car-
son in the lead paper of the 1993 Winterthur 
conference, a paper entitled "Material Culture 
History: The Scholarship Nobody Knows." The 
paper was meant as a follow-up on an address 
Carson had given to the Winterthur conference 
18 years ago. At that time, he had suggested that, 
unless material culture scholars established a 
clearly defined place and function for their 

Parmi les nombreux articles publies dans le 
dernier numero de la Revue d'histoire de la cul-
ture materielle (RHCM 39), j'ai retrouve quel-
ques notions qui m'ont amene a reflechir a 
une seule et meme question . D'abord, l'edito-
rial traitait du role des conservateurs dans la 
promotion de la recherche en histoire de la cul-
ture materielle . En tant que conservateur, ce 
sujetme tient a cceur. Ensuite, Adrienne Hood 
passait en revue la conference annuelle de 1991 
sur la culture materielle a Winterthur, dans un 
article qui rejoignait certaines de mes idees sur 
cette importante reunion. Enfin, l'exposition 
des ceuvres de William Morris au Musee des 
beaux-arts de 1'Ontario, « The Earthly Paradise », 
dont Michael Large rendait compte, a fourni 
un cas d'espece qui est venu renforcer mes idees 
sur la recherche en culture materielle et ce 
qu'elle pent apporter aux musees aujourd'hui. 

L'opinion de Robin Inglis, a 1'effet que les 
conservateurs d'histoire devraient faciliter 
davantage les recherches en histoire de la cul-
ture materielle, vaut la peine d'etre rappelee, 
surtout qu'il dit que les conservateurs, quelles 
que soient leurs preoccupations, sont souvent 
les seuls gardiens de 1'acces intellectuel a d'im-
portantes collections . Et la valeur de convain-
cre les specialistes travaillant dans une vaste 
gamme de disciplines qu'ils peuvent trouver 
les reponses a leurs questions dans des objets 
de collection est renforcee par les grandes tra-
ditions de 1'histoire de 1'art et de 1'anthropologie. 
Mais 1'acces et la methodologie ne sont qu'une 
partie du defi que doit relever toute personne 
desirant poursuivre et promouvoir la recher-
che en histoire materielle. Il y a en effet un aspect 
tout aussi important de cette question qui n'a 
pas ete examine d'aussi pres, et c'est de savoir 
comment les resultats de cette discipline trou-
vent leur expression et leur influence dans les 
musees et dans la societe. 

Cette question a ete abordee par Cary Car-
son dans la premiere communication presen-
tee a la conference de 1993 a Winterthur et qui 
portait sur 1'histoire de la culture materielle, 
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research within modern scholarship, their sub-
ject would continue to be viewed with indif-
ference by the academy. Though material cul-
ture studies now enjoy better accommodation 
at the university than before, much of the indif-
ference remains. Indeed, Carson's observations 
about the development of the field since 1975 
are very aptly summarized by his assertion that 
"material culture studies have evolved from a 
misunderstood discipline on the fringe of main-
stream scholarship, to a misunderstood disci-
pline in its own right." 

As Carson noted, scholars of material cul-
ture have drawn much energy from their demo-
cratic aspirations, that is, their claim to serve a 
broader constituency than that represented by 
traditional academic history. Artifacts, it is ar-
gued, serve as important testimony to the lives 
of history's unlettered masses and as a check 
and counterpoint to the deception and delusion 
that written evidence sometimes contains . 
Moreover, today, as never before, there is grow-
ing interest in society's marginal and minority 
groups which, in theory, should mean an in-
crease in opportunity and exposure for students 
of material culture. Unfortunately, in practice, 
the underlying connoisseurship of many cura-
tors and material culture scholars - the seduc-
tion of enjoying artifacts for their own sake -
has led to a type of research that is every bit as 
exclusive as that of traditional history. The re-
sult, Carson argued, is a kind of neo-antiquari-
anism. Alternatively, when material culture 
scholars do venture into the realm of social anal-
ysis and commentary, too often they are only 
proving or repeating arguments that have al-
ready been well established on the basis of tex-
tual analysis . 

While Carson was implicitly concerned with 
the impact of material culture on society in gen-
eral, his immediate, explicit concern was with 
the academy. This is not surprising since many 
of the speakers and most of the audience at 
Winterthur consisted of academics; that is, uni-
versity scholars, or academically trained resear-
chers associated with a museum or comparable 
institution . Consequently, the common, unspo-
ken assumption throughout the proceedings of 
the conference was always that the ultimate ex-
pression of material culture research is the aca-
demic article or book . However, as important 
as these media obviously are - and this j ournal 
exists as a reflection of that value - surely they 
are no more important as an expression of the 

une discipline inconnue . Cette communication 
se voulait la suite d'une conference que Carson 
avait donnee a Winterthur dix-huit ans plus tot. 
A 1'epoque, il avait fait valoir qu'a moins que les 
chercheurs en culture materielle ne forgent 
une place et une fonction clairement definies 
pour leurs recherches en histoire moderne, leurs 
efforts continueraient d'etre regus avec indif-
ference par les universitaires. Meme si les etudes 
en culture materielle sont maintenant mieux 
reconnues a 1'universite qu'auparavant, l'indif-
ference subsiste . En fait, les observations de 
Carson concernant 1'evolution dans ce domaine 
depuis 1975 sont tres bien resumees lorqu'il 
dit que les etudes en culture materielle se sont 
« metamorphosees >> : elle ont cesse d'etre une 
discipline mal comprise en marge des etudes 
en general pour devenir une discipline a part 
entiere mal comprise . 
Comme le dit Carson, les chercheurs en cul-

ture materielle ont puise leur souffle dans leurs 
aspirations democratiques, c'est-a-dire leur pre-
tention d'atteindre 1'auditoire plus large de 1'his-
toire traditionnelle . Les objets de collection, 
soutient-on, sont d'importants temoignages de 
la vie de populations peu instruites et la con-
trepartie des temoignages ecrits parfois illu-
soires . ll y a aussi le fait qu'aujourd'hui plus que 
jamais, l'interet pour les groupes marginaux et 
minoritaires de la societe va croissant, ce qui, 
en theorie, devrait vouloir dire un interet plus 
grand pour les etudes en culture materielle . Mal-
heureusement, dans la pratique, la mentalite 
de connaisseurs de plusieurs conservateurs et 
chercheurs en culture materielle et la seduc-
tion des objets de collection eux-memes ont 
abouti a un type de recherches toutes aussi ex-
clusives que les etudes en histoire tradition-
nelle. Le resultat, soutient Carson, est le deve-
loppement d'une discipline axee davantage 
sur le « neocollectionnement ». Par ailleurs, 
lorsque les chercheurs en culture materielle 
osent s'aventurer dans 1'analyse etles jugements 
a caractere social, trop souvent il ne font que 
repeter des arguments deja avances dans des 
textes . 

Bien que Carson ait ete implicitement preoc-
cupe par les repercussions de la culture mate-
rielle sur la societe en general, sa preoccupation 
explicite et immediate etait le monde universi-
taire . Ce n'est pas etonnant, puisque de nom-
breux conferenciers etla plupart des membres 
de 1'auditoire a Winterthur etaient des univer-
sitaires, c'est-a-dire des savants ou des cher- 
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ideas and insights derived from material cul-
ture research than the public exhibit. 

In fact, I would argue that the intellectual 
and imaginative challenge of turning good mate-
rial history scholarship into effective museum 
exhibits is at least as great as the process of study-
ing objects as reflections of culture; the former 
involves interpreting objects to society, the lat-
ter concerns understanding the role of objects 
in society. Nevertheless, at the 1993 Winterthur 
"Shape of the Field" conference, only two speak-
ers addressed the very difficult business of inter-
preting material culture through exhibits, one of 
whom pointedly reminded everyone that the 
potential audience for even a medium-sized 
exhibit is many, many times greater than that 
of the average academic article or book . This is 
an important issue which underscores the 
potential (and potential is the operative word 
here) for exhibits to satisfy the democratic as-
pirations of the discipline in a way seldom 
achieved by published research. Thus, in ref-
lecting on Carson's observations, I am tempted 
to conclude that the lack of recognition and rel-
evance afflicting material culture scholarship 
might well be remedied by an increased dedi-
cation - if not a radical shift - to the medium 
that most rightfully belongs to the museum: the 
exhibit. 

This brings me to the implications of the 
AGO's production of The EarthlyParadise. Dur-
ing its four-month term at the National Gallery 
of Canada, I visited this exhibit on many occa-
sions, in part because of the aesthetic appeal of 
the artifacts on display, but also because I was 
vaguely troubled by the exhibit, and each visit 
served as a chance to understand better the 
source of my consternation. My conclusion was, 
sadly, that this exhibit provides a striking exam-
ple of the impoverished, marginal status of mate-
rial culture studies in Canada . Even allowing 
that this was a show dealing with the decora-
tive arts and originating in an art gallery (and 
so arising from the art-historical tradition of 
interpretation), I could not escape the irony that, 
whatever else William Morris might be, he is 
surely as close to the ideal subject for material 
culture studies as one might ever hope to find. 

Like modern scholars of material culture, 
Morris was deeply concerned with the rela-
tionship between society and the material 
objects it produced and consumed. Further-
more, Morris was concerned with process as 
much as he was with product. In his writings 

cheurs universitaires de formation associes a 
un musee ou un autre etablissement de meme 
nature, qui supposaient tacitement que 1'ex-
pression ultime de la recherche en culture 
materielle etait Particle ou 1'ouvrage savant . 
Cependant, aussi important que soit 1'ecrit- et 
1'existence de notre revue reflete cette convic-
tion -, il ne 1'est pas plus que les idees et les 
observations vehiculees par les expositions 
publiques. 

En fait, on pourrait dire que 1'effort d'intel-
ligence et d'imagination necessaire pour trans-
former le savoir en histoire materielle en bonnes 
expositions dans les musees est au moins aussi 
important que celui qu'exige 1'etude des objets 
des collections comme reflet de la culture : le 
premier concerne 1'interpretation des objets 
pourla societe etle second, la comprehension 
du role des objets dans la societe. 11 n'en reste 
pas moins qu'a la conference « Shape of the 
Field)) de 1993 a Winterthur, seulement deux 
conferenciers ont parle de la tres difficile ques-
tion de 1'interpretation de la culture materielle 
par la voie des expositions, et Pun d'eux a rap-
pele a juste titre que le public eventuel d'une 
exposition, meme de taille moyenne, est bien 
des fois plus nombreux que les lecteurs d'un 
article ou d'un ouvrage savant moyen. La ques-
tion est importante, car elle souligne le fait que 
les expositions ont la possibilite (et je dis bien 
possibilite) de satisfaire les aspirations demo-
cratiques d'une discipline dans une mesure 
rarement atteinte par les ouvrages publies. En 
reflechissant aux observations de Carson, je 
suis tente de conclure que 1'on pourrait compen-
ser le manque de reconnaissance du savoir en 
culture materielle par une determination accrue 
- sinon une volonte de changement radical -
de communiquer ce savoir par un medium qui 
appartient a juste titre aux musees, l'exposition . 

Ceci m'amene aux implications de 1'exposi-
tion du Musee des beaux-arts de 1'Ontario, ((The 
Earthly Paradise ». Au cours des quatre mois 
durant lesquels cette exposition a ete presen-
tee au Musee des beaux-arts du Canada, je 1'ai 
visitee en de nombreuses occasions, en partie a 
cause de 1'attrait esthetique des objets exposes, 
mais aussi parce qu'elle me troublait vague-
ment et que chaque visite me donnait la chance 
de comprendre un peu mieux la source de ma 
consternation. J'en suis en effet arrive a la triste 
conclusion que cette exposition est un exem-
ple flagrant de la marginalite des etudes en 
culture materielle au Canada . Meme en tenant 
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one finds the profound conviction that the arti-
facts associated with a particular society are a 
reflection of its values . He also believed and 
asserted that society is shaped by the images 
and ideas inherent in its built environment. By 
its very nature, the subject of Morris and his 
life's work suggests the importance of these 
kinds of issues, issues that are central to the 
study of material culture. Thus, if ever an oppor-
tunity existed for the application of a material 
culture approach, The EarthlyParadise exhibit 
was that opportunity. And yet, somehow, these 
matters were kept at a distance, relegated to a 
single dedicated attempt to deal seriously with 
process (the wallpaper matchpiece and video), 
a bank of phones providing recorded narra-
tives explaining Morris' ideas and, of course, 
for those who could afford it, the catalogue. 
Why it was deemed unnecessary or inappro-
priate to provide a contrasting view of main-
stream Victorian industrial production (again, 
both process and product) remains a mystery. 
Yet, surely to understand (interpret) this is to 
understand (interpret) the context that ulti-
mately gives Morris' life's work meaning and 
inspired his political stance . Visitors to the ex-
hibit were reminded that Morris himself be-
came painfully aware of the contradictions 
inherent in the fact that only the well-to-do could 
afford his beautiful designs. Much to his cha-
grin, the greater part of society remained un-
touched by his work . Why, then, does this exhi-
bit compound the contradiction by displaying 
these objects in splendid isolation, as though 
the beauty of their design was the only relevant 
end? In light of the interpretation provided, it 
is tempting to conclude that the show's pro-
ducers do not, ultimately, believe in Morris' 
stated objectives, but rather have concluded 
that it was only the aesthetics that really mat-
tered, after all . 

If a Canadian exhibit dealing with a subject 
which so obviously invites (and could so easily 
accommodate) a material culture approach 
remains so strikingly innocent of such concepts, 
what hope is there for finding material culture 
research reflected in other Canadian museum 
exhibits? The prospects, I admit, seem bleak, 
but this is the nature of the challenge our disci-
pline faces. On the other hand, I believe a con-
certed attempt to bring material culture studies 
to the forefront of museology will prove wor-
thy of the effort . By promoting the exhibit as a 
means of curatorial expression, the central 

compte du fait que cette exposition traitait 
d'arts decoratifs et avait vu le jour dans un mu-
see d'art (et etait donc issue de la tradition his-
torique de 1'interpretation de 1'art), je ne pouvais 
m'empecher d'en constater 1'ironie, car William 
Morris, quelle que soit sa vocation, est certaine-
ment 1'artiste qui s'est le plus rapproche du su-
jet ideal des etudes en culture materielle que 
I'on pourra jamais esperer trouver. 
Comme bien des chercheurs modernes de 

la culture materielle, Morris s'interessait vive-
ment au rapport entre la societe et les objets 
materiels qu'elle produisait et consommait . 
De plus, il s'interessait autant au processus qu'au 
produit. Ses ecrits revelent la conviction pro-
fonde que les objets lies a une societe en parti-
culier sont le reflet des valeurs de cette societe. 
Morris croyait egalement et faisait valoir que 
la societe etait fagonnee par les images et les 
idees inherentes a son environnement. Les su-
jets des ceuvres de Morris, par leur nature meme, 
semblent indiquer 1'importance des questions 
qui sont au ceeur meme des etudes en culture 
materielle . L'exposition « The Earthly Paradise )> 
etait donc certainement 1'occasion de mettre 
en application une approche fondee sur la cul-
ture materielle . Et pourtant, ces questions ont 
ete refoulees, reduites a un simple effort d'exa-
miner le processus (ainsi, celui du papier peint, 
avec matrice d'impression et video), a des tele-
phones donnant une explication enregistr6e 
des idees de Morris, et bien sur, pour ceux qui en 
avaient les moyens ; au catalogue. Pourquoi a-
t-on juge inutile etpeu approprie d'offrir le point 
de vue contrastant de 1'industrie victorienne 
de 1'epoque (encore une fois, processus et pro-
duit)? Personne ne le sait . Pourtant, compren-
dre on interpreter ceci, c'est comprendre on 
interpreter le contexte qui a ultimement don-
n6 vie et signification a 1'eeuvre de Morris et 
inspire ses idees politiques . L'exposition faisait 
vite comprendre aux visiteurs que Morris lui-
meme etait peniblement conscient des contra-
dictions inherentes au fait que seuls les gens a 
1'aise avaient les moyens d'acheter ses belles 
creations. t1 son grand chagrin, une partie im-
portante de la societe est demeuree intouchee 
par son eeuvre . Pourquoi alors cette exposition 
accumule-t-elle les contradictions en exposant 
ces objets dans un splendide isolement, comme 
si leur beaute etaitla seule fin a retenir? Compte 
tenu de cette interpretation, il est tentant de con-
clure que les producteurs de 1'exposition ne 
croientpas eux-memes aux objectifs de Morris, 
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tenets of material culture research can ultimate-
ly reach a much wider public than that which 
is currently served through publication alone. 
In doing so, the various professional groups that 
now regularly participate in exhibit develop-
ment (designers, educators, writers, conserva-
tors and managers) will also come to view ob-
jects as more than merely elaborate forms of 
illustration or decoration . This will go a long 
way toward erasing the persistent and essen-
tially false working distinction between "arti-
facts" and "ideas," a distinction that all too often 
deadens the interpretation of collections and 
the production of history exhibits . 

If curators are to be true facilitators of mate-
rial culture research, as Robin Inglis would like 
us to be, I believe we must rethink our priorities 
in both our selection of media and our choice 
of audience . Material culture, as an attitude to 
objects, must first extend its influence within 
the museum community, before it can ever hope 
to expand effectively beyond it . To this end, the 
exhibit medium provides both a valuable con-
text for building the strength of the discipline 
within our institutions, as well as an effective 
- perhaps the most effective - means by which 
to express our ideas and, ultimately, to satisfy 
our aspirations as public scholars . 

Garth Wilson, 
English Language Review Editor 

mais estiment que c'est seulement 1'aspect es-
thetique qui compte vraiment, en definitive . 

Lorsqu'une exposition canadienne traitant 
d'un sujet qui invite de faQon aussi evidente 
une approche fondee sur la culture materielle 
(et peut si facilement s'en accommoder) de-
meure aussi innocemment eloignee de ce con-
cept, quel espoir avons-nous de voir enfin la re-
cherche en culture materielle refletee dans 
d'autres expositions de nos musees? Les pers-
pectives ont Pair bien sombres, je 1'admets, 
mais c'est la la nature du defi que notre disci-
pline doit relever. D'un autre cote, je crois que 
si 1'on fait une tentative concertee pour amener 
les etudes en culture materielle au premier plan 
de la museologie, cette tentative sera recom-
pensee . Si nous faisons valoir que les exposi-
tions sont un des moyens d'exprimer 1'esprit de 
la conservation, les principaux tenants de la re-
cherche en culture materielle pourront ultime-
ment atteindre un public beaucoup plus large 
que celui qui est actuellement desservi par les 
publications seules . Ainsi, les divers groupes 
professionnels qui participent maintenant regu-
lierement a 1'elaboration des expositions (con-
cepteurs, educateurs, redacteurs, conservateurs 
et gestionnaires) en viendront egalement a regar-
der les objets de collection comme etant plus 
que des formes compliquees d'illustrations ou 
de decorations. Ils reussiront eventuellement 
a faire disparaitre la distinction persistante et 
essentiellement fausse entre ((objets de collec-
tion » et « idees », une distinction qui fait trop 
souvent echec a 1'interpretation des collections 
et a la production d'expositions historiques . 

Si les conservateurs veulent etre de verita-
bles animateurs de la recherche en culture ma-
terielle, comme Robin Inglis voudrait que nous 
le soyons, je crois que nous devons revoir nos 
priorites en fait de selection tant de medias que 
de publics. La culture materielle, en tant qu'at-
titude envers les objets, doit d'abord etendre 
son influence dans le milieu des musees, avant 
d'esperer pouvoir effectivement la depasser . 
La formule de 1'exposition fournit donc a la fois 
un contexte utile pour donner a la discipline sa 
juste place dans nos etablissements de meme 
qu'un moyen efficace, peut-etre le plus efficace, 
d'exprimer nos idees et, ultimement, satisfaire 
nos aspirations de chercheurs au service du 
public . 

Le responsable des comptes rendus en anglais, 
Garth Wilson 
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Toward a Material History 
of Watercraft 
JOHN SUMMERS 

Abstract 

This article explores the application of mate-
rial culture theoryand methodology to thestudy 
of historic small craft. Following a literature 
review of selected works of watercraft history 
and the fundamental characteristics of a mate-
rial culture approach, two examples aregiven . 
Both are drawn from the late nineteenth cen-
tury, a time when recreational boating began 
to be amajorsocial and economic phenomenon 
in North America. The growth in popularity 
of the canoe as a vehicle of leisure instead of 
work took place within this context. Theoreti-
cal categories of workmanship are first ap-
plied to the development of Canadian canoe 
building techniques . Following this, two sail-
ing canoes, designed and constructed some 
30 years apart, are analysed in detail to show 
howthey are differing responses to the same 
abstract design question of how to fit a canoe 
to sail. Finally, the meaning of recreational 
boats as objects of social consumption and pro-
duction is considered. 

Resume 

Cet article examine la theorie et la methodolo-
gie de ]a culture materielle appliquees d 1'etude 
de petites embarcationshistoriques. Apres avoir 
fait un examen de documents choisis surl'his-
toire des embarcations et les caracteristiques 
fondamentales d'une approche inspiree de la 
culture materielle, l'auteur donne deux exem-
ples, tous deux tires de la fin d u =1 siecle, 
une epoque a laquelle la navigation de plai-
sance est devenue un phenomene social et 
economique important en Amerique d u Nord . 
La popularite croissante du canotcomme objet 
de loisir plut6t que de travail s'inscrivait dons 
ce contexte . L'auteur explique d'abord les 
theories sous-jacentes des techniques de cons-
truction du canotcanadien. Ensuite, il analyse 
en detail deux canots a voile, congus et cons-
truits a quelque trente ans d'intervalle, pour 
montrer comment ils rejoignent par des che-
mins differents la notion de la voile fixee a 
un canot. Enfin, l'auteuretudiela signification 
des embarcations de plaisance en tantqu'objets 
de consommation et de production sociales. 

In a recent article in The William and Mary 
Quarterly entitled "BeyondJack Tar," historian 
Daniel Vickers made several pertinent obser-
vations about the writing of maritime history. 
There is, he said, a gap between popular mar-
itime history and the work of academic histori-
ans; maritime history lacks a"vell-defined body 
of . . . theory around which research and debate 
might be organized;" and finally, some of the 
seminal works of maritime history "were fun-
damentally celebrations and not analyses."' 

Each of these comments is telling, and wor-
thy of extended debate on its own. However, it 
is the second of these, regarding the role of the-
ory in maritime history, that I would like to 
address in this article by exploring the applica- 

tion of material culture theory and method to 
the study of historic watercraft . 
One of the fundamental texts for the stu-

dent of historic watercraft in North America 
is Howard I. Chapelle's American Small Sail-
ing Craft .2 First published in 1951, Chapelle's 
work was the result, the author said, of a "self-
educational project to explore the ̀art' of small 
boat design." His purpose in writing the book 
was distinctly practical. Dismayed at the trend 
that yacht design was taking, he sought to re-
introduce to the boat-using and boat-building 
public a number of historic watercraft that he 
felt were worthy of serious consideration. 

Traditional working craft, he maintained, 
were often highly evolved for particular con- 
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ditions, while at the same time retaining an 
inherent wholesomeness and simplicity of 
construction . As such, they made good choices 
for those looking for practical, relatively low-
cost, able pleasure craft. 

Following an initial historical chapter on 
colonial and early American boats, the book 
is organized typologically. Chapelle grouped 
watercraft according to hull types, such as flat 
or V-bottomed, or according to families of sim-
ilar, related designs, such as shallops, or sloops 
and catboats . Each type was illustrated by mea-
sured drawings of several examples . These were 
often the results of extensive primary fieldwork, 
including interviews with builders and users, 
and lines and measurements taken from extant 
hulls and models . With his connoisseur's eye, 
Chapelle did not hesitate to designate certain 
models of each form as degenerate or unduly 
influenced by racing, which he felt invariably 
diluted the qualities of the workboat origins. 
His purpose, after all, was to provide people 
with wholesome, usable boats. 
A similar, though much elaborated, classifi-

cation of boat types had been earlier created by 
James Hornell, whose Water Transport: Origins 
and Early Evolutions was published in 1946 . 
Hailed by the Times of London on his death in 
1949 as "probably the greatest living authority 
on the evolution of water transport," Hornell's 
approach was Darwinian in its scope. He at-
tempted nothing less than a systematic survey 
which included virtually every form of water-
craft in the world, both ancient and modern.3 

Though he made his living as a marine biol-
ogist, Hornell's approach was typical of that 
taken by anthropologists, with a strong empha-
sis on recording, listing and describing varia-
tions in form and construction . Like Chapelle, 
his research was based on extensive fieldwork 
and on-site documentation. He even classified 
the tools and equipment of boats, including 
in his book a two-page aside on bailers. Like 
Chapelle, though on a global scale, he too was 
concerned with the diffusion of influences and 
forms, and with establishing lines of descent 
through common watercraft families that could 
link, at some ancestral level, all known forms 
of boats. 

In the completeness of its cataloguing, Hor-
nell's book has yet to be exceeded, and likely 
never will, since many of the forms that he sur-
veyed in the 1920s and 1930s are now extinct. 
However, as maritime historian and curator 

Basil Greenhill pointed out in his introduction 
to the reprinted 1970 edition, certain aspects of 
scholarship have evolved since the book was 
first published, and so the same historical mate-
rial could still be made to yield new insights . 

Douglas Phillips-Birt's The Building o f Boats 
picks up where Hornell left off.4 Phillips-Birt's 
perspective is also global on the subject of the 
history of boatbuilding . Focussing on con-
struction methods as an aid to classifying boat 
forms, he elaborates on a distinction not given 
its due in Hornell: that between shell-first and 
skeleton-first construction . For Phillips-Birt, 
this is the fundamental, orienting division be-
tween watercraft types, and all others have 
flowed from it. While distinguishing an overall 
evolutionary progression beginning with the 
earliest floating devices, he nonetheless also 
demonstrates how particular construction tech-
niques, far from succeeding one another in the 
orderly fashion so beloved of chronology or 
timeline makers, often persisted side by side 
well into modern times. 

No less important a work of watercraft his-
tory is Kenneth and Helen Durant's The Adiron-
dack Guideboat.5 Utterly different from the 
global perspectives of Hornell and Phillips-Birt 
or the national focus of Chapelle, Durant's book 
is a detailed and intimate portrait of a distinc-
tive regional watercraft type . Given the long 
association of Kenneth Durant's family with the 
Adirondacks, he might be said literally to have 
had guideboats in his blood. 

The book is organized into two main sections, 
concerning first the origins and context of the 
guideboat's unique design, and second its con-
struction and use. Much attention is paid to 
possible origins of the boat's hull form and struc-
ture, and to its frame-first, bevelled-lap build-
ing method . Extensive lineages of particular 
guideboat models and their builders are given, 
together with a lesson in how to use one on the 
water. One guideboat-builder's shop, that of 
the Grant family, is inventoried in detail. The 
ultimate example of the almost obsessive focus 
on a particular boat is a count of the number of 
tacks and screws used in a typical Grant guide-
boat . 

Each of these four books is a fundamental 
text for the student of North American water-
craft history. None of them was written by 
someone who would have been considered a 
historian in the academic sense of the word, 
though certainly the authors were of substantial 
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reputation and some standing in their fields . 
The Durant and Chapelle books exemplify a 
strain of writing which proceeds from deep per-
sonal knowledge and experience of the subject 
matter : the Adirondack guideboat for the 
Durants, and American sailing workboats for 
Chapelle. Though it may be going too far to level 
at these volumes Vickers' charge that they cel-
ebrate where they should analyse, they are, for 
the most part, works of straightforward narra-
tive history, without an explicit research meth-
odology, and not products of a particular school 
of historical understanding. They are books 
written by expert practitioners who also hap-
pened to be writers. 

Phillips-Birt and Hornell, regardless of the 
extent to which they explicitly acknowledge it, 
are more scientific in their approach . Their 
global, systematizing, categorizing studies have 
their methodological roots in enlightenment-
era theories of taxonomy and classification that 
were first applied to the natural world. They 
endeavour to erect a theoretical framework that 
can encompass the diversity of examples that 
they study, and their works at least make a ges-
ture at the closure of an explanatory system . 
However, in their books, as with the other two, 
the question of how the boat might be studied 
is largely subsumed in the simple fact that it 
should be studied. The topic is so self-evident, 
and its attraction so great, that the authors get 
right down to business and begin with histories 
that are fundamentally narrative and descrip-
tive, rather than analytical . 

This limited literature review should not give 
the impression that no one is applying material 
culture methodology to watercraft, however. 
A notable disciplinary exception is underwa-
ter archaeology, particularly in the studies by 
George Bass . Research has also been carried 
out, primarily on working craft, by Basil Green-
hill, David Taylor and Janet Gilmore.s 

Only one of the works above, the Durants' 
guideboatmonograph, deals with recreational 
as opposed to working watercraft . Chapelle's 
avowed intention was to bring to the reader's 
attention working watercraft that could also be 
used for recreation . He and other authors who 
have come after him have largely succeeded in 
doing this, re-integrating historic working small 
craft into the modern world in a practical way. 
The general level of knowledge about and 
appreciation of historic small craft has grown 
tremendously since the early 1970s. However, 

historic recreational watercraft themselves have 
to date not really been subjected to detailed stud-
ies of their context and evolution to the same 
extent as working craft. 

Recreational boats should be a fruitful area 
for material culture study, since their consump-
tion frequently represents discretionary spend-
ing relatively unhindered by necessity. They 
might, therefore, be assumed to be even more 
representative of the needs and desires of their 
consumers and users than working craft: a 
much-desired consumer good is an appropriate 
way to study how desires are satisfied through 
artifacts. 

The Material Culture Method 
All of these books have in common a focus on 
the boat as an object, and they seek in their var-
ious ways to understand its form and structure. 
It is, in essence, a material culture approach . 
Material culture has been called "a preoccupa-
tion with the direct evidence offered by the arti-
fact . . . and its meaning to particular humans as 
an expression of need and aspiration .117 Anoth-
er prominent material historian has written, 
"the underlying premise [of material culture] is 
that objects made or modified by man reflect, 
consciously or unconsciously, directly or indi-
rectly, the beliefs of the individuals who made, 
commissioned, purchased or used them, and 
by extension the beliefs of the larger society to 
which they belonged." 
A material culture approach, by uniting here-

tofore separate studies of material and culture, 
has the potential to be a unifying force in water-
craft history. For example, the evolution of fish-
ing craft is often studied from a point of view 
based on naval architecture : Chapelle's famous 
examination of the evolution of the American 
fishing schooner considers speed, seaworthi-
ness and carrying capacity as the primary deter-
minants of vessel form .9 A folklorist, by compari-
son, may be recording the songs and document-
ing the dress and houses of fishermen ashore . 

The fishermen's boats, however, are nothing 
if not another element in the coherent and inter-
connected cultural system of their lives. Though 
considerations of naval architectural science 
played a strong part in vessel evolution, their 
ultimate form was also determined by what fish-
ermen consciously and unconsciously wanted 
to say with them and through them about their 
livelihoods, their skills and their place in fishing 
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culture. An incisive examination by Bill Dunne 
of the dangerous role fashion and tradition have 
played in fishing vessel design has recently 
explored this issue in more detail .1° 
The history of yacht racing and design too 

shows clearly the need for interconnected ex-
aminations : that is, studies that consider both 
material and culture. The shape of a given rac-
ing yacht is a complex amalgam of the influ-
ences of rating rules, design theory, style and 
aesthetic prejudice and opinion. A considera-
tion from any one of those viewpoints alone is 
insufficient to fully understand the artifact . 

Another characteristic of a material culture 
approach is a tendency toward explicit, sche-
matic research models, which constrain the 
researcher to take certain steps in a particular 
order in the encounter with the object of study. 
This overt methodology can clarify the issues 
at stake, and help to factor out the researcher's 
own preconceptions and guide the crucial field-
work stage of research." However, as the noted 
American material culture writer Thomas 
Schlereth has pointed out, it can also be con-
straining. Such a methodology might best be 
seen as only an intermediate point on the way to 
a ̀ ~rnore rigorous, more systematic, more veri-
fiable theory."'2 
A material culture analysis also requires a 

distinct body of data, containing more than one 
example of the artifact in question . For the mate-
rial historian, meaning ultimately arises from 
an artifact considered not as a masterpiece work 
of art, in splendid isolation, but in relation to 
other similar artifacts. This is an echo of mate-
rial culture's origin in linguistics and an in-
dication of the prevalence of the linguistic 
metaphor . Since the work of Swiss linguist 
Ferdinand de Saussure, linguists have located 
meaning in language not primarily in words or 
sentences, but in difference, the play among 
words and sentences. 13 

Material historians will often utilize an ab-
stract notion of a particular artifact, such as a 
chair, as a point of comparison with the real 
ones under study. This can yield information 
about: the persistence of certain forms over time ; 
the degree of variation from a norm ; the drift 
and change of style ; the arrangement of artifacts 
into a series ; and the interpretation of the results 
as evidence of cultural conditions or change .14 

To do so inevitably raises the question of in-
terpretation, however. Material historians have 
on occasion been criticized for focussing over-
much on how things changed and neglecting to 

speculate why, and thereby producing what a 
colleague recently called "object-oriented in-
terpretive catalogues." Archaeological theorist 
Christopher Tilley refers to "the deadening ver-
bal and visual catalogue of the empiricist . . . text," 
and shows how, for early archaeologists, identi-
fication was synonymous with interpretation .ls 

The same can be said of solely descriptive, first-
order material culture studies. In order to avoid 
the charge that the material culture is simply a 
more sophisticated antiquarianism, it must be 
possible to use the carefully elaborated results 
of confrontations with objects as a way to under-
standing larger social meanings . 

In pursuing this, material historians must 
confront for themselves issues common to other 
critical interpretive modes: Where are the struc-
tures really located that we claim to find in ob-
jects? Are stylistic evolutions of a beginning, 
middle and end, with the climax in the middle, 
impositions or interpretations? Is Chapelle, 
for instance, saying more about himself than 
the watercraft when he speaks of "degenerate" 
forms? 

Archaeologist Ian Hodder, who has written 
persuasively on issues of material culture theory, 
maintains that literary forms are a fundamen-
tally human mode of perception . Therefore, 
when we find beginnings, middles and ends in 
cultural sequences, it is both an "arbitrary fiction 
of the observer" and a recognition of inherent 
structure .16 For Hodder, uninterpreted research 
is incomplete research, and he suggests strong-
ly that material culture (and archaeology) must 
rise above list-making and descriptions of things . 
For him, the products of interpretation justify 
the risk of imposing meaning on artifacts. 
A material culture approach may be charac-

terized by the following: a recognition of the 
primacy of the artifact in historical understand-
ing; a belief that artifacts reflect the societies 
that produced them; an analysis of both the 
material and culture of an artifact ; an explicit 
research strategy wherein questions are ini-
tially addressed directly to artifacts; and a con-
clusion by the interpretation of data produced 
in a detailed examination of the artifacts. 

In order to explore the application of these 
principles to watercraft history, I would like 
to examine a distinct period at the end of the 
nineteenth century: recreational canoeing, the 
first of the great popular crazes which were to 
seize North America at the end of the nineteenth 
century. 
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Recreational Canoeing 
The range of canoe forms is stylistically and geo-
graphically vast . This study will consider only 
canoes made for recreational use by European 
construction techniques by British, American 
and Canadian canoeists during the last quarter 
of the nineteenth century . It will not address 
craft used primarily for work, such as the Chesa-
peake Bay log canoe, or aboriginal craft from 
the larger area of the Americas . 

The canoe is an enduring icon of North Amer-
ican and particularly Canadian culture." Long 
the waterc:raft of choice for wilderness trav-
ellers in the country's early days, its use had 
declined through the nineteenth century as 
roads, schooners and steamships made jour-
neys easier. By the last quarter of the nineteenth 
century, however, the canoe was experiencing 
a rebirth. The stalwart companion of many a 
woodland journey had been transformed into 
a means of recreation and healthful exercise . 
The North American public was gripped by a 
great popular enthusiasm for canoes and canoe-
ing. This foreshadowed their later fondness for 
bicycling.'" 

This rise of recreational canoeing from the 
mid-1860s was an extraordinary flowering of 
boating activity. Changing economic circum-
stances and new social attitudes produced a 
class of well-heeled sportsmen and adventur- 

ers who acted as patrons of high-quality boat-
builders . This demand for premium work at-
tracted and fostered an extremely high calibre 
of boatbuilding, which drew upon rapid ad-
vances in technology and mechanization to 
accomplish its feats. 
Two distinct strains emerged early in the 

development of this mid-nineteenth-century 
recreational canoe . Both were aboriginal in ori-
gin . Although it is too simple a distinction to 
explain the matter entirely, one can begin by 
distinguishing among the canoes by whether 
or not they had a deck . The undecked water-
craft which was later to become known, some-
what misleadingly, as the "Canadian" (or 
"open") canoe had its origin in native birchbark 
and dugout craft . The main technical contri-
bution of the canoeists and canoe-builders of 
the recreational era who worked with this model 
was in the construction techniques, and only 
secondarily in the designs, which remained rel-
atively unchanged . Some commentators main-
tain, in fact, that such canoes approached per-
fection the more closely they adhered to their 
aboriginal roots." 
The other recreational canoe form popular-

ized at this time was the decked canoe. Decked 
canoes as used for recreation in North Amer-
ica also evolved from native watercraft, but from 
a more northerly tradition, and by a roundabout 
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Decked sailing canoes of 
the Toronto Canoe. Club 
at Toronto Island, 1890s. 
John Colin Fbrhes's 
Sailing at Toronto Island . 
(Courtesy Royal Ontario 
Museum) 
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Fig. 2 
Menihers of the Toronto 
Canoe Club at an Amer-
ican Canoe Association 
meet, 1880s. (Courtesy 
Toronto Historical 
Board) 

route. It was a retired British Army officer who, 
in 1865, first married the form of the decked, 
double-paddle skin canoes or kayaks which 
he had observed in northern cultures to the 
European lapstrake boatbuilding tradition.z° A 
skilful self-promoter and an ardent writer and 
traveller, accounts of his cruises soon sparked 
imitators, and by the late 1860s a canoeing move-
ment was underway in Britain. This was soon 
exported to the United States, where increased 
leisure time and wealth, coupled with highly 
romanticized notions of the beneficial effects 
of coming into contact with a rapidly-being-
tamed wilderness, gave the sport added impetus. 

At this time, the two canoe styles, the decked 
and the open, were subjected to further influ-
ences. Human nature asserted itself, and peo-
ple began not only to paddle their new canoes, 
but to race them, and argue fiercely about their 
respective merits . The open, undecked type 
remained largely a Canadian phenomenon in 
the early years, while the decked-over British 
form diverged into paddling and sailing mod-
els. When organized canoeing, exemplified by 
the American-led American Canoe Association, 
came to Canada, they treated the open Cana-
dian boats as strange and wonderful objects, 
particularly when the Canadians soundly beat 
them in several paddling races. 

Along with the open vs . decked canoe debate 
were strongly-held opinions about paddle styles, 
once again traceable back to the original native 
sources for the respective designs. Open ca-
noes had traditionally been used with single-
blade paddles, and decked boats with double-
blade ones . Early racers experimented back and 

forth with inconclusive results as far as abso-
lute speed was concerned. 

Often (and somewhat misleadingly) des-
cribed as the "Poor Man's Yacht," the nineteenth-
century decked sailing canoe might better 
be called the "Poor Yachtsman's Yacht," since 
it offered its adherents, through canoeing, a 
similar social structure to organized yachting, 
but at far lower (though still considerable) cost 
(Fig . 1) . Canoe clubs grew rapidly in numbers 
through the 1870s and 1880s . Most had distinc-
tive burgees, uniforms and sail emblems, which 
the canoeists called "totems" (Fig . 2) . Their dom-
inant ethos was rugged amateurism, an out-
growth of the "Corinthian" movement in yacht-
ing . Corinthian yachtsmen crewed and sailed 
their own craft, instead of employing paid 
hands . These canoeists frequently referred to 
themselves by ennobling sobriquets, such as 
"Knights of the Double Blade" (Fig. 3) . 

Canoe Construction and Categories of 
Workmanship 
In his article examining workmanship as evi-
dence in eighteenth-century chairmaking, mate-
rial historian Phillip Zimmerman distinguished 
three broad categories of workmanship em-
ployed by chairmakers: risk, certainty, and habit. 
The workmanship of risk is that in which the 
result is constantly at hazard during the process 
of making (for instance, with hand carving, 
where each piece is created anew). The work-
manship of certainty is that in which quality 
is largely pre-determined through the use of 
moulds and patterns . 

In the case of the third category, the work-
manship of habit, the product is a relatively uni-
form object, but its production still requires 
a high degree of skill. The work is carried out 
by a mental, as opposed to a physical, template 
which guides a conditioned response on the 
part of the worker . For artifacts produced by 
this kind of workmanship, regional variations in 
style, technique and execution derive from the 
re-use of these mental templates by workers 
being trained in one area and then dispersing . 

Workmanship of habit can be further linked 
to particular economic circumstances. Zim-
mertnan shows how a scarcity of investment 
capital in eighteenth-century America meant 
that what limited amounts were available were 
usually tied up in land or buildings, and there-
fore could not be spent on expensive tools or 
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automation of work processes. The skills of the 
workers took the burden of ensuring the con-
sistency of the finished product. As capital and 
machinery became available, patterns of work-
manship moved away from habit and toward 
certainty, as more and more of the burden of 
production quality was borne by machinery." 

The applicability of this model to boatbuild-
ing is obvious . As many people discovered to 
their chagrin during the first stages of the wood-
en boat revival in the late 1960s and early 1970s, 
nineteenth-century boatbuilders were not me-
dieval artisans who entered into a spiritual com-
munion with wood as they built their boats . That 
was the quick way to bankruptcy . What they 
did was to work on an almost assembly-line sys-
tem, relying on task specialization and the pat-
terning of parts to produce boats at a relatively 
rapid pace through handwork of machine-like 
quality and regularity . 

Zimmerman's workmanship paradigms 
can easily be applied to changing techniques in 
recreational canoe construction in the last half 
of the nineteenth century. In the progression 
from bark and dugout canoes, to wide-board 
plank boats, to rib and batten, to cedar strip, to 
canvas-covered, can be seen the same gradual 
drift in workmanship methods from risk to cer-
tainty (Fig . 4) . A dugout canoe, chronologically 
the earliest form, was produced by the work-
manship of risk through a process of skilled attri-
tion of the original log, the final form depending 
almost entirely on the experience and mental 
template of the worker wielding the adze . The 
same was true of the patternless bark canoe . 
Although it was a more complex structure, the 
mental template guiding the work was still re-
gional and ancestral, and not drawn or other-
wise recorded . 
The early recreational canoes built in the 

mid-nineteenth century, whose forms imitated 
those of the much older bark and log boats, ini-
tially used wide boards of prime lumber, usu-
ally three to a side . The success of this kind of 
canoe hull depended very much on the fit be-
tween the planks and the quality of the lum-
ber. Absolute skill in fitting became slightly 
less important with the rib and batten method, 
when half-round battens began to be fitted to 
back up seams for further watertightness . The 
battens still had to be carefully fitted between 
each rib, however. 
A significant step toward the workmanship 

of certaintv was taken with what Canadians his- 

torically termed a cedar-strip canoe (not to be 
confused with modern, home-built cedar strip 
canoes, where the pieces are roughly square in 
cross-section) . Here, the time-consuming and 
exacting process of spiling planks, a vestige of 
the canoe's structure that had been retained 
from much larger craft, was eliminated. In its 
place was one master plank shape . This was a 
narrow strip of planking, widest in the middle 
and tapering equally toward each end that, with 
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very few exceptions, could be used to plank the 
entire boat. Now, as well as simply accumulat-
ing wood, canoe-builders could prefabricate 
virtually finished planks, requiring only one 
master shape per design . 

The transition from risk to certainty was com-
pleted with the advent of the canvas-covered 
canoe. Structurally, it looked back to the bark 
boats, wherein the planking's sole purpose was 
to support a waterproof skin, and it was there-
fore only a sheathing over the ribs . In terms of 
process, however, the loosely-fitted and roughly-
sawn plank stock of the canvas-covered canoe, 
with its use of un-spiled, constant-width planks 
and many gores and stealers, required the 
least workmanship of all. No longer did canoe-
builders need even the relatively good clear 
lumber of the cedar strip boats. Combined with 
the banded metal form, this eliminated two cru-
cial and expensive skills from canoe produc-
tion : planking could be quickly and roughly 
fitted, and the tacks which held it to the ribs no 
longer had to be turned and clinched by work-
ing at both sides of the hull . One worker could 
drive tacks from the outside of the hull, and their 
points would be turned by the metal bands on 
the mould. Ironically, some modern canoe-
builders, catering to a misplaced enthusiasm 
for anything which looks "handmade," now 
produce this type of canvas-covered canoe 
without its painted canvas, but instead with a 
clear fibreglass covering . In terms of canoeing 
history, this is an a-historical joke, somewhat 
akin to living in a house with no exterior siding, 
since the planking of a canvas-covered canoe 
was only a sheathing, and was never meant to 
be seen from outside the boat. 

Of course, none of these changes in work-
manship happened in isolation. For the pro-
duction of recreational canoes, which was so 
closely tied to the rise of new ideas of leisure 
and an increase in disposable income, economic 
pressure on producers was to become particu-
larly acute by the 1890s. Relentless price com-
petition all but ensured that even well-known 
builders such as the American J.H . Rushton, of 
Canton, New York, who formerly had made 
much in their advertising of the quality of their 
boats, emphasizing the highest grades in each 
model of canoe, eventually saw their canvas-
covered boats, the cheapest to build, eclipse all 
others in sales .12 

Sailing Canoe Design 
As well as larger questions such as this, a mate-
rial culture focus can also yield particular in-
sights into the form and structure of artifacts 
themselves . Often this detailed analysis is a first 
step in a wider research project, but it can have 
its own rewards . There will always be a need 
for accurate, first-order descriptive studies to 
provide good data for material culture inter-
pretation. To explore this further, I would like to 
show the results of subjecting two nineteenth-
century canoes to a straightforward, first-order 
material culture analysis . 

Between 1883 and 1889, the Ontario Canoe 
Company of Peterborough, Ontario, produced 
the decked sailing canoe shown in Fig. 5. Made 
by a patented process known as "cedar-rib" con-
struction, it is a typical late nineteenth-century 
decked sailing canoe in all but its hull construc-
tion." Early in 1892 the factory of the Ontario 
Canoe Company was destroyed by fire but later 
the same year the canoe building operation was 
re-instituted, this time in Peterborough itself 
and under the now-familiar name of the Peter-
borough Canoe Company. The Ontario Canoe 
Company is most significant for its purchase 
and use of John Stephenson's two canoe build-
ing patents as the basis for its business : one from 
1879 for Stephenson's Rib Boat, which became 
popularly known as the "cedar rib" canoe, and 
the other from 1883 for Stephenson's Longitu-
dinal Rib Boat, which may be seen as the tech-
nical precursor of what later became the na-
tional institution of the so-called cedar-strip 
canoe already referred to . Purchased from its 
original owner in the late 1940s, and subse-
quently owned and stored by members of one 
family, this canoe is virtually complete and 
in original condition, except for having been 
recently refinished . 
The canoe in Fig. 6 was made by the Gilbert 

Motor Boat Company of Brockville, Ontario, 
sometime between 1910 and 1915 . The Gilbert 
company produced a range of runabouts and 
autoboats for recreational use on the St . Law-
rence River. Apparently one of a number of one-
design hulls, the canoe was constructed to 
the order of the Gananoque Canoe Club to bol-
ster its racing fleet . Designed to compete in the 
16'x 30" class, it has a sliding seat, thwartships 
tiller and two, standing leg o'mutton sails . 

In order to examine and compare these boats, 
I have made use of a familiar material culture 
research matrix first proposed by Bob Elliot in 
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the mid-1980s. In a graduate seminar, a group 
led by Elliot assembled and evaluated various 
material culture methodologies, eventually 
arriving at a synthesis that incorporated the 
most useful features of several .14 Their method 
takes the form of a grid : down the left-hand side 
are three categories of evidence : 1) observable 
data, determined through direct physical and 
sensory contact ; 2) comparative data, resulting 
from comparisons with similar things of a sim-
ilar time and/or construction ; and 3) supplemen-
tary data, including written or printed sources, 
oral evidence, photographs, paintings, and 
drawings . These three classes of data move pro-
gressively further from the thing itself, begin-
ning with a restricted view and gradually re-
establishing the artifact in a broader context . 
The value of this material culture method de-
rives mainly from the first two categories of evi-
dence, which might otherwise be omitted if 
a researcher went straight to conventional 
sources . To gather these necessitates direct 
physical and personal contact with the artifact, 
and it precludes working only from a photo-
graph, illustration or written description . 

Along the top of the grid are five categories of 
questions to be directed at the artifact, each an-
swered in turn through one of the three kinds 
of data : material, construction, provenance, 
function and value. If the method is to produce 
useful results, a certain rigour in the applica- 

tion of the categories is called for, together 
with a willingness to exclude supplementary 
and comparative data from the first phase of 
examination. What this grid produces is in es-
sence field notes which can be refined and 
expanded later. 
When these two canoes were assessed using 

this method, several useful points of compari-
son were brought out . The Ontario Canoe Com-
pany boat is a high-prestige, value-added artifact, 
a deliberate display of virtuoso crafts-manship . 
It is constructed of rabbetted cedar strips 11/2" 
wide, which run from gunwale to gunwale . For 
most of the boat, they are continuous, but near 
the stem and stern, where the hull becomes 
sharper, they terminate at the keel on each side . 
The only other interior structural members are 
four, light, longitudinal stringers and a keel, 
which also houses the folding centreboard. This 
canoe's shape, with the plumb stem and almost 
gothic peak to the sheer at the bow and stern, is 
taken from earlier dugout and bark boats in the 
Peterborough area, and is quite different from 
the more conventional recurve or tumblehome 
canoe stem . 

There is no overriding structural reason for 
this cedar-rib building method : it is not partic-
ularly lightweight ; it does not seem to be leak-
proof, since it greatly multiplies the number of 
seams underwater ; and it is no stronger, and 
possibly less so, than more conventional wide or 
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Fig. 6 
Gilbert Motor Boat 
Company canoe, 
showing sliding seat and 
footwell. The bow is 
toward the left . 

narrow board construction with the planks run-
ning longitudinally. The Ontario Canoe Com-
pany claimed, however, that it was less prone 
to leaks, perhaps because the rabbetted seams 
between the planks outweighed the increased 
number of seams. The principal reasons for 
cedar-rib construction are likely located else-
where than in the interests of the advancement 
of naval architecture . This is a market-driven 
boat, emblematic of the class of customer to 
whom it was being sold . The construction 
method was utilized in part simply to prove that 
it could be done, and to provide a visually dis-
tinctive, premium product, for which a high 
price could be charged. 

The Gilbert Motor Boat Company canoe is a 
different matter entirely. Its shape is a-histori- 

of activities, including racing, social sailing and 
extensive cruising . It is fitted with a folding, 
Radix-brand centreboard, a drop rudder, two 
break-apart double-blade paddles, and sepa-
rate sailing and paddling backrests. As would 
be expected on a top-of-the-line boat such as 
this, the quality of the gear is high, including 
elaborate escutcheon plates around the mast 
tubes and four fitted wooden hatches which can 
be locked in place to cover the cockpit com-
pletely. If one were to quantify its uses, it might 
be divided into equal parts for cruising, day-
sailing and racing . The deck-mounted tiller 
would allow for sailing from the side-deck, 
though rudder lines were also fitted for sailing 
below in the cruising position as well . 

In front of the seatback is a shaped mahogany 

cal in canoeing terms, formed mainly by func-
tion and bearing only an incidental relation to 
canoeing history, either aboriginal or European . 
It is also constructed of cedar, though in wide, 
thin planks . The hard chine hull is made with a 
sheer clamp, a chine log and a keel, and the bot-
tom, side and deck planks are in one piece. The 
interior workmanship is quite delicate in its 
scantlings . Small frames are laid on the plank-
ing between sheer and chine, and between 
chine and keel . These are joined over the chine 
log with a notched knee . Over the keel, the frame 
heels are joined with a floor timber of the same 
siding as the chine knee . The frame heels are 
staggered so that one falls on the forward and 
one on the after face of each floor. It is, in fact, 
conventional V-bottomed runabout construc-
tion, though on a small and delicate scale, and 
reflects the fact that the canoe was built by a 
company whose primary business was motor 
boats. 

The Ontario Canoe Company canoe is typi-
cal of boats used by members of the American 
Canoe Association and other groups for a range 

board that extends across the cockpit . Con-
structed from a single plank, it is slightly wider 
than the canoe's beam, with rounded ends and 
a relieved after side . At each end are vertical 
members with bevelled ends . I would inter-
pret this to be a hiking board (as distinct from 
a sliding seat). It is unclear from the existing 
hardware marks on the boat whether it was per-
manently fixed in place or demountable. The 
relieved after side would have allowed the skip-
per to move from the belowdecks position to 
the hiking board and back again. 

Its purpose, of course, is to gain additional 
leverage for the skipper's weight and, with it, 
additional sail-carrying power. In this simple 
wooden fitting is the beginning of a rapid, 
racing-driven evolutionary process that would 
culminate, in the first quarter of the twentieth 
century, in an entirely new form of sailing canoe. 

The open canoeing tradition was to remain 
primarily a paddling one, though there were 
those who adapted the boats for sail . Decked 
canoes attracted the greatest attention from the 
sailing racing fraternity, however, and hence 
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were subjected to intense research and devel-
opment pressure in the search for speed. An 
early distinction was evident between British 
and American decked sailing canoes: the British 
ones were more heavily built and ballasted, 
often more like small yachts than canoes, while 
the American boats were more lightly con-
structed and less burdensome . In part, this 
reflected their prevailing sailing conditions : 
British canoeists often sailed in the open ocean 
or such areas as the Baltic, while American 
canoeing was largely done on inland lakes and 
in bays and harbours . 

The first sailing contest between racing 
canoeists of the two countries in 1886 resulted, 
not surprisingly, in a decisive victory for the 
lighter American boats, and design fashion 
swung in this direction. Rather than ballast 
the boat down and achieve stability and sail-
carrying power through hull shape, the Amer-
icans instead utilized leverage, in the form of 
the crew's weight. Canoe sailors began by mov-
ing off the bottom of the boat and sitting on the 
cockpit edge . However, it was not long before 
someone hoisted himself even further to wind-
ward by means of a plank seat such as can be 
seen on the Ontario Canoe Company boat. 
The effects of this search for leverage with 

live ballast can clearly be seen in the other canoe 
under consideration . If the OCC boat is designed 
in equal measures for racing, cruising and day-
sailing, the function of the Gilbert boat might 
be assessed, by comparison, as 80 per cent rac-
ing, 20 per cent daysailing and 0 per cent cruis-
ing. Features not needed for racing success have 
become vestigial or have disappeared altogether. 
The rig is a standing leg o'mutton, with no pos-
sibility of being reefed or lowered while under-
way. The cockpit has shrunk to a self-bailing 
footwell, and the only sailing position is on deck . 
The folding centreboard has been replaced with 
a daggerboard, interestingly similar to those 
found on windsurfers today, which can be ad-
justed fore and aft in its slot for trim . The short, 
fixed hiking board of the OCC boat has turned 
into a full-blown sliding seat, extending several 
feet beyond the gunwale. The short deck tiller 
has been changed to a thwartships model to 
accommodate the outboard sailing position . 

Thus one boat is a market- and customer-
driven premium product, designed to appeal to 
taste and a particular aesthetic of canoe design, 
having strong formal links to historic canoe 
forms. The other is a rational, minimalist and a- 

historical exercise reflecting the forced evolu-
tion caused by racing and consequences of the 
sailing canoeist's perennial search for sail-
carrying power through leverage . Both, how-
ever, have in common their origin in a single 
abstract idea : a canoe fitted to carry sail . 

However logical an evolution this was, it was 
also ultimately to be one of the causes of the 
decline of canoeing as a popular sport. The use 
of the sliding seat caused a design transition 
from multi-purpose boats of wide popular ap-
peal which could be raced, cruised or sailed for 
recreation, to those so highly refined that they 
almost would not remain upright when at rest 
without the counterbalancing of the wind and 
the skipper's weight. As has happened so often 
since, the pernicious effect of racing, with its 
intense evolutionary pressure and its propensity 
for rule-beating at the expense of form, refined 
the type almost out of existence, turning it from 
a useful watercraft to a sail-assisted torpedo. 
One dismayed canoeist, concerned at the direc-
tion his sport was taking, complained to the edi-
tor of the influential American sporting journal 
Forest and Stream in 1897 that these sliding seat 
boats had become "fearful and wonderful ma-
chines . . . and of no use whatsoever except for a 
few days' racing at the meet . 1125 
The forms of these turn-of-the-century ca-

noes were ultimately shaped by both the social 
and technical needs of their users. Early multi-
purpose cruising boats such as the Ontario 
Canoe Company canoe reflected the high social 
status of organized canoeing, and its closed and 
focussed structure of clubs, organizations and 
symbols. Exclusive by virtue of their price and 
the skills required to use them, the canoeists' 
boats also situated them in canoeing history, 
being modernized versions of their (noble) "sav-
age" predecessors . These elegant and well-built 
wooden artifacts allowed for an outdoor expe-
rience which sent strong signals about their 
users' character and relationship to an ideal-
ized natural world. 

It was notlong before the uplifting influences 
that led to the formation of many canoeing clubs 
were affected by the racing impulse, however. 
Comments soon began to appear in canoeing 
publications about the "true" nature of the sport, 
the need for Corinthian sportsmanship, and the 
dangerous influence of racing . When a strict 
physical logic of leverage, weight and sail area 
was applied to sailing canoes within the arbi-
trary limits of racing classes, design evolution 
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occurred rapidly. Functions thatwere nothighly 
valued, such as cruising, travelling and all-round 
use, quickly disappeared from canoe design. 

The original multi-purpose style of boat di-
verged rapidly into two distinct forms: a stable 
open canoe that anyone could enjoy; and a 
decked racing boat that few had the skills or 
inclination to use. A single original design that 
had been positioned roughly in the middle of a 
design scale thus diverged into two opposed 
tendencies that occupied either end of a spec-
trum of uses. For other sports such as yacht rac-
ing, such a design polarization has historically 
been corrected by changing the applicable rat-
ing rules and formulae to start anew. For large-
scale organized canoeing at the end of the nine-
teenth century, however, this split was fatal. 
Quickly losing its audience to bicycling, the 
two divergent forms of the recreational canoe 
were taken to either the cottage or the race-
course, and the middle, popular ground of 
multi-purpose boats upon which the American 
Canoe Association had been founded was 
largely abandoned. 

As we move toward writing a material his-
tory of watercraft, several things will need to 
be done . Significant bodies of data need to be 
recorded to enable detailed descriptions and 

comparisons at the level of individual artifacts. 
More so than any other area of maritime his-
tory, an understanding of the development of 
watercraft is dependent upon consistent, high-
quality boat documentation. Photographs, ar-
chival sources and written descriptions simply 
do not suffice . The more of this data that is as-
sembled, the better the analytical structure that 
can later be erected upon it . The taxonomic, sys-
tematic natural science model is not an inap-
propriate place to look for guidance . In the pre-
sent state of research, there is an acute need for 
more first-order, descriptive studies . 

Though many museums may have only a few 
small craft in their collections, the aggregate of 
those holdings can be a powerful tool for under-
standing maritime history. We also require more 
histories of specific watercraft types to be writ-
ten. Each significant regional or national type 
calls for its own Kenneth Durant to record its 
history. We also need more of the boat anthro-
pologists, to keep the large view in mind . All of 
this activity should also be extended to con-
temporary collecting. Who, for instance, is now 
writing the anthropology of windsurfing and 
sailboard design and use, or "personal water-
craft," and examining those watercraft forms 
as expressions of culture? 

GLOSSARY 

Batten, rib and batten : A batten is a small piece 
of wood which backs up a seam in the 
planking on the inside . Rib and batten 
canoe construction used ribs and battens 
of the same size stock, with the battens in-
terrupted by the ribs . 

Burdensome: A hull of larger volume and hence 
heavier displacement . 

Chine, chine log: The chine is the angle where 
the bottom of a boatmeets the side . A chine 
log is a timber fitted at that intersection. 

Daggerboard: A means of providing lateral 
plane. A daggerboard slides vertically in a 
trunk, unlike a centreboard, which pivots 
on a bolt. 

Floor timber : Here, a short piece joining the 
heels of the boat's frames over the keel . 

Gores, stealers : Short, angled pieces of plank- 
ing fitted in the angles between longer 
planks . 

Leg o'm u tton : A triangular fore-and-aft sail, rel-
atively long on the boom for its height . 

Rabbett: A step-shaped channel cut along the 
edge of a piece of wood to match a similar 
edge cut on the adjoining one. 

Scantlings : The dimensions of the parts which 
go into a boat's hull . 

Shell-first, skeleton-first : The two principal 
methods of ship and boat construction . In 
shell-first construction, planks are first 
joined, and the internal framing added later. 
In skeleton-first, the frames are erected and 
then covered with planks . 

Sheer, sheer clamp: The sheer is the top edge 
of a boat's hull when viewed from the side . 
A sheer clamp is a timber on the inside of 
the hull at this point. 

Siding: A boatbuilder's term for the width of a 
piece. Moulding measures its depth. 

Spiling: A method of taking measurements from 
a plank on the hull in order to fit the next 
one. 

Stem : The foremost timber in a boat, to which 
the planking is fastened . 
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Thwartships: Across the beam of a boat, at right 
angles to its longitudinal axis . 
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tory Bulletin (1985) : 31-40 . Among the other 
material culture methodologies which Elliot and 
his group evaluated was that of E. McClung Flem-
ing, in 'Artifact Study: A Proposed Model;' Win-

terthurPortfolio: A Journal of American Material 
Culture (1974):153-173 . 

25 . Forest and Stream, cited in Manley,135 . 
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La transition des colorants 
naturels aux colorants synthetiques 

et ses repercussions 
LOUISE LALONGER 

Resume 

Le xrxe siecle vit 1'avenement de 1'electricite, 
de la machine d co udre et des colorants de syn-
these qui eurent d'importantes repercussions 
surl'industrie textile. Dons son etude, l'auteure 
desire evaluerl'impact de I'apparition des colo-
rants synthetiquessurla production textile . Elle 
desire egalement verifier jusqu'a quel point la 
tradition a eteinfluencee parlesnouvelles de-
couvertes et comment la mode a ete marquee 
parces changements. Le phenomene ayant une 
dimension mondiale, l'auteure tentera d'eta-
blir des rapprochements entre les courants euro-
peens et nord-americains.~Elle etayera son 
propos d'exemples regionaux. 

Abstract 

The nineteenth centurysaw the invention of 
electricity, the sewing machine and synthetic 
dyes, which had major repercussions for the 
textile industry. In her study, the a u thor seeks to 
assess the impact of the appearance of syn-
thetic dyes on textile production. She also at-
tempts to determine to what extent tradition 
hasbeen influenced bythenewdiscoveries 
and how fashion has been marked by these 
changes. Since the phenomenon has a global 
dimension, the authorattempts to draw paral-
lels between European and North American 
trends . She backs upherremarks with regional 
examples . 

Le xixe siecle fut le theatre de nombreuses 
decouvertes qui viendraient tout bouleverser. 
L'avenement de 1'electricite, de la machine a 
coudre et des colorants de synthese amenerent 
plusieurs transformations dans les types de 
production . Ces changements notables se sont 
entre autres repercutes sur 1'industrie textile.' 
C'est particulierement les nouvelles decouvertes 
dans le domaine de la teinture qui retiennent 
mon attention. Pour la presente etude, j'aime-
rais evaluer 1'impact de 1'apparition des nou-
veaux colorants synthetiques sur la production 
textile . Je veux verifier jusqu'a quel point la tra-
dition a subi 1'influence de ces nouvelles decou-
vertes et comment la mode a ete influencee par 
ces changements. 
Comme le phenomene a ete mondial, j'aime-

rais aborder le sujet de fagon generale sans cer-
ner de region en particulier. Toutefois, j'appor-
terai quelques exemples regionaux pour illustrer 
mon propos et je tenterai d'etablir des rappro-
chements entre les courants europeens et nord-
americains . 

Cette reflexion se base sur un depouillement 
bibliographique, sur 1'analyse de donnees his-
toriques des principales decouvertes et sur des 
documents publicitaires des distributeurs de 
colorants, notarnment les compagnies Diamant 
et Ampollina. 

Je designerai par « colorants naturels » les 
matieres tinctoriales provenant de plantes, d'in-
sectes et de coquillages. Le terme « colorant arti-
ficiel » s'applique aux teintures produites chi-
miquement a partir d'elements naturels alors 
que les colorants synthetiques sont tires de la 
houille de charbon ou de produits petroliers . 

Les progres de la chimie 
La chimie fait des pas de geant entre le XvIIIe 
et le xrxe siecle . D'abord avec les recherches 
des Allemands au xviiie siecle, qui condui-
sent a la creation de colorants artificiels . C'est 
un marchand de couleur berlinois, du nom de 
Diesbach, qui decouvre par hasard, en 1710, 
comment fabriquer un bleu artificiel qu'on 
appellera « bleu de Prusse ». Ce compose resulte 
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d'une combinaison chimique de prussiate, de 
potasse et de sels ferreux. D'autres chercheurs 
allemands suivront la meme piste de recher-
che pour creer quelques colorants artificiels.2 

En 1826, la recherc:he prend un autre tour-
nant grace a l'allemand Otto Unverborden qui 
reussit a isoler une substance extraite de 1'indi-
go, qu'on nommera <(aniline)>, derive « d'anil », 
nom portugais de 1'indigo .' 

Mais c'est seulement en 1856 qu'un etudiant 
en chimie de 18 ans, William Perkin, arrivera a 
une decouverte capitale, soit la synthese de 1'ani-
line a partir de goudron de charbon . Le jeune 
Anglais s'aperi;oit qu'il peut tirer une teinture 
bleue de cette substance, qu'on nommera « mau-
veine ». Ce premier colorant synthetique mar-
quera one evolution rapide dans le domaine et 
mettra fin a 1'utilisation des teintures naturelles .4 

t1 partir de cette decouverte, on fabriquera 
de nombreux colorants derives de 1'aniline. 
Les possibilites d'inventions chromatiques 
deviennent presque inepuisables . Des le mi-
lieu du xixe siecle, I'Angleterre s'empressera 
de distribuer ces colorants, suivie de pres par 
des firmes fran~aises, suisses et allemandes . 
Cette periode febrile verra s'accroitre rapide-
ment le nombre de nuances disponibles pour 
la teinture .s 

Pendant pres d'un siecle, soit de 1850 a 1950, 
les fabricants de colorants utilisent exclusive- 

ment des produits derives de la houille de char-
bon. A partir de 1950, ils utiliseront plutot des 
derives du petrole qui offriront de nouvelles 
possibilites .6 

Changements apportes par la 
nouvelle decouverte 

A) La mode 
En Angleterre, la decouverte de Perkin pro-
voque un grand engouement pour cette nou-
velle couleur mauve. C'est la reine Victoria qui 
donne « le ton », en portant une robe mauve a 
1'exposition de 1862.11 ne s'agit pas uniquement 
d'une mode vestimentaire, puisque le pays 
edite des timbres-poste teints en mauve. On 
retrouve egalement cette couleur dans le lan-
gage populaire. Les policiers de Londres se plai-
sent a diriger la circulation en criant ((get a 
mauve on)) . ' 

Cet interet soudain pour les colorants de syn-
these se generalise ensuite a toute 1'Europe . Ce 
phenomene se retrouve sans doute au Quebec: 
et on peut croire qu'il a des repercussions sur 
la mode, dans la couleur. Jacqueline Beaudoin-
Ross, conservatrice au Musee McCord, nous 
decrit la popularite de la couleur prune a Mont-
real entre les annees 1870 et 1880 . Elle nous 
presente une robe de mariee de cette epoque et 
nous indique a ce sujet : 

. . . la supreme elegance consistait a porter des 
couleurs prunes . Dans le numero du 30jan-
vier 1877dujournal montr6alais The Evening 
Star, J. Carroll and Co . annonce, sous 1'en-tete 
n New Dress Goods » (Nouveautes en matiere 
de robes), dixsortes de, tissus, tous de couleur 
prune . Et dans le numero du 31 aout 1878 du 
rc Montreal Daily Witness y S. Carsley, . . . an-
non(7ait t un nouveau lot de toutes les teintes 
de prunes, la meilleure offre en magasin y .1' 

Quoique 1'auteur ne precise pas de quel type de 
colorant il s'agit, je me permets de croire que 
cette variete de tons etait obtenue a partir de 
colorants synthetiques, tels le magenta (Natan-
son,1856) et ses variantes, qui offrent plusieurs 
nuances de prune. J'attribue cette tendance a 
la variete de produits offerts sur le marche et a 
1'engouement que cela a provoque . L'arrivee 
de ces nouvelles couleurs a sans doute influen-
ce rapidement la mode et la production textile . 

Quelques liens peuvent ainsi etre etablis 
entre les couleurs en vogue et 1'apparition des 
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produits de synthese . C'est en regroupant les 
principaux colorants decouverts entre 1856 et 
1902 que j'ai pu retracer et mieux comprendre 
les etapes importantes de leur evolution 9 Ainsi, 
les couleurs mises au point entre 1856 et 1869 
presentent principalement des tonalites va-
riant du bleu au rouge en passant par les violets 
et les nuances de prune . On peut croire que ces 
premieres decouvertes sont etroitement re-
liees a des variantes de la mauveine de Perkin, 
alors que la decennie suivante (1870 a 1879) voit 
naitre de nombreux colorants dans les tons 
de jaune, d'oranger et de rouge . Cela est attri-
buable a la synthese de 1'alizarine (Graebe et 
Lieberman 1868, Perkin 1869), un produit iden-
tique chimiquement a celui que 1'on retrouve 
dans la garance naturelle mais qui offre encore 
plus de possibilites chromatiques . Deja la ga-
rance etait la teinture naturelle qui donnait le 
plus de couleurs (rouge, orange, rose, chocolat, 
pourpre) mais 1'alizarine de synthese en pro-
curera davantage.l° II semble que les annees 
1870 et 1880 sont tres prolifiques en matiere de 
nouvelles couleurs et que la gamme de produits 
offerts atteigne son apogee a la fin du siecle . 

Si 1'arrivee des colorants synthetiques nous 
apporte une gamme de couleurs beaucoup plus 
variee, avec des tons plus vifs, il semble que cela 
n'a pas que des effets heureux. D'apres James 
Laver, la decennie de 1870 voit surgir des tons 
parfois « criards » et on se permet de juxtaposer 
differentes couleurs, en alternantles tissus unis 
et imprimes . C'est aux problemes d'harmonie 
des tons qu'il attribue 1'apparition de nombreux 
conseillers en matiere de mode . Ceux-ci con-
seillent les clientes sur la fagon de marier les 
couleurs selon leur teint on leurs cheveux.l' 
On retrouve ces memes preoccupations 

d'harmonie des couleurs dans une publicite de 
la compagnie de colorants Diamant de 1913-
1914.'z Ici, le fabricant previent sa clientele 
de 1'importance du choix des couleurs et de 
la fagon de les marier avec d'autres . Il indique 
qu'il est de o bon gout » de placer ensemble les 
nuances claires en contact avec des nuances 
foncees de la meme couleur. II donne des exem-
ples de tons qui s'harmonisent ensemble en indi-
quant les noms de ses produits . 

Si de telles publicites incitent les femmes 
a 1'elegance avec des notions « d'harmonie » 
et de ((bon gofit », elles incitent egalement a 
« suivre la mode)) . Dans ce meme document, on 
presente une soixantaine de nuances a reali-
ser avec les teintures Diamant en les qualifiant 

de ((Nuances populaires pour la prochaine 
saison ».'3 

C'est par 1'intermediaire des colorants de 
synthese que les consommatrices auront davan-
tage acces aux couleurs en vogue et chercheront 
a suivre la mode . Elles se permettront de retein-
dre leurs vieux vetements pour les mettre au 
gofit du jour. D'ailleurs les publicites insistent 
beaucoup sur ces possibilites de recycler et 
nous montrent plusieurs exemples oiu des vete-
ments « passes de mode »" sont recuperes. Une 
illustration de cette epoque est tres explicite 
a ce sujet (voir fig. 1) .15 Ce triptyque nous mon-
tre trois variantes de la meme robe renouve-
lee, avec les indications « passe >>, « present » et 
« futur >> . 

B) Delaissement des teintures naturelles 
Meme si les produits a 1'aniline ont rapidement 
suscite de 1'interet, il y a eu une periode de tran-
sition ou 1'on a continue d'utiliser simultane-
ment les colorants naturels et les produits manu-
factures . En France, par exemple, des analyses 
scientifiques faites sur des textiles bretons tra-
ditionnels ont permis d'identifier clairement 
cette tendance . Ces tests ont ete faits sur une 
collection de meme provenance et datant de la 
meme periode, soit avant 1880 . Les resultats 
mettent en evidence 1'utilisation de rouge et de 
vert de synthese, et la presence de colorants 
naturels tels la gaude et le pastel pour le vert et 
le bleu.'s 

Un autre exemple nous revele cette periode 
de transition dans 1'industrie textile des Etats-
Unis . Par la consultation de documents d'ar-
chives, des chercheurs ont tente d'observer 
comment dix manufactures ont delaisse la 
garance naturelle pour son equivalent chimi-
que, l'alizarine . Ils ont pu retracer un change-
ment progressif a partir du moment de la mise 
en marche mondiale de 1'alizarine (1870) jus-
qu'a 1'abandon total de la garance (1890) . Entre 
temps, on a utilise les deux produits a la fois." 
On peut facilement comprendre que les uti-

lisateurs de colorants aient progressivement 
delaisse les produits naturels pour des produits 
chimiques. En fait, cette progression suit de pres 
1'evolution de la recherche en ce domaine, la 
mise en marche de ces produits et 1'adaptation 
aux nouvelles technologies . On pent donc croire 
que c'est a la fin du xixe siecle que la gamme de 
produits de synthese envahit le marche pour se 
substituer aux colorants naturels . Jusque 1a, on 
s'etait uniquement approvisionne dans la nature 
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pour teindre des peaux et des tissus . Il faut main-
tenant s'adapter a de nouvelles fagons de tra-
vailler et developper de nouveaux marches. 

Les teinturiers professionnels et les manu-
facturiers se sont sans doute adaptes rapide-
ment a cette nouvelle technologie qui leur offrait 
plus de facilite de standardisation, alors qu'on 
peut.croire qu'on retrouve ces produits dans 
1'utilisation domestique avec un certain deca-
lage . L'accessibilite aux colorants de synthese 
et a 1'information sur leur mode d'emploi con-
stituent des variables determinantes quant a 
leur apparition dans les foyers . En fait, cette 
accessibilite est dependante d'un systeme or-
ganise de production, d'importation et de dis-
tribution des produits, qui proviennent prin-
cipalement de 1'Allemagne. Au Quebec, il sem-
ble que la compagnie Wells & Richardson, dis-
tributrice des colorants Diamant (ou Diamond), 
soit a Montreal des la fin du xrxe siecle' 8, alors 
que la compagnie Baribeau et Fils de Levis 
commence a distribuer les produits Ampollina 
en 1922 et ce, pour le Canada tout entier'9. 

Que ce soit a des fins domestiques ou manu-
facturieres, il y a une periode de transition avant 
1'adoption definitive des colorants de synthese, 
mais tous delaissent les colorants naturels . Cette 
preference se justifie par de nombreux criteres, 
notamment la stabilite chimique du produit, la 
resistance a la lumiere et au lavage et la variete 
de la ganune de couleurs . Rappelons que la qua-
lite tinctoriale des produits naturels est depen-
dante de plusieurs facteurs . Elle peut etre affec-
tee par les variations de temperature selon les 
saisons ou touchee par des impuretes de la 
matiere premiere . Pour 1'industrie textile, les 
produits a 1'aniline permettent de realiser des 
recettes commerciales avec des resultats pre-
visibles, alors que les colorants naturels de-
mandent un ajustement constant. Comme les 
produits naturels sont difficiles a entreposer, 
leurs utilisateurs ne peuvent s'en servir qu'en 
saison, alors que les produits synth6tiques soot 
accessibles toute 1'annee et a peu de frais.Z° 

Le prix peu eleve des colorants de synthese 
et son rapport avec la quantite de tissu a tein-
dre le rend plus competitif. Un exemple ameri-
cain nous demontre que pour teindre cent livres 
de tissu, il faut cinquante livres de garance natu-
relle, alors que deux livres d'alizarine de syn-
these suffisent aux memes besoins .z' On peut 
comprendre que cela ait une influence directe 
sur le prix de revient et incite 1'industrie textile 
a adopter ces nouveaux produits . 

Quoique le prix de revient ait son impor-
tance dans la transition, les auteurs de 1'epoque 
(Peck et Earl, 1877, Sansone,1887) soutiennent 
que ce changement est principalement du a la 
grande variete de couleurs offertes . Ils sont 
appuyes par des auteurs modernes (Beer, 1959, 
Farrar, 1974) qui attribuent 1'importance de la 
production des teintures a 1'aniline a 1'innova-
tion qu'elles apportent dans les couleurs des 
colorants. 22 

C) Changements technologiques 
L'arrivee des colorants synthetiques modifie 
considerablement les traditions reliees a la pre-
paration des teintures. Ces changements se font 
sentir entre autres sur les modes d'acquisition . 
Cela met fin aux activites de cueillette et de cul-
ture de produits tinctoriaux qui etaient neces-
saires auparavant . La cueillette est le premier 
mode d'acquisition de nombreuses plantes tinc-
toriales pour une utilisation domestique et 
s'exerce occasionnellement selon les besoins 
et les saisons, alors que les produits cultives re-
pondent a des besoins plus massifs en fonction 
d'un marche et de 1'exportation.z3 C'est le cas 
de plantes comme 1'indigo, par exemple, qui est 
cultive massivement en Asiez', ou la garance, 
dont la France et 1'Allemagne sont alors de 
grands producteurs mondiaux .z5 Ces pratiques 
traditionnelles font place a un systeme orga-
nise de distributeurs et de fournisseurs mis en 
place par 1'industrie chimique. t1 des fins do-
mestiques, on achete maintenant des produits 
prets a employer au magasin general, chez le 
pharmacien ou dans les magasins a rayons .zs 

L'usage de ces colorants fait egalement dis-
paraitre des etapes de travail. Avec leur utilisa-
tion, fort simple, disparaissent les operations 
de maceration, de fermentation et de mordan-
gage. En effet, les colorants naturels demandent 
une certaine preparation . Une fois sechees, les 
matieres tinctoriales sont broyees, hachees ou 
concassees . On les fait ensuite macerer dans un 
peu d'eau pendant quelques heures, voire meme 
quelques jours . Cette etape vise a permettre 
1'extraction des constituants solubles dans 1'eau . 
C'est ensuite la decoction de cette solution qui 
permettra 1'extraction optimale des principes 
tinctoriaux. On obtient ainsi la solution pour la 
teinture proprement dite.21 

Certains colorants insolubles dans 1'eau 
necessitent une fermentation . Traditionnelle-
ment, par exemple, on faisait fermenter 1'indigo 
dans de 1'urine pendant une longue periode de 
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Fig. 2 
ModPle de tissage offert 
en 1943 par la Wells & 
Ric.hardson Co . dons La 
magie de la couleur dans 
les tissus domestiques . 
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temps avant de teindre . Robert-L.ionel Seguin, 
qui a enquete a ce sujet, a recueilli des renseigne-
ments differents aupres d'informatrices du 
comte de Charlevoix . La periode de fermenta-
tion varie de une a trois semaines selon chacune 
d'elles."' Dominique Cardon nous apporte un 
exemple fran(;ais sur le brou de noix qui est fer-
mente pendant plus d'un an avant utilisation . 
La Manufacture des Gobelins laisse fermenter 
le tout pendant plus de deux ans.l' Quoi qu'il 
en soit, on comprend bien que cette technique 
d'extraction a fait place aux produits chimiques, 
evitant ainsi une longue pr6paration. 
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Quant a 1'etape du mordan4age, elle s'appli-
que aux teintures qui n'ont pas d'affinite chi-
mique avec les fibres textiles . Elle joue un role 
d'intermediaire entre les colorants et les sub-
stances a teindre. Le mordant est un sel metal-
lique utilise pour fixer la couleur, alors qu'on 
designe du terme « alterant » les mordants qui 
serviront plutot a varier les tonalites.1° Cette 
etape peut se faire soit avant teinture, dans un 
bain separe, soit par mordani;age simultane, 
soit apres teinture ."' La realisation varie selon la 

nature du colorant, de la fibre a teindre et de la 
nuance desiree. Avec les colorants synthetiques 
vendus commercialement,l'operation est sim-
plifiee par 1'ajout occasionnel de sel. Souvent 
ces produits sont vendus en fonction des fibres 
a teindre et teignent directement, sans inter-
mediaires. Les nuances s'obtiennent en eta-
blissant une proportion entre le poids du tissu 
et la quantite de teinture ou par le melange de 
plusieurs colorants." 

L'avenement de cette nouvelle technologie 
modifie egalement les modes d'apprentissage 
tant chez les teinturiers professionnels que chez 
les utilisateurs domestiques. L'acquisition de 
connaissances transmises de generation en 
generation fait place a une formation donnee 
parl'industrie chimique . L'art de la teinturerie 
est remplace par la science des teintures syn-
thetiques utilisees par les chimistes.33 

Auparavant, les teinturiers-artisans elabo-
raient leur propre expertise qu'ils transtnet-
taient a leurs apprentis. Avec le developpement 
de 1'industrie chimique, particulierement en 
Allemagne, les compagnies de colorants veu-
lent s'approprier le marche et assurer la forma-
tion relative a ces nouvelles technologies . Ils 
publient alors des recettes qu'ils envoient aux 
manufactures pour les inciter a utiliser leurs 
produits . Cela se voit assez tot, soit au tournant 
des annees 1880, ou sont creees des revues 
specialisees pour faire connaitre ces recet-
tes, comme Textile Colourist, Dyer and Calico 
Printer, et Wade's Fibre and Fabric.34 

L'industrie tente egalement de rejoindre par 
des reclames publicitaires les clients potentiels 
pour une utilisation domestique . C'est par ce 
moyen qu'elle reussit a atteindre les utilisateurs 
chez eux, tant en milieu rural qu'en milieu ur-
bain. Ces documents diffusent des methodes 
de travail et de petits « trucs » pour reussir par-
faitement ses teintures. L'une de ces publicites 
fait valoir que : 

Lesresultats quevous obtiendrezseront aussi 
bons que ceux qu'un teint urier profession no/ 
pourrait ohtenir. les nuances seront aussi par-
faites que celles d'un manufacturier.'S 

Ces documents insistent beaucoup sur les pos-
sibilites de recycler des vetements mais diffusent 
egalement des modele.s pour fabriquer des tapis 
ou faire du tissage . Ces modeles s'inspirent 
directement de la tradition . Dans son livret 
Diamond Dye Rug Rook, l a compagnie Wells 
& Ric:hardson presente des patrons de tapis 
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crochetes.11 en est de meme pour la compagnie 
Baribeau et Fils de Levis, qui distribue les tein-
tures Ampollina et offre des patrons de tapis de 
1930 a 1955 environ .31' Dans les annees quaran-
te, les produits Diamant diffusent des modeles 
de tissage traditionnel (voir fig . 2) . :" )e crois que 
ces compagnies utilisent la tradition pour se 
rapprocher de leur clientele et que leur publi-
cite joue un grand role pour faire changer les 
faQons de travailler . 

Les retours aux colorants naturels 
Wine si les colorants naturels ne sont plus en 
usage au debut du xxP siecle, nous verrons 
quelques courants qui les feront reapparaitre 
dans I'histoire . 

Ainsi, pendant la Premiere Guerre mondiale, 
comme les teinturiers americains sont depen-
dants de produits allemands, ils ont des pro-
blemes d'approvisionnement. Cela provoque 
tin retour temporaire aux colorants naturels, 
mais sans succes . Pour 1'industrie textile, ces 
teintures sont desuetes et ne peuvent fournir 
1'eventail de couleurs desirees.3A 

Puis, pendant les annees trente, on voit naitre 
un nouvel interet pour les techniques artisanales 
tradition nelles . On se met a experimenter de 
vieilles methodes disparues. Aux Etats-Unis, 
par exemple, ce mouvement va encourager les 
artisans a retourner aux teintures naturelles . 
Pendant cette periode, les Indiens navajos rem-
placent les produits commerciaux par des co-
lorants naturels . Aujourd'hui, ils sont revenus 
aux colorants chimiques. Leurs criteres sont 
les memes qu'au xtx"siecle, soient la variete 
des couleurs, la bonne solidite et I'application 
facile." 

Le Quebec connait ce meme retour aux 
sources. La creation de 1'Ecole des arts domesti-
ques, de 1'Ecole des arts appliques et de 1'Ecole 
du meuble succede a la redecouverte des me-
tiers artisanaux . Le retour aux colorants naturels 
s'inscrit dans ce mouvement et s'observe par la 
publication de documents importants a ce sujet. 
Oscar Beriau ouvre la voie en publiant La tein-
turerie domestique en 1933 . Plus tard, en 1941, 
Soeur Marie-Alphonse d'Avila, de 1'Ecole me-
nagere de Sainte-Martine, publie deux cents 
recettes dans Teintures vegeta]es : extraits 
des plantes de chez nous . En Ontario, Douglas 
Leechman ecrit egalement sur le sujet en 1943 
dans Vegetable Dyes : Make Your Own. C'est 
avec le regain nationaliste que les auteurs de 

1'epoque recherchent nos particularites regio-
nales . Avec nostalgie, ils veulent retrouver les 
methodes de « nos ingenieuses grand'meres ».4° 

La mode des teintures vegetales nous revient 
avec les annees soixante-dix . Ce sont les arti-
sans du textile qui s'y interessent . Ils recher-
chent ces produits de la nature pour leur ori-
ginalite . Le caractere unique des colorants na-
turels les seduit, contrairement a 1'industrie tex-
tile qui recherche 1'uniformite des produits de 
synthese . 

Independamment de ces retours periodiques 
aux colorants naturels, on voit le declin d'une 
activite de teinture domestique dans les annees 
cinquante et soixante avec 1'arrivee des fibres 
synthetiques et les melanges de fibres qui ren-
dent les tissus plus difficiles a teindre . Les ser-
vices professionnels de teinturiers disparaissent 
pour ces memes raisons . 

Conclusion 
L'arrivee des colorants synthetiques a un effet 
decisif sur les activites de teinture domestique, 
artisanale et manufacturiere . Elle modifie des 
techniques traditionnelles de teinturerie . Les 
activites de cueillette, de culture et de prepara-
tion des colorants naturels disparaissent, lais-
sant place a des produits commerciaux d'acces 
et d'utilisation faciles. 

On voit naitre la standardisation de la pro-
duction textile a travers le nioncle . I,'industrie 
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Fig . 3 
Sul;gestions d'applica-
tions de ]a teinture 
donn6es par la Wells & 
Richardson Co . dons La 
magie de la couleur dans 
les tissus domestiques, 
1943 . 
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des colorants synthetiques distribue ces nou-
veaux produits tant pour les besoins domes-
tiques que manufacturiers . 

La gamme chromatique devientplus variee, 
grace aux recherches chimiques sur les colo-
rants. C'est d'abord la mode qui s'inspire de ces 
nouvelles decouvertes. Puis ce sont les manu-
facturiers de textiles qui doivent s'adapter et 
relever le defi pour offrir plus de produits en 
fonction des besoins saisonniers . 

Les consommatrices se voient offrir une plus 
grande variete de produits tinctoriaux d'utili- 

sation domestique . Elles peuvent suivre la mode 
en modifiant leurs vetements par la teinture et 
renouveler leur production artisanale de tex-
tiles en s'inspirant des nouveaux modeles ap-
portes par la publicite. 

Malgre quelques retours temporaires des 
colorants naturels, seules les teintures de syn-
these demeurent. Elles sont toujours appreciees 
pour leur solidite, la variete de leurs tons et leur 
simplicite d'utilisation . 

Tableau des premiers colorants synthetiques (1856-1902) 

Nom commercial Decouvreurs / Date 

Mauveine W. H . Perkin, 1856 
Martius Yellow Ganahl, 1856, Martius, 1864 
Magenta Natanson,1856, 

Verguin, 1858, Hoffman, 1858 
Water Blue In New A. W. Hofman, 1858, 

Nicholson, 1862 
Safranine T Greville Williams, 1859 
Methyl Violet Lauth, 1861 

Vesuvine BA 

Nigrosine 
Alizarine 
Uranine A 
Eosine A 
Chrysoidine 
Chrysoin 
Orange I 
Orange II 
Orange IV 
Erythrosine 
Methylene Blue 
Fast Red AV (BASF) 
Diamond Green B 
Archil Red 
Naphthylamine Brown 
Croceine Orange G 
Fast Red E 
Ponceau G 
Ponceau RR 
Fast Red B 
Amaranth 
Orange GG 
Cochineal Red A 

C. Martius, 1863 

Coupier, 1867 
Graebe, Liebermann, 1869 
Baeyer, 1871 
H. Caro, 1871 
H. Caro, 1875, 0 . N . Witt, 1876 
P. Griess, 1875 
P. Griess, 1876, Z. Roussin, 1876 
Z. Roussin, 1876 
0. N. Witt, 1876, Z. Roussin, 
Kussmaul, 1876 
H. Caro, 1876, Hepp, 1882 
Caro, Roussin, 1877 
0. Fischer, 1877 
Roussin, Poirrier, 1878 
H. Caro, 1878 
P. Griess, 1878 
H. Caro, 1878 
H. Baum, 1878 
H. Baum, 1878 
H. Baum, 1878 
H .Baum,1878 
H .Baum,1878 
H .Baum,1878 

1877 

Couleur Remarques 

Violet 
Jaune 
Violet (pourpre) Autre nom : Fuchsine 

Bleu Autres noms : Lyon Blue 
et Alkali Blue 

Rouge 
Violet Autre nom : Violet de 

Paris 
Mise en marche : Poirrier 
et Chappat, 1866 

Brun Autre nom : Bismark 
Brown 

Noir 
Rouge (fonce) Brevet : 1871 
Jaune 
Rouge (orange) 
Orange 
Orange 
Orange 
Orange 
Orange 
Rouge (rose) 
Bleu 
Rouge 
Vert 
Rouge (rose) 
Brun (roux) 
Orange 
Rouge (rose) 
Orange 
Rouge 
Rouge (fonce) Autre nom : Bordeaux R 
Rouge 
Orange 
Rouge 
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Nom commercial Decouvreurs / Date Couleur Remarques 

Cloth Scarlet R. Nietzki, 1878, Krugener, 1879, Rouge (fonce) Autre nom : Biebrich 
Kohter, 1880 Scarlet 

Remplace la cochenille 
Naphthol Yellow S H. Caro, 1879 Jaune 
Metanil Yellow C. Rumpff, 1879, Hepp, 1882 Jaune (orange) 
Wool Red B R. Krugener, 1879, Rouge (fonce) 

Rumpff et Grassler, 1879 
Diamond Green G Bindschedler, Busch, 1879 Vert 
Light Green SF Bluish Kohler, 1879 Vert 
Synthetic Indigo Baeyer, 1880 Bleu Sur le marche en 1897 
Azo Flavine 3R E. Knecht, 1880, Charvolin, 1880, Orange 

Ter Meer, 1881 
Ponceau 3R0 C. Rumpff, 1882 Rouge 
Ponceau 6R L. Limpach, 1882 Rouge (rose) 
Cotton Scarlet L. Limpach, 1882, Rouge 

Gans et Hoffmann, 1883 
Quinoline Yellow Jacobsen, 1882 Jaune 
Kristallponceau 6R M . Hoffmann, 1883 Rouge 
Auramine Kern, Caro, 1883 Jaune 
Crystal Violet Kern, Caro, 1883 Violet 
Victoria Blue B Kern, Caro, 1883 Bleu 
Tartrazine H. Ziegler, 1884 Jaune 
Congo Red P. Bottiger, 1884 Rouge (rose) Premier colorant direct 
Brillant Yellow Bender, Schultz, 1886 Jaune 
Alizarine Red SS M . L. B., 1886 Rouge (rose) 
Alizarine Yellow GGN R. Nietzki, 1887 Jaune 
Rhodamine B Ceresole, 1887, Violet (rose) 

Homdka, Boedeker, 1888 
Patent Blue V Herrmann, 1888 Bleu 
Amino Black 10 B M . Hoffmann, 1891 Noir 
Flavazine L C. Mollenhoff, 1892 Jaune 
Victoria Blue R Nachtvogel, Reingruber, 1892 Bleu 
Rhodamine 6G Bernthsen, 1892, Schmid et Rey, 1892 Rouge (rose) 
Indanthrene Blue RS Bohn, 1901 Bleu Premier colorant a cuve 
Diamond Black Vers 1901 Noir Remplace le bois 

de campeche 
Amido Naphthol Red G M. L . B.*, 1902 Rouge 
Azo Fuchsine 6 B M. L . B., 1902 Violet (rouge) 

* Abreviation de Meister, Lucius et Bruning Farbwerke . 

Ce tableau a ete compil6 a partir des references suivantes : 

Mary W. Ballard . ImportantEarly SyntheticDyes : Chemistry, Constitution, Date, Properties. Washington : 
Conservation Analysis Laboratory, Smithsonian Institution, 1989 . Non pagin6 . 

Verla Birrell. The Textile Arts . New York : Schocken Books, p . 381-389 . 
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NOTES 

1. Patrice Georges Rufino, Le pastel : or bleu du 
Pays de Cocagne (s .l ., s .n .,1990), p.120 . 

2. Ibid ., p.118 . 
3. Ibid ., p.120 . 
4. Idem . 
5 . Martine Jaoul et a]., Des teintes et des couleurs, 

Dossiers ATP 2 (Paris, s .n.,1988), p . 60-61. 
6. Ibid ., p. 61. 
R Rita-J. Ardosko, Natural Dyesin the United States 

(Washington, Smithsonian Institution Press, 
1968), p . 9-12 . 

8 . Jacqueline Beaudoin-Ross,Formesetmodes :le 
costume a Montreal au xrxe siecle (Montreal, 
Musee McCord d'histoire canadienne,1992), 
p . 38 . 

9. Voir tableau. 
10 . Judith Lopez et Jane Farrell-Beck, « What Col-

ored the Transition from Mader to Alizarine ? », 
Clothing and Textiles Research journal (vol. 10, 
n° 3,1992), p . 42 . 

11. James Laver, Histoiredelamode etdu costume, 
L'univers de 1'art (Paris, Thames & Hudson, 1990), 
p.188 . 

12 . Annuaire des teintures Diamant et livre d'ins-
tructions (Montreal, The Wells & Richardson 
Co ., n° 11,1913-1914), p. 32 . 

13 . Ibid ., p. 33 . 
14 . Ibid ., p. 6. 
15 . Voir annexe, Ann uaire des teinturesDiamant, 

page couverture . 
16 . Jaoul, p . 91. 
17. Lopez et Farrell-Beck, p . 36-43 . 
18 . Diamond Dye Rug Book (Montreal, The Wells 

& Richardson Co ., [vers 1900]) . 

19 . Jocelyne Mathieu, Faire ses tapis n la mode de 
Pile d'Orleans (Montreal, Editions Jean Basile, 
1980),p.99. 

20. Lopez et Farrell-Beck, p . 41. 
21. Ibid ., p . 39 . 
22 . Ibid ., p. 42. 

23 . Jaoul, p. 27. 

24 . Rufino, p.11. 
25 . Lopez et Farrell-Beck, p . 38 . 
26. Mathieu, p . 99 . 
27. Dominique Cardon, Guide des teintures natu-

rel]es (Paris, Delachaux et Niest1e,1990), p . 24 . 
28 . Robert-L . Seguin, « L'art de la teinturerie en pays 

de Charlevoix », Ethnologie qu6bt?coise 1, Ca-
hiers du Qu6bec (Montreal, Hurtubise,1972), 
p.192-193 . 

29 . Cardon, p . 31 
30 . Oscar-A . Beriau, La teinturerie domestique, 

nouv. ed . (Ottawa, s.n.,1980 [1933)), p . 9. 
31. Cardon, p . 31. 
32 . AnnuairedesteinturesDiamant,p.21-33 . 
33 . Lopez et Farrell-Beck, p . 36 . 
34 . Ibid ., p . 40 . 
35 . AnnuairedesteinturesDiamant,p.2 . 
36 . Mathieu, p. 99 . 
37. La magie de la couleur dons les tissus domes-

tiques (Montreal, s.n .,1943), 34 p. 

38 . Adrosko, p.12 . 
39 . Ibid . 
40 . S' Marie-Alphonse d'Avila, Teintures veg6tales : 

extraits des plan tes de chez nous (Montreal, s.n ., 
1941), p. 3. 
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Rooms of Their Own: 
The Nurses' Residences at 

Montreal's Royal Victoria Hospital' 
ANNMARIE AUAMS 

Fig . 1 
Maxwell watercolour 
perspective of the, nurses' 
residence. (Courtesy 
Canadian Architecture 
Collection, McGill 
Ifniversit y) 

Abstract 

In 1906, pprominent Montreal architects Edward 
and William Sutherland Maxwell designed u 
new nurses' residence for the Royal Victoria 
Hospital. This paper offers an analysis of gen-
derin a large, late nineteen th-centurycityhos-
pital, the Royal Victoria, as well as an exami-
nation of the issues involved in designing a mod-
ern building type - the nurses' residence - in 
earlytwentieth-centuryMontreal. Precariously 
poised between private and public, the archi-
tecture of the nurses' residence clearly illumi-
nates the equallycontroversial place of women 
proff'ssionals in Canada's evolving health-care 
ti1'st(~m . 

In May 1905 Professor Percy Nobbs of McGill 
University recommended the design of Edward 
and William Sutherland Maxwell as submitted 
in the limited competition held for the new 
nurses' residence at Royal Victoria Hospital 
(RVH) (Fig. 1) .L Certainly his choice of architect 

Resume 

En 1906, d'eminents arc.hitectes montrealais, 
Edward et William Sutherland Maxwell, ant 
con~u les plans d'une nouvelle residence d'in-
firtnieres pourl'Hopital Royal Victoria . Cetar-
ticle fait I'analyse de 1'effecti f masculin et 
feminin dans un grand hopital urbain de ]a 
fin du xrx" siecle, le Royal Victoria, de meme 
que 1'examen des questions inherentes a la 
conception d'un edifice moderne de ce genre 
- une residence d'infirmieres - au debut du 
xxe sieele d Montreal. Se situant pree.airement 
a mi-c.hemin entre le public et le prive,l'archi-
tec.ture de 1a residence des infirmieres illustre 
egalement la place controversee des femmes 
de profession liberale dans le systeme evolutif 
des soins de sante au Canada . 

for the project came as no surprise. The Maxwell 
brothers had designed many of the gracious 
mansions which hugged Mount Royal to the 
west of the hospital, inhabited by the wealthy 
families who supported the hospital and at-
tempted to direct its future .' 

Other local architects, however, were com-
missioned to extend the building soon after its 
completion . In 1917, Hutchison and Wood, who 
had placed second in the 1905 competition, 
designed an addition to the north of the Maxwell 
building ; the following year they added a kitch-
en .' In 1931-32, the building was expanded once 
again. Lawson and Little's new wing to the west 
of the original nurses' home provided 132 addi-
tional rooms, as well as a gymnasium, reference 
library, dietetic laboratory, and lecture and de-
monstration rooms, for the expanding popula-
tion of student nurses at the RVH.5 

Rather than focus on the choice of architects 
by the hospital administration, however, this 
paper examines another side of the institution's 
architectural history, the complex relation 
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between the architectures of the Royal Victoria 
Hospital and its expanding nurses' residence. 
Precariously poised between private and pub-
lic, the building and its subsequent additions 
reveal the truly paradoxical relationship of 
domestic and institutional women's architec-
ture in the early twentieth century. A real "room 
of one's own," at least for nurses, offered both 
autonomy and restraint at once . 

The educational program for nurses based 
at the Royal Victoria Hospital did not begin with 
the realization of the Maxwells' new residence. 
Since the founding of the Training School in 
October 1894, nursing students at the RVH had 
lived amidst the large, open wards, exposed to 
the fetid air, contagious diseases, and never-
ending duties of turn-of-the-century nursing.s 
In earlier plans of the Royal Victoria Hospital, 
the women who worked day and night, trained 
countless others, and cared for the city's "sick 
and injured persons of all races and creeds, with-
out distinction," had few rooms of their own.' 

Unsigned plans of the hospital dated 1905 
(which were in the possession of the Maxwells) 
may show some of these spaces in the original 
hospital intended for nurses but never built: a 
large dining room in the western section of the 
administration block (on Level F) and a single 
space intended for the head nurse in the east 
tower (Level E) .8 The original drawings for the 
hospital, however, which also do not necessar-
ily reflect what was constructed, show a series 
of small rooms and a waiting room for nurses 
in the central administration building, in addi-
tion to a tiny space "with inspecting windows, 
which command the entire wards.`1 There was 
also a special office on the principal floor in this 
early scheme assigned to the Lady Superinten-
dent.'° There is little evidence however, at this 
point, to ascertain where the first nurses at the 
RVH may have slept." 
The main building of the RVH was designed 

by British architect Henry Saxon Snell in 1889-
93, who was well-known in England and Scot-
land as the designer of workhouses and hospi-
tals, and as the author of two significant books, 
Charitable and Parochial Establishments (1881) 
and Hospital Construction and Management 
(1883) . A central administration block and two 
long and narrow open wards form a U- shaped 
ensemble facing south, towards McGill Uni-
versity, with which the hospital is affiliated 
(Fig . 2) . Influenced by the ideas of Florence 
Nightingale, Snell's building was a "pavilion 

hospital," in which the separation and isolation 
of both patients and diseases were thought to 
discourage the spread of infection .12 Con-
structed of Montreal limestone, the hospital 
was also distinguished by romantic turrets fram-
ing generous sun porches at the corners of its 
imposing medical and surgical wards. Snell 
modelled the Montreal hospital on Edinburgh's 
Royal Infirmary, constructed by David Bryce in 
1870 . This "Scottish baronial style" pleased the 
hospital's upper-class patrons, whose families 
had emigrated from Scotland." 

The construction of the new residence was 
intended to improve the daily lives of the nurses 
at the busy urban hospital . Separate quarters 
were considered particularly imperative after a 
fire in 1905 damaged many of the nurses' bed-
rooms on the fourth floor of the Snell building, 
forcing them to sleep in the surgical wing for 
several months.'4 Adjoining the ventilation tow-
er of Snell's west or surgical wing on the slopes 
of Mount Royal, the Maxwells' five-storey, fire-
proof residence gave the nurses private space 
within their sphere of work, and status and vis-
ibility in the community (Figs . 3 and 4) . In its 
heavy masonry construction, stepped gables, 
and details intended to evoke a particularly 
Scottish medical tradition, the new building 
mimicked, to some extent, its older neighbour, 
to which it was directly connected through a 
passageway above the east entrance . 

The RVH nurses' home also drew heavily on 
middle-class domestic architecture, offering its 
aspiring residents 114 bedrooms, ten sitting 
rooms in which to socialize in small groups, a 
grand dining room, and a sequence of elegant 
spaces on its west side, including a library, liv- 
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Fig. 2 
Photograph by William 
Notman and Son of the 
Royal Victoria Hospital, 
designed by Henry 
Saxon Snell in 1H89-93. 
This view shows Pine 
Avenue, its intersection 
with University Street, 
and the wooded slopes of 

Mount Royal. (Courtesy 

McCord Museum of 
Canadian History, 
Notman Photographic 

Archives) 
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Fig . 3 
Ground floor plan of the 
nurses' residence by 
Edward and W. S. 
Maxwell. The connection 
to the original hospital by 
Henry Saxon Snell is at 
the bottom of the 
drawing. (Courtesy 
Canadian Architecture 
Collection, McGill 
Universitv) 

ing room, anteroom, and a large assembly hall 
with a stage . These spaces were deliberately 
home-like, intended to reflect the residential 
function of the new building and were given 
special emphasis in the massing and elevations 
of the building . The nurses' home as a build-
ing type, at this early stage of its development, 
knew nothing of the more institutional class-
rooms and demonstration labs characteristic 
of later nurses' homes.15 The education of nurses 
at this time was largely conducted in the hospi-
tal itself ." 

Even the siting of the building was roman-
tic . Nestled among the trees and poised on the 
steep ground west of the Snell building, the orig-
inal nurses' residence was only partially visi-
ble from Pine Avenue, the busy thoroughfare 
in front of the RVH. The winding pathways and 
obliquely-placed gateways of the growing hos-
pital complex ensured that the residence was 
mostly seen in perspective views. 

The agitated silhouette of the home's stepped 
gables, which were presumably inspired by 
Snell's extensive use of the Scottish feature on 
the hospital wards, ventilation towers, and 
administration block of the earlier building, 
added to the romantic perception of the build-
ing. So did the fact that the Maxwells' nurses' 
residence was the first major extension to the 
hospital to break the apparent symmetry of 
Snell's monumental courtyard." This gesture 
expressed the newer building's non-institutional 
nature, which was further differentiated by the 
proliferation of dormers and stone railings on 
the Maxwell building . Indeed, the Maxwells' 
perspective view (Fig . l) emphasizes their build-
ing's isolation from the Snell hospital, whose 
west tower and ward loom behind the new 
building in the drawing. The vantage point 
selected for the drawing and for many photo-
graphs (Fig . 5) of the building completely 
obscured the residence's connection to the 
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hospital, making it appear, instead, as a free-
standing, isolated (and therefore smaller), 
domestic structure. 

This idea of a separate, seemingly domestic 
structure situated in a romantic landscape was 
essential to the experience of the first nurses' 
residence. In addition to the winding flagstone 
path, which, as one resident of 1933 described, 
"entices us to follow whither it doth lead ; we 
yield and follow it to the door of the Home,""' 
the location of the nurses' residence to the west 
of the hospital ensured that it was seen against 
the backdrop of Mount Royal's wooded slopes 
(Fig. 6) . The area above the original hospital was 
vacant at this time ; Percy Nobbs' own Patho-
logical Institute was constructed to the east in 
1924, across University Street from the Snell 
building . As was the case with many late nine-
teenth-century institutions for women, par-
ticularly colleges, it is likely that the western 
site was considered more appropriate for the 
nurses' residence because of its more natural, 
"untouched" character. 

This association of women and wilderness 
was central to the process of suburbanization 
in the nineteenth century, as well as in the loca-
tion of the first colleges for women at univer-
sities, which were typically relegated to the peri-
phery of the campuses or even cities . It stemmed 
from long-established conceptions of nature, 
understood in the late nineteenth century as 
healthier, safer, and more beautiful than the 
unpredictable, industrialized city.'`' In the cases 

of both suburbs and early colleges, this wide-
spread belief that women required protection 
from the dangers of urban life meant that they 
were removed or separated from centres of pow-
er, which tended to be located in more urban 
(less natural) location S.20 

The eastern section of the large RVH site 
(both sides of University Street) has been per- 

ceived for a century as a more masculine, tech-
nology-oriented (urban) area . In addition to sev-
eral prestigious medical buildings, it housed 
the power house/laundry building (1900) and 
ambulance garages (1911), while the western 
and northern edge of the roughly triangular site 
- the steep, rocky, wooded mountainside - was 
reserved for women (and wealthier patients)." 
This edge still today is marked by the Allan 
Memorial (a renovated mansion), the former 
nurses' residence, the Ross Pavilion (1915-16), 
and the maternity hospital (1925-26) .22 Just 
beyond lie the heavily wooded, rocky slopes of 
Mount Royal . 

Despite the separateness of the building as 
expressed in the drawing and photographs, the 
actual connection of the nurses' residence to 
the hospital building proper was a blatant state-
ment of the institution's expectation of total 
commitment on the part of its student nurses . 
The narrow passage, carefully detailed by the 
architects, expressed - maybe even ensured -
the fact that the nurses' six-and-a-half-day work 
week left little time for any life outside the hos-
pital .z3 The actual intersection of the hospital 
and nurses' residence was given elaborate ar-
chitectural attention ; the Maxwells' design-
ed a special door for the juncture .24 Its decora-
tive ironwork must have warned unwelcome 
visitors of the more private, domestic quarters 
beyond . 
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Fig. 4 
Aerial photograph of the 
Royal Victoria Hospital, 
Montreal. 1(:ourtesy 
Royal Victoria Hospital) 

Fig . 5 
Photograph taken in 
1907 of the nurses' 
residence by Edward and 
W. S. Maxwell. The 
building nearly always 
appeared in drawings 
and photographs as a 
picturesque, free-

standing house, rather 
than as an addition to an 
institution . (Courtesy 
McGill University 
Archives) 
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This close connection between hospital and 
nurses' residence was uncharacteristic of build-
ings constructed later in the century. Indeed, 
the influential Survey of NursingEducation in 
Canada, conducted by George Weir in 1932, rec-
ornmended that nurses' residences be separated 
from hospitals, allowing "adequate opportunity 
for privacy, rest, quiet retirement for study and 
for cultural recreatioln."l' By then the modern-
ization of both the hospital and the profession 
of nursing (and women in general) meant that 
nurses could demand a certain degree of auton- 

Fig. 6 
Site plan of the Royal 
Victoria Hospital 
showing selected 
buildings. (Jennifer 
Beardslev) 

ROYAL VICTORIA HOSPITAL �~..~. ~�.. 

.~ ..,~. ,... . . .a . ., ...1 

omy from the hospital . This autonomy was ex-
pressed in spatial terms by the physical distance 
separating their places of residence and work. 
Edward Stevens, an expert on hospital archi-
tecture and designer of two major buildings at 
the RVH, described the separation of residence 
and hospital in the 1920s as beneficial to the 
patients, taking the nurses' need for recreation 
forgranted . 

An yhospital of considerable size should have 
its nurses' residence . This should be a sepa-
rate building, not too remote from the hospi-
tal, but far enough away so that the noises of 
an entertainment, a dancing party ora romp 
will not disturb the patients .'-6 

Stevens also emphasized the need for nurses to 
"go out of the environment of the sick room, out 
of the sound of suffering, out of hospital smells, 
and in fact Out of the hospital atmosphere."" in 
this earlier period of development, however, 
the need for nurses to escape their workplace 
was unacknowledged in spatial terms. 

The building's interiors, too, were quite 
domestic in terms of their physical form, as 

well as their intended use. Photographs of the 
new wing added by Lawson and Little show 
the social spaces typically provided for nurses 
throughout the century. The new reference 
library, for example, replaced the earlier library 
by the Maxwells which was subsumed in the 
new wing's entrance, while a new gymnasium 
extended from the Maxwells' original recep-
tion room (Fig. 7) .2" These rooms were furnished 
with comfortable chairs and tables, typical of 
middle-class houses at the time. The furniture 
was arranged casually, loosely grouped around 
fireplaces and pianos, probably intended to sim-
ulate intimate, home-like gatherings . 

The yearbook praises the domestic charac-
ter of the new residence, remarking on the foy-
er's "soft lights," which, the author suggested, 
"invite us to linger." The reception room on the 
first floor, "tastefully and comfortably furnish-
ed," was the setting for bridge parties and teas . 
The library, shown here, also illustrated in the 
yearbook, was "luxuriously furnished with 
piano, chesterfields and occasional chairs ."`'' 

Martha Vicinus has pointed out how many 
early buildings for women - colleges, schools, 
settlement houses - looked like large houses . 
This domestic imagery was probably intended 
to smooth the transition for middle-class women 
to the world of paid work, while at the same time 
offering the promise of gentle protection in that 
realm . "The surroundings," says Vicious of the 
first colleges for women in England, "bespoke 
permanence, seriousness of purpose, and the 
same soliditv that marked the middle-class fam-
ilies from which the bulk of them came ."311 The 
house-like appearance of the RVH nurses' res-
idence probably assured anxious parents, too, 
that their daughters would be looked after, pro-
tected, and separated from the hospital, the 
street, and the city beyond . 

The class-conscious profession of nursing 
may also have presumed that the association of 
the residence with upper-middle-class houses 
would attract young women from wealthier 
families . just as the nurses' uniforms made 
young graduates feel "dignified and poised," the 
new building may have been intended to impose 
middle-class values on working-class women, 
whose backgrounds were increasingly unac-
ceptable to the profession in the decades fol-
lowing Nightingale's sweeping reforms .~" 
Edward Stevens pointed to the domestic char-
acter of the architecture, expressing concerns 
over both class and performance: 
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The more attractive and homelike this build-
ingcan be made and the more alluring it can be 
made to the young woman who is taking up 
nursing, the better will be the class of women 
who will come to it and, in the end, the better 
will be the care that the patient will receive. :'z 

From this perspective, Nobbs had chosen the 
ideal architects ; the Maxwells were masters of 
domestic design . Indeed, mansions designed 
by the brothers in the surrounding neighbour-
hood for prominent officers and benefactors of 
the hospital featured many of the same charac-
teristics as the nurses' residence . Henry Vin-
cent Meredith was president of the RVH from 
1913 to 1929 . His family's home, built in 1894, 
was probably the closest Maxwell house in 
terms of physical proximity to the hospital . It 
comprised elegant public rooms, expressed on 
the building's exterior, with private family 
spaces (Fig . 8) .'3 Like the nurses' residence, it 
boasted fine wood panelling and gracious cir-
culation sequences ; like all upper-middle-class 
residences of its time, it saw the strict separa-
tion of family and servants, men and women, 
adults and children . Its rooms were highly spe-
cialized and elaborately decorated . It is an ironic 
twist of fate that this house (and several others 
designed by the Maxwells) became part of the 
institution when bequeathed to the hospital 
later in the century. 34 

Although there were no special apartment 
buildings for working women constructed in 
Montreal, as there were in both New York and 
London, the city had a well-established land-
scape of residences for women .31 Montreal's 
many convents constitute an interesting exam-
ple of extremely sophisticated (and large) resi-
dential blocks, which were often combined with 
enormous hospitals ."' Like the RVH, the con-
vents were typically H- or U-shaped ensembles 
of narrow greystone buildings. The Montreal 
convent was usually four or five storeys, capped 
by steep gable or hipped roofs with dormer win-
dows . Convent elevations featured repetitive 
rows of uniform windows, with little indication 
of the variety of overlapping spaces within the 
building . 
A closer neighbour to the Royal Victoria Hos-

pital was the Royal Victoria College (RVC). The 
first residential college for women at McGill 
University, it was founded in 1896 .3'The orig-
inal RVC, designed by the well-known Ameri-
can architect Bruce Price, was completed in 
1899 . :'R It comprised classrooms and a huge din- 

ing room on the ground floor, while the assem-
bly hall, library, parlour, and more classrooms 
were on the first storey. The upper two floors 
of RVC had variously shaped bedrooms and 
shared sitting rooms, arranged along a straight 
corridor . The hospital and the residential col-
lege shared more than a concern for women; 
both were established through bequests by 
wealthy benefactor Donald A. Smith, or Lord 
Strathcona . It was he who approved the idea of 
a separate building as a home for nurses at the 
Royal Victoria Hospital." 

In spite of the traditional, domestic attributes 
of the nurses' residence, the building type 
became a trademark feature of the "modern" 
hospital throughout urban North America. An 
implicit assumption in the development of 
the type was that the more efficient the nurses' 
residence, the more efficient the hospital in gen-
eral . This led to the gradual inclusion of educa-
tional spaces within the program of the nurses' 
home, a mark of both decreasing reliance on 
the hospital per se as the primary site of nurs-
ing education and of increased specialization 

Fig . 7 
7'his photograph shows 
the Maxwells' reception 
room in the foreground 
and the Lawson and 
Little gymnasiutn in the 
background. (Courtesty 
Royal Victoria Hospital) 

within the nursing profession . "Modern" nurses' 
residences built after the 1920s included social 
spaces that tended to be multifunctional, accom-
modating complex changes in use, relative to 
the earlier near-replicas of traditional domes-
tic spaces . An example of this is the transfor-
rnation of the Maxwells' assembly room of 1905 
into the expanded assembly room/gymnasium 
space of Lawson and Little in the 1930s . "It is it 
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Fig. 8 
Henry Vincent Meredith 
residence, designed by 
Edward and W S. 
Maxwell in 1894 . 
Wholograph by Brian 
Merrettl 

convertible room appearing now as a ballroom, 
now a gymnasium and again as a lecture the-
atre, seating comfortably two hundred and fifty 
persons," boasted the 1933 yearbook . Despite 
this "modern," multifunctional conception of 
the room, social rooms in nurses' residences 
were typically furnished in an extremely con-
servative manner. The rooms at the RVH, for 
example, featured oriental rugs, upholstered 
armchairs and couches, Windsor chairs, and 
heavy draperies with sheers . 
The basement level, reflecting the full inte-

gration of educational spaces into nurses' resi-
dences bv this time, housed the classrooms and 
labs :'° Although this "teaching unit" occupied an 
entire floor, these rooms received no special 
treatment in the massing or elevations of the 
extension. In terms of planning, however, the 
educational rooms were considered extremely 
up-to-date, planned as they were on "scientific" 
principles . The classroom, for example, had a 
sloping floor, allowing each student to view the 
blackboard in the front of the room ; the demon-
stration room included beds, model travs, and 
mannequins, simulating the real hospital envi-
ronment next door .41 

At the same time as the building saw the intro-
duction of these supposedly modern features, 
the nurses' residence was still an arena in which 
the private lives of nursing professionals could 
be closely supervised and controlled by the hos-
pital administration . Student nurses could not 
marry; they kept strict curfews and their friend- 

ships were carefully monitored .42 In the 1920s, 
nurses were required to wear hats when leav-
ing the building and to return home by 10:00 
p.m. Smoking, dating the so-called "housemen" 
(residents), or mentioning the issue of salary 
were strictly prohibited .43 

Lawson and Little's monumental extension 
to the Maxwells' building in the early 1930s gave 
physical form to many of the restrictions im-
posed on nurses' lives. The new building con-
tinued the general massing of the earlier resi-
dence by extending the west end of the Maxwell 
project with a new entry sequence (through 
the former Maxwell library) . This hallway led 
to the generous gymnasium behind the for-
mer stage of the Maxwell assembly room . A 
medieval-revival tower housed the elevator, 
another modern feature. 

The tower also marked the crossing of this 
long hallway and the double-loaded corridor 
that commanded the more residential section 
of the new extension . Like the educational 
rooms in the basement, bedrooms in the new 
wing were considered extremely up-to-date, 
"artistically furnished in a green, rose or tan-
gerine colour scheme."44 Special bedroom fur-
niture, like the multifunctional social spaces in 
the new wing, served several purposes at once. 
A single piece served as dresser, desk, and book-
case, for example.45 The section of the building 
running from the elevator lobby in the tower, 
southwards, toward Pine Avenue, was known 
as "peacock alley," because of its bright colours 
and highly decorated appearance .46 
The expansion of the residence so soon after 

its completion may have sprung from the hos-
pital's desire to segregate nurses even more than 
the original home prescribed . Of great concern 
to the hospital administration, after all, was the 
fact that, even after the construction of the orig-
inal residence, student nurses continued to have 
close contact with the male staff. In the early 
1920s, for example, when the Maxwell building 
no longer accommodated the number of nurses 
working at the RVH, students whose names 
began with the letters A through J had been 
housed in part of the former Ward K, which had 
been converted into a temporary residence. The 
other half of the former ward was occupied by 
the "housemen" (residents), separated from the 
student nurses by only a particle-board parti-
tion . "In no time a direct communication sys-
tem had been established," recounted Eileen 
Flanagan 50 years later, "by means of a clothes- 
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line stretched across the alleyway between the 
two wings. Many a note and batches of home-
made candy were passed across."4' 

This notion of the necessary spatial confine-
ment of nurses, no doubt stemming from their 
youthful, unmarried state and selfless commit-
ment to helping others, was expressed in the 
Canadian architectural press throughout the 
twentieth century. Advertisements for build-
ing products in the Journal of the Royal Archi-
tecturallnstitute of Canada, for example, into 
the 1960s, frequently featured nurses with ar-
chitectural components which emphasized 
hygiene, safety, and quiet (Fig . 9) .48 Nurses 
shown with locks and doors emphasized their 
roles as "guardians" of the all-important thresh- 

old. This pointed juxtaposition with doors and 
door hardware may also have been an explicit 
reference to nurses' purity and chastity ; the 
thresholds depicted in the press, in this way, 
implied the containment of women in spaces 
controlled by men. 

Nurses' alleged endorsement of "quiet" mate-
rials, such as acoustic ceilings and flooring, may 
have reflected their supposedly passive quali-
ties .4`' Nurses at the RVH were constantly threat-
ened with expulsion and "never made to feel 
that we were in any way indispensable to the 

illustrious establishment." "Well, it will only 
take a car ticket to take you home," clauned Lady 
Superintendent of Nurses Mabel Hersey to new 
student Eileen Flanagan in 1920 . A teacher and 
member of the first graduating class, Nellie 
Goodhue, apparently repeatedly told her pro-
bationers: "If any of you wishes to leave, it will 
cause no more effect than dipping a finger in a 
pail of water and pulling it out."5° 

This confinement and surveillance of stu-
dent nurses in early twentieth-century hospi-
tals was primarily the responsibility of the head 
nurse, or Lady Superintendent . Lawson and 
Little's plans of the early 1930s reflect the im-
portant place occupied by Miss Mabel Hersey, 
who was superintendent from 1908 to 1938 and 
figured centrally in the development of nurs-
ing education and the profession in Quebec." 
While the inclusion of the classrooms, library, 
and gymnasium must have appeared as fairly 
progressive at the time - the institution's main-
tenance of the students' minds and bodies - the 
subtle renovations made to the Maxwell build-
ing by the later architects are extremely telling. 
Four bedrooms in the south end of the original 
building were transformed at the time of the 
new addition into a relatively luxurious four-
room apartment for Hersey. Critical to its func-
tion in the growing complex, of course, was the 
new suite's strategic position overlooking the 
entrance area and stairs . Inside the building, 
Miss Hersey could easily survey the long corri-
dor of the residence's main floor . 

This form of direct surveillance was un-
known in other residential sections of the hos-
pital complex and may not have even occurred 
in the earlier nurses' residence of 1905, as the 
Medical Board had suggested that the Lady 
Superintendent's quarters should remain in the 
Administration Building, even after the con-
struction of a separate Nurses' Home." The 
(male) Superintendent of the entire hospital, 
for example, did not even live at the hospital, 
underlining again this important question of 
which employees were permitted to live apart 
from their place of work . 

Medical interns, who did live at the hos-
pital, moved freely throughout the institution 
and were seen as fundamental members of the 
hospital establishment . In 1930, the RVH con-
structed a special residence for interns, design-
ed by Ross and Macdonald, on the foundations 
of Ward S, the old isolation pavilion and original 
hospital laundry building. The new four-storey, 
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Fig. 9 
Ad vertisement for 
Corbin locks from 
Architecture Canada 
(Jan . 1968) : N. This image 
is typical of the way 
nurses appeared in the 
Canadian architectural 
press juxtaposed with 
building products that 
emphasized the notion 
of "threshold." 
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r1g . 10 
Interns' building, 
designed by Ross and 
Mac:donald, 1929 . 
(Courtesy Royal Victoria 
Hospital) 

nreproot Iiome tor 40 interns was located (li-
rectly behind Snell's administration block, in a 
commanding position at the centre of the entire 
complex, between the historic building and the 
new, more "scientific" hospitals designed by 
Stevens and Lee, which had been constructed 
up the hfll .'~' Like the nurses' residence, the in-
terns' building was a long, narrow building with 
stepped gables at its ends (Fig . 10) . Social spaces 
provided for the interns, however, were in-
tended to encourage qualities associated with 
masculinity and power ; the first floor billiards 
room was featured prominently in photographs 
of the hospital's resident interns .54 Promotional 
photographs showing a typical day in the life 
of an intern featured him in active modes, often 
controlling new technology or performing med-
ical procedures ; nurses, on the other hand, were 
featured in the hospital's promotional material 
gathered around a piano, engaging in informal 
conversations, or watching television . Even in 
the enormous complex of the modern hospital, 
doctors-in-training were seen as men of science, 
while student nurses were pictured as women 
at home . The planning of the hospital, as we 
have seen, is material evidence of these gender 
roles . 

Historian Judi Coburn has noted how nurs-
ing has been shaped by two powerful ideologi-
cal forces : the "bourgeois ideology of feminin-
ity," which attempted to "contain women's work 
outside the home within the duties of home-
making," as well as the allure of professional 
status.-" The architecture of the RVH nurses' 
residence reflects this duality of forces that 
shaped the profession . While the building's 
homelike character was intended to attract 
middle-class women to join the ranks of the 
growing profession, these same architectural 
features also served to limit women's partici-
pation in the world of health care . 

But the buildings also served very positive 
roles in the shaping of the Canadian nursing 
profession . Residences gave nurses real space 
in which to live and work, in contrast to their 
prior "invisible" occupation of the hospital in 
general; the residences' clear connection to the 

1. The authorgratefully acknowledges the support 
of the McGill Centre for Research and Teaching 
on Wornen and the insightful assistance of David 
Theodore . Many others also contributed to the 

effort, especially Suzelle Beaudoin, Linda Cohen, 
Peter Gossage, Rhona Kenneally, Karen Kingsley, 
Marie-Alice L'Heureux, Tania Martin, Debbie 
Miller, Rob Michel, Dianne Newell, FranGoise 
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hospital - in terms of both a real physical link 
and stylistic congruity - acknowledged the stu-
dents' gruelling schedules and total commit-
ment to nursing. Most significantly, the archi-
tecture of nurses' residences offered single 
women a place to live in the city, outside the tra-
ditional, middle-class (orworking-class) home . 

In addition, the history of this much-neg-
lected building type should remind us, as ar-
chitectural historians, of the pitfalls of isolated 
typological studies. The dynamic interplay 
between the architectures of the hospital and 
the homes of the surrounding neighbourhood is 
material evidence of the murky distinctions 
between domestic: and institutional architec-
ture at this time . The study of architecture des-
igned for women underlines this danger, as it 
nearly always represents a carefully negotiated 
compromise of private and public space. 

Today, the section of the Royal Victoria Hos-
pital that once housed its student nurses is gen-
erally indistinguishable from the rest of the 
institution . Its finely crafted interiors have given 
way to the more anonymous, undecorated, "sci-
entific" design of postwar hospital architecture . 
The only traces of its tenure as purpose-built 
architecture for women are in extant architec-
tural drawings and photographs, preserved 
largely because the original building and its 
additions were designed by relatively well-
known (male) architects . The mere footprint of 
the nurses' residences in the ensemble, none-
theless, is a potent reminder of both the pre-
sence and absence of women in the twentieth-
centurv citv. 

NOTES 
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Roux, Conor Sampson, and Gordon Whiteside. 
Graduates of the RVH Training School for Nurses 
and the staff of the Royal Victoria Hospital gen-
erously shared their material and memories, par-
ticulary Lorine Besel, Pat Blanshay, Helen 
Belschner, Brenda Cornell, Linda de Forest, and 
Martin Entin . 

2 . The Maxwells were the winners of a limited com-
petition held in 1905 ; the other invited partici-
pants were Hutchison and Wood, Taylor Hogle 
and Davis, Robert Findlay, Marchand and Has-
kell, and George A . Brown . Percy Nobbs chose 
the winning scheme . See House Committee, 
RVH, Minute Book 21903-1915 . The most com-
prehensive study of the Maxwells' career is The 
Architecture of Ed ward and WS. Maxwell (Mon-
treal : Montreal Museum of Fine Arts, 1991) . The 
Maxwell papers are held in the Canadian Archi-
tecture Collection (CAC), Blackader-Lauterman 
Library, McGill University; see Irena Murray, 
ed ., Edward and WS. Maxwell: Guide to the 
Archive (Montreal : CAC, 1986) . 

3. This area is commonly called Montreal's "gold-
en square mile," due to the fact that, about 1900, 
70 per cent of Canada's wealth was held by the 
25 000 residents of the area . See Jean-Claude 
Marsan, Montreal in Evolution (McGill-Queen's 
University Press, 1981), 257 On its architecture, 
see Julia Gersovitz, "The Square Mile, Montreal 
1860-1914," M. Sc . thesis, Columbia University, 
1980 ; Donald MacKay, The Square Mile : Mer-
chant Princes o f Mon treal (Vancouver : Douglas 
and McIntyre 1987); Franqois Remillard and 
Brian Merret, Mansions of the Golden Square 
Mile : Montreal, 1850-1930 (Montreal: Merid-
ian, 1987). 

4 . Hutchison and Wood had designed numerous 
extensions and alterations to the hospital from 
1905 to 1912, including the repairs made to the 
administration building after the fire of 1905, the 
ambulance garage, and the workshops . 

5 . The drawings for the extension to the nurses' 
residence are in the Lawson and Little Archive, 
Collection of the Canadian Centre for Archi-
tecture. The drawing for their extension to the 
interns' residence in 1937-1938 and a proposed 
dining hall for nurses in 1944 are also at the CCA. 
See D. Sclater Lewis, Royal Victoria Hospital 
1887-1947 (Montreal: McGill University Press, 
1969), 250. 

6. The architecture of nursing has been little ex-
plored by historians ; the most thorough studies 

are Karen Kingsley, "The Architecture of Nurs-
ing," in Images ofNurses : Perspectives from His-
tory, Art and Literature, ed . Anne Hudson Jones 
(Philadelphia: University of Pennsylvania Press, 
1988), 63-94. Kingsley is currently exploring 

Nightingale's writings on the design and plan-
ning of spaces for nurse training, residence, and 
work. On the RVH Training School in particu-
lar, see TheAlumnae Association Incorporated 
of the.Royal Victoria Hospital Training School for 
Nurses 1896-1972, souvenir booklet prepared by 
Kathryn Catterill in 1972 ; and Marjorie Dobie 
Munroe, The Training School forNurses, Royal 
Victoria Hospital, 1894-1943 (Montreal: Gazette 
Printing, 1943) . The school closed in 1972, al-
though the association is still active today. A 
longer history of nursing education at the Mon-
treal General Hospital, an English-speaking hos-
pital which was founded in 1819, is offered in 
Hugh Macdermot, Historyof the School of Nurs-
ing of the Montreal General Hospital (Montreal: 
Alumnae Association, 1940) . Alternatively, the 
histories of francophone nursing education of-
fered at Montreal hospitals are found in Johanne 
Daigle, "Devenir infirmibre : les systemes d'ap-
prentissage et la formation professionnelle a 
1'Hotel-Dieu de Montreal, 1920-1970," Diss . 
Universite du Quebec a Montr6al, 1990, and 
L'Ecole d'infirmieres de 1'H8pital Notre-
Dame, Montrea1,1898-1968 (Montreal : Associ-
ation des infirmieres diplomees de 1'Hopital 
Notre-Dame, 1968) . On the history of training 
schools in Canada, see John Murray Gibbon and 
Mary S . Mathewson, Three Centuries of Cana-
dian Nursing (Toronto : MacMillan,1947),143-65 . 

7. Excerpted from the RVH's act of incorporation, 
Charter of the Royal Victoria Hospital, repro-
duced in Lewis, 311-15 . The main responsibili-
ties of a new probationer at the hospital in 1894 
are listed in Gibbon and Mathewson,159 . 

8 . A five-storey wing of the administration build-
ing was added to the original Snell complex in 
1898-99, designed by Andrew Taylor . This 
included a nurses' dining room and extra bed-
rooms . This dining room, illustrated in Lewis's 
Fig . 10, was accessible from the hospital's main 
staircase . It became the doctors' dining room 
after construction of the Maxwells' residence 
for nurses and stood until the construction of 
the New Surgical Wing in 1953-1955 . The plans 
in the Maxwells' possession, which show a din-
ing room in the western end of the administra-
tion building, do not seem to reflect what was 
built. See Lewis, 128 . The Royal Infirmary at Edin-
burgh, the model for the RVH, had a separate 
dining room for nurses as designed by David 
Bryce . 

9. "On the Mountain's Breast," The Gazette (Mon-
treal), 12 Nov. 1891, p. 2, cols.1-2 . 

10 . These drawings were produced by Snell's office ; 
copies are now in the National Archives of Can-
ada . An axonometric drawing of the complex, 
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also drawn by Snell, names portions of Block 7, 
8, and 9 for nurses ; it is likely, from scattered ref-
erences, that the fourth floor of the administra-
tion block was largely occupied by the nurses 
(Block 8) . 

11 . We do know, however, that nurses at the nearby 
Montreal General Hospital slept in "cubicles built 
into an old ward, and after a stormy night, their 
beds were ofter festooned with snow." This quo-
tation is cited in Judy Coburn "'I See and am 
Silent': A Short History of Nursing in Ontario," 
in Women at Work, Ontario 1850-1930 (Toronto : 
Women's Press, 1974)136 . 

12 . On the pavilion plan, see Anthony King, "Hos-
pital Planning: Revised Thoughts on the Origin 
of the Pavilion Principle in England," Medical 
History10 (1966):360-73 . 

13 . On the Royal Infirmary at Edinburgh, see The 
Builder 28, no. 1454 (Dec . 17,1870) :1006-07,1009. 
The Scottishness of the RVH was noted by many 
visitors at the time . A journalist in one Montreal 
newspaper, for example, said that "the whole 
structure has the appearance of one of the embat-
tled fortalices for which old Scotland was once 
so famous." See "On the Mountain's Breast ." 

14 . Lewis, 135. 
15 . The instructional aspects of mid-twentieth-

century nurses' residences are mentioned in 
Fred L. Townley, "The Planning of the Nurses' 
Homes," The Journal (RAIC) (Aug . 1944):169-
70 . Examples are illustrated in "Burton Hall 
Women's College Hospital Residence and School 
of Nursing," The Journal (RAIC) (April 1956):124; 
"Student Nurses' Residence, Royal Victoria Hos-
pital, Barrie, Ontario," The Journal (RAIC) (Oct. 
1952): 293; "Royal Alexandra Nurses Residence 
and School of Nursing," The Journal (RAIC) (Jan. 
1962): 48 . The nurses' home constructed at the 
Montreal General Hospital in 1926 also contained 
"a complete teaching unit of laboratories and 
class rooms, all on one floor." See Macdermot, 
65 . 

16 . The hospital-based training of nurses in Canada 
was gradually replaced by college and univer-
sity programs, beginning in 1920 at the University 
of British Columbia . See Coburn,153, and Lee 
Stewart, It's Up to You: Women at UBCin the 
Early Years (Vancouver : UBC Press, 1990), 31-42. 
Stewart has noted that the establishment of this 
pioneering program satisfied a need on the part 
of hospital administrators to create a hierarchy 
within nursing, rather than reflecting a sincere 
interest on the part of the university to welcome 
women. For more information on the history of 
nursing in Quebec, see Yolande Cohen and 
Michele Dagenais, "Le metier d'infirmiere : 
savoirs feminins et reconnaissance profession- 

nelle," Revue d'histoire de l'Am6rique franqaise, 
41,2 (automne 1987),155-77, and Johanne Daigle, 
Nicole Rousseau and Francine Saillant, "Des 
traces sur la neige : la contribution des infrmieres 
au developpement des regions isol6es du Qu6bec 
au xxe siecle, " Recherches feministes, 6,1 (1993), 
93-103 . 

17. Snell's hospital appeared symmetrical, but the 
west and east wings actually differed signifi-
cantly due to the steep slope of the site . 

18 . 1933 Yearbook, 19 . 
19 . Nineteenth-century medical advice literature 

written for women, for example, is full of sug-
gestions that menstruation, conception, and even 
childbirth would be eased by rural or natural 
surroundings. See Pye Henry Chavasse, Advice 
to a Wife, 12th ed. (London : Churchill, 1887),17, 
19-22 . 

20 . On ideologies of women and nature informing 
the process of suburbanization, see Gwendolyn 
Wright, Moralism and theModel Home: Domes-
tic Architecture and Cultural Conflict in Chi-
cago, 1873-1913 (Chicago: University of Chicago 
Press, 1980) and Annmarie Adams, "The Eich-
ler Home : Intention and Experience in Postwar 
Suburbia," in Perspectives in VernacularArchi-
tecture 5, ed . Elizabeth Cromley and Carter L . 
Hudgins (University of Tennessee Press, forth-
coming) . 

21. The RVH has never owned property east of Uni-
versity ; it has always belonged to the Royal Insti-
tute for the Advancement of Learning (McGill 
University) . The possibility remains that the 
nurses' home was constructed west of the hos-
pital because they could not build medical build-
ings on the site ; there are few references to the 
siting of buildings in the hospital's documents . 

22 . These prestigious structures included the first 
pathology building and medical theatre (1894), 
the new pathology building by Nobbs and Hyde 
(1924), and the Montreal Neurological Institute 
by Ross and Macdonald (1933-34) . 

23 . Eileen C . Flanagan, "An Address Given at the 
75th Reunion, Royal Victoria Hospital Nurses' 
Alumnae," 9 May 1972, p. 7. 

24 . Kingsley has remarked that many nurses' resi-
dences had doors of exceptional architectural 
merit, which lent the institution "identity and 
stature" and also marked the transition between 
work and home . Many of the doors in her study 
were the main entries to the building from the 
exterior, which she notes were ironically more 
often used by guests than by the nurses . This 
door at the RVH, however, was an interior door 
from the hospital . RVH nurses, however, were 
often photographed at the entry to the Lawson 
and Little extension . 
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25 . Gibbon and Mathewson, 376 . 
26 . Edward F. Stevens, The American Hospital of 

the Twentieth Century, 3rd ed . (NewYork : Dodge, 

1928),403; Stevens designed both the Ross Pavil-

ion and the Royal Victoria Montreal Maternity 
Hospital at the RVH. Thomas Harris, on the other 
hand, writing 25 years earlier, remarked that 

most nursing homes adjoined general hospitals. 
See Thomas Harris, "Notes on a Short Visit to 
some of the Hospitals and Medical Educational 
Institutions in the United States and Canada," 

Montreal Medical Journa132, no . 2 (Feb. 1903): 
114. 

27 Stevens, 403 
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To Be A Nurse?, RVH pamphlet, n.d . 
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Yearbook, 18-19 . 

30 . Martha Vicinus,Independent Women:Work and 
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85-120 . 
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Canadian Architect and Build er9 (Jan . 1896) : 2 . 
34 . The house is now referred to as the Lady Mered- 

ith House; when Lady Meredith bequeathed the 
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35 . On apartments for women, see Elizabeth Collins 
Cromley, Alone Together : A History of New 
York's EarlyApartments (Ithaca: Cornell Uni-
versity Press, 1990), and Lynn F. Pearson, The 
Architectural and Social Historyof Cooperative 
Living (London : Macmillan, 1988) ; the relation-
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Victorian feminism is analysed in my own "Archi-
tecture in the Family Way : Health Reform, Fem-
inism, and the Middle-Class House in England, 
1870-1900" (Ph . D . diss . University of California 
at Berkeley, 1992) . 
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Grey Nuns' motherhouse, see Tania Martin, 
"Housing the Grey Nuns" (M. Arch . thesis, McGill 

University, in progress). For a comparison of 
the Hbtel-Dieu (a convent/hospital) and RVH in 
terms of medical space, see Shelley Hornstein, 
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of Canadian ArtHistory 14, no.1(1991):12-24 . 
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ings ; see Kingsley 65-66. 

37. See Deborah Miller, "The Three'R's : Residence, 
Resistance, and Redesign, Royal Victoria Col-
lege and the Architecture of Feminism" (M . 
Arch . thesis, McGill University, in progress) . 
On women's colleges in general, see Helen 
Lefkowitz Horowitz, Alma Mater: Design and 
Experience in the Women's Colleges from the 
Nineteen th-CenturyBeginnings to the 1930s 
(New York : Knopf,1984) . 

38 . It is interesting to note that the Maxwells were 
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three Canadian buildings by Price : the Chateau 
Frontenac (1919-24), Windsor Station (1899-
1901), and the James Ross house (1897-1898) . 

39 . See House Committee, RVH, MinuteBook 2, 
1903-1915 ; separate quarters for nurses were also 
included in a list of suggestions made by the Med-
ical Board following the fire of 1905 . See Lewis, 
135 . Lord Strathcona is mainly remembered as a 
financier of the Canadian Pacific Railroad . He 
was also chief commissioner of the Hudson's 
Bay Company, a member of parliament, presi-
dent of the Bank of Montreal, and Canadian high 
commissioner to the United Kingdom . 

40 . The Weir Survey of 1932 emphasized the role of 
the dietetic lab in nursing education so that 
nurses could become "ambassadors to the people 
of the new preventive medicine ." Gibbon and 
Mathewson, 376 . 

41 1933 Yearbook, 19 . Stevens illustrated the plans 
of 15 nurses' residences, many of which include 
educational spaces, in his chapter on the build-
ing type . See Stevens, 403-39. Some large hos-
pitals even had separate educational facilities 
for nurses at this time . See Stevens, 437-39, espe-
cially the model plan of an educational building 
for nurses as suggested by the New York State 
Board of Nurse Examiners, 435. The Royal Vic-
toria Montreal Maternity Hospital, designed by 

Stevens and Lee, included housing for its nurses 
on its sixth floor, with a demonstration room, liv-

ing room, and library. See Stevens, 193. 
42 . Mrs . Daley applied to Sir Donald A . Smith for 

admission to the school. The House Committee 
Minute Book documents that "as it appeared that 
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not be advisable to accept her application ." See 
House Committee, RVH, Minute Book, 1893-
1903 (12 June 1895), 98 . 

43 . Flanagan,7. 
44. 1933 Yearbook, 19 . 
45 . This innovative design was featured in a photo-

graph of a double room in the 1933 yearbook, 19 . 
46. Telephone interview with Linda de Forest, 31 

March 1994 . She is a graduate of the RVH train-
ing school and the author of a forthcoming his-
tory of the school. 

47. Flanagan, 2 ; Flanagan was elected president of 
the Alumnae Association in 1939 . The changes 
carried out during her term are outlined in the 
Alumnae Association souvenir booklet prepared 
in 1972 by Katheryn Catterill. 

48 . This is the subject of my own paper, "Building 
Barriers : Images of Women in Canada's Archi-
tectural Press, 1924-73," in progress. 

49 . See Architecture Canada (April 1968), 54 ; (May 
1968), 32 . 

50. Flanagan,1, 2 . Goodhue was president of the 
Alumnae Association from 1913-23 . 

51. Hersey's obituary by Elsie Allder appeared in 
Canadian Nurse 101(Feb.1949) : 3 . Some of her 
accomplishments are cited in Gibbon and Math-
ewson,172-73 . 

52 . Lewis, 135 ; the possibility exists, of course that the 
Lady Superintendent resided in the first nurses' 
home despite the suggestions of the Medical 
Board . 

53 . Lewis, 249 . 
54. The other social spaces provided were a gener-
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third-floor sitting room. The plans of the interns' 
building were published in The journal (RAfC) 
(Dec . 1931) : 425 . 

55 . Coburn,155 
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Research Reports 

Rapports de recherche 

Les maquettes d'inventions comme vestiges 
de la technologie canadienne du xixe siecle 

RICHARD FISET 

L'etude de la technologie industrielle anterieure 
au XXe siecle peut difficilement etre faite sans 
1'apport des temoignages authentiques que cons-
tituent les appareils inventes a 1'epoque . Ces 
formes et ces mecanismes, d'abord produits a 
1'etat reel de fonctionnement pour des essais, 
ont ete decrits et representes graphiquement 
en soumission au Bureau des brevets canadiens. 
Dans certains cas, des modeles reduits ont ete 
montes materiellementpour etre soumis comme 
« maquettes d'inventions »; ils deviennent au-
jourd'hui des documents de premibre impor-
tance lorsque 1'invention originale a disparu du 
marche . 

Ce type de maquette releve d'une categorie 
d'objets de collections singuliers, puisqu'il ne 
constitue pas un produit fini, realise en serie, 
mais une conception a 1'etape preliminaire. ll 
est le resultat en miniature d'un projet d'in-
venteur accepte par le Bureau des brevets. Ces 
realisations materielles miniaturisees, mais 
conformes a 1'objet initial, servaient a recon-
naitre les particularites d'une invention dans 
le but d'obtenir un brevet et de departager les 
avis quant a la conception novatrice. Mais tous 
les inventeurs n'etaient pas en mesure de sa-
tisfaire a cette demande et des maquettes pro-
duites, il Wen reste que tres peu. En fait, si les 
brevets ont constitue une certaine protection 
garantissant la conservation d'une partie de la 
connaissance technique, il en va autrement 
pour les maquettes qui accompagnaient ces 
brevets, car elles ont souvent ete dispersees 
ou detruites. C'est du moins ce qu'il m'a ete per-
mis de constater en etudiant une collection de 
maquettes pour le compte du Musee national 
des sciences et de la technologie du Canada, a 
Ottawa . 

Dignes representantes, les maquettes d'in-
ventions canadiennes sont rares. Elles recons-
tituent des faits materiels actifs d'epoque et 
comptent parmi les plus interessantes avenues 
d'etude pour faire redecouvrir la technologie 
canadienne du xixe siecle . 

Introduction aux brevets 
Avant toute chose, les maquettes d'inventions 
sont des objets qui se distinguent des modeles 
reduits faits par des artistes modelistes, pour 
reproduire un element visuel, ou de ceux fait 
par un maquettiste, pour reconstituer a 1'echelle 
divers e1ements . Les maquettes d'inventions 
retracent une technologie reliee a un contexte 
precis de 1'histoire : les brevets. Les brevets refle-
tent une realite dans 1'evolution des techniques 
sous deux aspects primordiaux :1'invention et 
1'innovation . L'invention est un acte qui per-
met de faire une association propice a un apport 
technique', tandis que 1'innovation, si on 1'ap-
plique a la realite des brevets, signifie une ame-
lioration de 1'invention . 

Le cadre chronologique pour faire une his-
toire des brevets semble correspondre a un ele-
ment precurseur du developpement indus-
triel d'une societe, on pourrait meme dire de la 
revolution industrielle . Cette derniere est un 
phenomene complexe, comme le dit Braudel 
dans Civilisation materielle, economie et ca-
pitalisme : xve-xvlzre siecle, un mouvement 
progressif, generalement lent, qui a ses racines 
tres loin dans le temps mais prend un tournant 
decisif pour 1'Europe dans la deuxieme moitie 
du xviire sibcle2. L'origine du systeme des bre-
vets d'inventions prend sa source en Angleterre 
avec la mise en forme du Statute of Monopolies 
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qui dicte, en 1724, que seul le premier inventeur 
peut avoir un brevet et le monopole de son ex-
ploitation pendant 14 an S .3 Cette legislation 
preceda d'un siecle le developpement de 1'in-
dustrie en Angleterre . 

Au Canada, divers facteurs se mirent en place 
bien avantle XXe siecle et entrainerent la crois-
sance du milieu industriel . On pourrait dire 
incidemment que la mise en place du systeme 
de brevets des le debut du xixe siecle serait 1'un 
des signes precurseurs de notre revolution 
industrielle . Le Bureau canadien des brevets 
ouvrit ses portes en 1823, mais le premier brevet 
ne fut depose qu'en 1824.11 n'y eut que peu d'in-
ventions au plan technologique durant la pre-
miere periode : seulement 1270 brevets furent 
deposes jusqu'en 1860 . Ce West qu'a partir de 
ce moment que nous remarquons un accroisse-
ment du nombre de brevets, signe de la mise en 
place des elements propices a 1'essor industriel . 
Les industries prirent de 1'expansion et entrai-
nerent le developpement d'une plus grande 
gamme de productions specialisees . Nous ob-
servons egalement la naissance de grandes in-
dustries et leur retour vers les grandes villes, 
evolution favorisee par 1'adoption de techniques 
nouvelles. Apres 1870, nous remarquons 1'ac-
croissement du nombre de brevets et, par le fait 
meme, l'acceleration du processus de develop-
pement technologique canadien qui devint 
international. Il en fut ainsi grace a 1'adoption en 
1869 d'une nouvelle loi, The Paten tAct of 1869 . 

En comparaison avec d'autres pays indus-
trialises comme 1'Angleterre et les Etats-Unis, 
les brevets canadiens connurent une lente evo-
lution . C'est ainsi que le nombre de brevets cana-
diens, bien que croissant, etait tres modeste par 
rapport a celui des Etats-Unis . On retrouvait 
egalement plusieurs inventions canadiennes 
deposees conjointement au Canada et aux Etats-
Unis, relevant d'un fonctionnement legislatif 
complexe. Il etait interessant pour 1'inventeur 
canadien de deposer un brevet americain, car il 
s'assurait ainsi d'une plus grande diffusion par 
le biais de la Gazette of Patents et du Scientific 
American . Mais le mouvement inverse existait 
egalement car, apres 1870, on put voir plusieurs 
inventeurs americains deposer des brevets au 
Canada . L'ouverture a un plus grand marche, 
conjuguee a une protection plus vaste, permit 
aux inventeurs d'entrevoir des possibilites com-
merciales dans nombre de pays, l'invention pou-
vant ainsi devenir assez lucrative. 

Les premieres lois canadiennes sur les bre-
vets d'invention ne furent adoptees qu'en 1823 

au Bas-Canada et en 1826 au Haut-Canada; les 
autres provinces suivirent. Ces lois prenaient 
leur source dans la legislation anglaise, mais 
elles devaient evoluer. C'est ainsi que les pre-
mieres lois ont toutes ete remplacees par une 
loi federale en 1869, peu apres la Confederation .4 
La nouvelle legislation s'inspirait desormais 
dans ses grandes lignes de la legislation ameri-
caine des brevets en vigueur depuis 1836 . C'est 
d'ailleurs aux Etats-Unis, par une loi votee en 
1790, qu'avaient ete adoptes les premiers statuts 
formels. L'une des particularites importantes 
des lois canadienne et americaine est qu'elles 
s'appuient, pour la protection d'un brevet, sur 
la date de 1'invention et pas seulement sur la 
date de la demande, comme c'etait le cas en 
Angleterre . La loi canadienne connut de 1egbres 
modifications dans les annees qui suivirent, au 
fur et a mesure que se presentaient des cas liti-
gieux.5 Tous ces amendements ont ete con-
solides en 1923 . 

Une composante importante de la loi touche 
au principe de la diffusion des connaissances . 
Les premieres descriptions de brevets canadiens 
furent publiees en 1860, assez tardivement si 
1'on considere que le Bureau fonctionnait depuis 
1824 . Or, le depot d'un brevet dtait egalement 
un moyen d'en faire la publicite, l'un des buts 
fondamentaux de la loi etant de promouvoir le 
developpement technique et industriel . A cette 
fin, la diffusion de 1'invention etait assuree par 
une gazette qui paraissait regulierement, four-
nissant une plus ou moins breve description de 
1'invention . Les premiers volumes parus, sous le 
nom de Patents of Canada, etaient imparfaits . 
D'ailleurs, le second exemplaire, contenant les 
inventions deposees jusqu'en 1855, ne fut pu-
blie qu'en 1865 . Apres ces difficiles debuts, on 
verra paraitre regulierement, a partir de 1873, 
deux types de publications, la premiere etant 
le Canadian Patent Office Record, repertoriant 
toutes les inventions enregistrees mensuelle-
ment, etle Canadian Patent Office Record and 
Mecanics' [sic] Magazine, qui contenait egale-
ment une chronique des decouvertes a travers 
le monde. Ce dernier changea de titre, devenant 
Canadian Mecanics' Magazine and Paten t Of-
fice Record, puis Scientific Canadian Mecanics' 
Magazine and Patent Office Record et, par la 
suite, The Canadian Magazine of Science and 
the Industrial Arts with the Patent Office Re-
cord. Cependant, la description detaillee des 
inventions ne se retrouvait qu'au Bureau des 
brevets, appuyee, selon les cas, des dessins tech-
niques qui s'y rapportaient. 
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Certaines inventions furent conceptualisees 
a 1'aide de maquettes deposees en meme temps 
que les feuillets descriptifs ; il etait d'ailleurs 
recommande par les agents de brevets d'en faire 
pour les depots aux Etats-Unis et au Canada .6 

Le brevet, une fois accorde, etait un droit spe-
cial confere a 1'inventeur pour 1'exploitation 
d'une invention. Meme si elle ne reconnaissait 
pas de propriete personnelle pour une inven-
tion, la loi permettait a 1'inventeur de 1'exploiter 
de maniere exclusive pour une periode n'exce-
dant pas 15 ans. L'inventeur jouissait donc d'un 
droit preferentiel pour produire, utiliser ou ven-
dre une invention. 

Pratique des brevets 
Les inventions soumises au Bureau des brevets 
n'etaient pas toutes acceptees. L'une des pre-
mieres conditions de recevabilite reposait sur la 
possibilite de mise en ceuvre . Toutefois, l'un des 
principaux criteres concernait soit 1'originalite 
de 1'invention, soit 1'originalite dans la combi-
naison de deux inventions ou plus pour en faire 
une toute nouvelle . L'obtention d'un brevet 
signifiait necessairement que 1'invention etait 
differente des autres . 

Dans certains cas, l'etude des inventions sou-
mises exigeait de long delais . Ainsi, le nombre 
de plus en plus grand de demandes entraina des 
retards en 1876.7 Le manque de personnel qua-
lifie et la soumission de devis complexes ou 
imprecis, dans des domaines de pointe tels que 
la machine a coudre, contribuerent a ralentir 
1'acceptation de brevets. On peut comprendre 
la difficulte des ingenieurs a evaluer les inven-
tions quand on sait que les inventeurs pouvaient 
donner des specifications similaires a plus d'une 
invention. C'est le cas, par exemple, d'un cer-
tain Smith qui inventa en 1874 une fournaise 
dont la ressemblance avec une machine pour 
la reduction du bois de pulpe etait frappante au 
premier coup d'eeil . 

L'inventeur classique considerait certaines 
lignes directrices dans la conception d'une nou-
veaute.11 semblait d'abord reagir a une demande 
qui pouvait rapporter des redevances . L'une 
des pratiques consistait a trouver des reponses 
aux demandes de 1'industrie pour regler des 
problemes techniques . Ce fut le cas pour un cer-
tain nombre de specifications dans la fabrica-
tion de la machine a coudre, dont une en 1875 .8 
Sachant ce qu'il voulait accomplir, l'inventeur 
etudiait les machines existantes en cherchant 
comment il pouvait ameliorer le procede, sou- 

vent pour simplifier. L'une des principales con-
traintes demeurait la creation d'un objet dont 
la mise en marche n'etait pas entravee par le 
cofit de production : il fallait pouvoir vendre la 
marchandise a un bon prix. 
Un agent de brevets du nom de C. Barlow di-

sait, en 1873, qu'il y avait quatre moyens de faire 
de 1'argent avec les brevets : le premier, de loin 
le meilleur, etait de mettre 1'invention en appli-
cation et de 1'exploiter sur le marche ; le second 
etait de vendre des franchises pour 1'exploita-
tion ; le troisieme etait de retirer les pleins droits 
sur 1'invention; le quatrieme etait de diviser les 
droits en parts.9 

Le developpement des brevets avec leurs 
complexites administratives entraina la nais-
sance de la profession d'agent de brevets. L'in-
venteur qui voulait deposer un brevet pouvait 
alors passer par un tiers qui etudiait la rece-
vabilite de 1'invention pour le Bureau des bre-
vets . ll y eut quelques solliciteurs durant la pe-
riode anterieure a 1869, annee oiu fut deposee 
la loi federale canadienne, mais seul Charles 
Legge en fit une profession a temps plein a par-
tir de 1859 (il fut 1'ingenieur de la construction 
du pont Victoria a Montreal); sa demarche allait 
deboucher sur la creation de la premiere firme 
faisant la sollicitation des brevets au Canada . 
De certaines firmes de 1'epoque subsistent des 
guides qui expliquent le fonctionnement du 
Bureau des brevets et mettent de 1'avant les ser-
vices offerts. L'un des premiers est le Harveys 
Guide to Patents publie en 1885 ; un autre de ce 
genre fut publie au debut du xxe siecle par 1'a-
gence Marion & Marion sous le titre The Inven-
tor's Ad viser et etait beaucoup plus detaille que 
le premier. 

Dans les domaines ou il y avait plusieurs in-
ventions qui pouvaient se ressembler, il etait 
quasi necessaire de concevoir une maquette en 
plus des devis techniques . La maquette servait 
alors a reconnaitre les particularites d'une 
invention et ainsi a departager les avis quant a 
la conception novatrice. Tout comme aux Etats-
Unis, au xixe siecle, le Bureau des brevets ca-
nadiens demandait des maquettes lors d'une 
demande de depot de brevet . Mais tons les in-
venteurs n'etaient pas en mesure de satisfaire a 
cette demande qui pouvait devenir cofiteuse . 

Les maquettes d'inventions 
Les maquettes d'inventions qui ont survecu 
sont souventles derniers exemplaires materiels 
d'une technologie . Pour se rendre compte de 
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Fig . 1 
La ve-vai sselle, 
W. L. Thompson, 

17 octobre 1871 

]'importance des maquettes, nous devons neces-
sairement reconnaitre que celles associees a on 
brevet sont uniques en regard des lois en vi-
gueur. il faut ensuite preciser qu'elles ont ete 
peu nombreuses (Line au Canada et une autre 
aux Etats-Unis) . Tinalement, toutes les inven-
tions n'en n'ont pas genere . On peut dire qu'il 
reste tres peu de maquettes originales et, a notre 
connaissance, ce sont celles deposees aux Etats-
Unis qui ont eu le plus de chance de nous par-
venir par le biais de collections museales et 
privees . Il sufht de penser que les maquettes 
americaines conservees ont echappe a deux 
incendies, en 1836 et 1877, et a leur vente, en 
1926, pour comprendre leur rarete . Quant aux 
tnaquettes du Canada, elles ont ete retournees 
aux proprietaires ou, le cas echeant, detruites . 

Afin de preciser leur fonction, disons que la 
conception des maquettes est le resultat d'un 
projet ou d'une recherche dont le but est d'amor-
cer la production de plusieurs exemplaires dans 
la realite. 11 s'agit d'une version miniature de 
1'invention qui a deja donne des pretlves de son 
fonctionneinent lors d'essais : elle appartient 
donc au domaine de la recherc:he industrielle . 
Cependant, toutes les maquettes ne presentent 
pas le meme interet au point de vue informatif. 
Israel et Rosenberg disent, pour leur part, que 
les maquettes d'inventions d'Edison ne presen-
tent qu'un interet au plan de la technique d'ex-
pression du maquettiste.'° Sans nier ce fait, on 
peut dire que, si les inventions d'Edison ont eu 
la chance de parvenir jusqu'a nous, il n'en va 
pas ainsi de toutes . l.orsqu'elle devient 1'unique 
exemplaire materiel d'une invention, la maquet-
te prend Line toute autre dimension. Elle devient 
parfois 1'unique representation visuelle, lorsque 

les dessins ont disparu des fonds de brevets, qui 
peut nous donner tine We plus juste de 1'inven-
tion . D'ailleurs, il faut considerer que si le Bu-
reau des brevets reclamait ces objets, a 1'epoque, 
c'etait pour comprendre et juger 1'invention . 
Outre le fait qu'elles rendent possible un exa-
men detaille, plus eloquent que les descriptions, 
le contexte historique permet de les associer 
aux autres inventions et aux preoccupations 
d'une societe industrielle naissante. 

Notre etude pour le Musee national des 
sciences et de la technologie d'Ottawa a porte 
sur Line collection de quarante maquettes d'in-
ventions provenant d'une collection privee . 
C'etait des maquettes qui accompagnaient des 
brevets deposes par des Canadiens aux Etats-
Unis et dont les inventions, pour la plupart, fai-
saient 1'objet d'un brevet similaire au Canada . La 
collection n'est pas tellement representative 
d'un phenomene en particulier, mais reflete 
1'ceuvre de quarante-huit inventeurs durant la 
periode 1865-1890. Les inventions touchaient a 
des technologies relevant de plusieurs champs 
d'activites, soit au dela d'une trentaine de types 
techniques . La diversite presentait un interet 
certain, car on peut y voir des technologies asso-
ciees a la vie economique au debut de 1'ere in-
dustrielle, allant de 1'extraction des ressources 
naturelles aux objets de la vie quotidienne, en 
passant par la production . Somme toute, plu-
sieurs objets n'ont pas laisse de traces pour la 
grande histoire, mais certaines machines de 
qualite ont simplement ete oubliees . ll serait 
a propos de relever quelques-unes de ces 
maquettes. 

C'est ainsi que les inventions dans le do-
maine de la technologie domestique sont large-
ment representees dans la collection privee que 
nous avons etudiee. L'une des inventions les 
plus particulieres, mais egalement unique a 
cette epoque, consistait en on lave-vaisselle, par 
William L. Thompson . Thompson est natif de 
Stanstead. Nous lui reconnaissons quelques in-
ventions qui vont du Window and Blind Fas-
tener, en 1862 (#1458), en passant au Peat Manu-
factureren 1865 (#1882), puis a 1'invention d'une 
Method of preparing the Laminae of Wood, to be 
used for covering the walls of Houses en 1868 
(#2685) . Ce ne sera que quelques annees plus 
tard qu'il deposera des brevets pour le lave-vais-
selle (U .S . Oct. 17, 1871, #119 953; CAN. Sept . 9 
(1871, #1133) . 

Le depot d'un brevet pour Line machine 
a laver la vaisselle, en 187L est a tnettre a part, 
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surtout si 1'on considere que 1'innovation prin-
cipale reconnue a cette epoque dans cc domaine 
fut tine lavette ." Comme cc fut le cas pour la 
machine a laver le linge, on pensait que cette 
tache penible devait connaitre des allegements. 
Mais la technologic existante n'allait pas per-
tnettre une croissance aussi marquee que celle 
de la machine a laver le linge . A notre connais-
sance, l'invention de Thompson est unique en 
son genre a cette epoque et il faudra attendre 
les annees 1880 pour voir d'autres tentatives . 

La maquette permet de constater que 1'inven-
tion consiste en une cuve de bois bardee de cer-
cles de metal, une roue a pales, actionnee par 
une manivelle exterieure, et un couvercle . La 
description laisse entendre que la vaisselle etait 
deposee entre les pales. Une fois la cuve rem-
plie d'eau savonneuse, il suffisait de tourner la 
manivelle pour amorcer un mouvement a 1'in-
terieur qui faisait circuler 1'eau entre la vais-
selle. On pouvait agiter la roue a pales en rota-
tion continue, on demi-rotation, selon 1'usage 
qu'on voulait en faire. Cette invention est le 
signe precurseur d'une autre epoque, mais elle 
etait sans doute perilleuse pour la vaisselle en 
terre cuite. . . 
A 1'oppose de 1'invention de Thompson, un 

autre objet de cette collection privee se rattache 
a 1'une des plus grandes productions indus-
trielles du xtxe sibcle : les machines a coudre . 
Avant 1'ere des appareils automatiques, qui 
apparurent dans la periode 1850-1900, on a vu 
des machines a coudre ayant pour moteurs des 
machines a vapeur impressionnantes . D'autres, 
d'usage domestique, fonctionnaient avec le pou-
voir hydraulique .'z Cc secteur fait partie des 
domaines de creativite qui comptent le plus 
grand nombre de depots de brevets . Apres les 
annees 1840, plusieurs inventions virent le jour 
et, en 1873, plus de 4 000 000 de machines a cou-
dre fonctionnaient a travers le monde", mais 
c'est aux Etats-Unis que se trouvaient les plus 
grands producteurs : American Singer Sewing 
Machine, The Williams Manufacturing Co., 
The Gardner's Sewing Machine, The Reice 
Sewing Machine, The Wheeler & Wilson's 
Manufacturing Col4 . 

Les industries qui se specialisaient dans cc 
secteur signalaient aux inventeurs dans quels 
domaines il fallait apporter des innovations'-' . 
Les inventeurs Canadiens entrerent dans la 
course durant 1'epoque commerciale poste-
rieure a 1850 . Le premier brevet canadien pour 
une machine a coudre fut depose en 1854, par 
D'Arcy Porter (#468) qui, pour faire face au de- 

veloppement technologique et a la concurrence, 
deposa un nouveau brevet en 1865 (#1896) . A 
partir de 1858, le secteur canadien fourmilla 
d'inventeurs qui se specialiserent car la de-
mande du marche etait tres grande : Christo-
pher Lockman a invente trois de ces machines, 
la premiere en 1862 sous la denomination de 
Family Shutt]e Sewing Machine (#1325), une 
seconde en 1867 (#2380) et la derniere en 1869 
(#3133) . R . Barclay en a depose trois egalement, 
en 1866 (#2M), en 1867 (#2327) et en 1868 (#2550) . 
Dans les annees 1868-1869, plusieurs autres 
inventeurs deposerent tour a tour des brevets, 
mais c'est a partir des annees 1870 que le nom-
bre de brevets connut une croissance sans pre-
cedent : huit en 1874, six en 1875, douze en 1876, 
quatorze en 1877, treize en 1878, douze en 1879, 
douze autres en 1880, et plus de vingt en 1881. 
C'est dans cc contexte prolifique que J . N . Tar-
box, dont nous avons pu voir la maquette dans 
la collection etudiee, deposa son brevet aux 
Etats-Unis en 1879 (Mar . 11, 1879, #213 146) . 
Son invention se differenciait des autres par 
de nombreux ajustements apportes a 1'appareil, 
particulierement dans le mouvement de 1'ai-
guillage et des principales composantes re-
liees directement a la couture . Nous n'avons 
pas pu determiner quel avait ete le succes de 

1'invention sur le marche, mais nous pouvons 
dire au moins qu'elle represente 1'une des bran-
ches technologiques les plus populaires au xTxP 
siecle . 

La mecanisation a ete 1'un des aspects pri-
mordiaux du developpement industriel . Sur cc 
plan, plusieurs maquettes de la collection vien-
nent nous informer sur des aspects techno-
logiques qui sont maintenant revolus. Parmi 
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Fig . 3 
Moteur rotatif a vapeur, 
P. English, 20 octobre 
1874 

celles-ci, trois des maquettes de la collection 
touchent a la technologie reliee aux mouve-
ments. Elles ont ete developpees par quatre 
inventeurs : E. Wadhams, W. Hamilton, pere et 
fils, et P. English. 

Les machines qui assuraient la transmission 
du mouvement sont parmi les appareils les plus 
importants car ils servent de relais entre la force 
du mouvement et les machines de production ou 
encore a d'autres mouvements . Depuis long-
temps, on a invente des principes mecaniques 
qui president aux mouvements a engrenages, 
a arbres de transmission et a vis sans fin .lfi Les 
premiers brevets canadiens dans ce domaine 
remontent aux annees 1840, mais c'est a partir 
des annees 1860 que ces inventions deviennent 
nombreuses . Durant la periode de 1866 a 1911, 
nous pouvons dire que le Canada est entre dans 
la periode industrielle . A ce titre, les inventions 
tendaient A accelerer la cadence de la produc-
tion avec une plus grande performance dans 
les rapports qui existent entre la qualite, les di-
mensions de 1'appareillage, la duree d'utilisa-
tion et le prix . C'est dans ce contexte de plus en 
plus productif et particulierement exigeant que 
des inventeurs vont developper de nouvelles 
machines . 

Les difficultes technologiques rencontrees 
dans 1'invention de machines rotatives, comme 
celles d'Hamilton et d'English, sont enormes. 
Le dictionnaire Lami, publie dans les annees 
1880, relate qu'il n'existerait aucun systeme qui 
soit parvenu a resoudre les problernes de la fric-
tion" : nous avons releve de nombreux exem-
ples de ces inventions dans I'histoire de la tech-
nologie et les ingenieurs du Bureau des brevets 
en ont meme fait un tableau recapitulatif au 
benefice des inventeurs . 

Reliee directement a la machinerie de la pro-
duction, nous avons retenu la seule invention 
a avoir remporte un prix pour ses qualites in-
dustrielles : une machine a fabriquer les bri-
ques par Bulmer & Sheppard (U.S . Jul . 9,1872, 
#128 727 ; CAN . Jul . 20,1871, #1069) . L'importance 
de la brique se justifie par son emploi sur une 
tres vaste echelle dans la construction depuis 
des millenaires . La production faisant appel a 
des techniques industrielles sera d'abord intro-
duite en Angleterre . L'une des premieres inven-
tions de ce type a ete faite par William Irving, 
en 1841 . Il s'agissait d'un procede servant a cou-
per les briques .`A Nous nous sommes rendu 
compte que les progres realises en Angleterre 
n'ont pas ete les seuls a intervenir et que, dans 

ce domaine, les inventeurs canadiens deposb-
rent plusieurs brevets assez tot au xtxE'siecle . 

Les fabricants canadiens recherchaient de 
meilleures techniques de fabrication des bri- 

ques . C'est dans ce contexte que I'unc: des pre-
mieres machines canadiennes dans cette indus-
trie, qui servait a moudre I'argile, a ete inventee 
par Austin Adams en 1844 (Machine forgrin d-
ing clay, #67) et que celui-ci inventa egalement 
une machine a recevoir les briques en 1847 (A 
revolving brick receiver, #119) . Les machines a 
fabriquer des briques commencerent assez tot 
a etre brevetees; la premiere presse pour faire 
des briques aurait ete con~ue par George K. Bur-
rows de Toronto en 1846 : Method of making 
presses for the purpose of pressing clay, and 
other ductile substances, into any form, such 
as Bricks, Tiles, &c (#208) . La meme annee, 
David J . Ellis deposa un brevet presentant une 
autre machine pour fabriquer les briques action-
nee par la force du cheval . 

Les machines a comprimer 1'argile dans la 
fabrication de la brique furent nombreuses . 
D . Gould en inventa une en 1856, Pressed Brick 
for building purposes (#611), puis P. Parkeson 
introduisit la force de la vapeur dans son inven-
tion en 1857, Steam Press for making Bricks, 
Tiles &c, from dry clay (#791) . Des 1852, James 
Maclaren inventa une faQon de faire des mou-
lages de briques et d'ornements, Mode of rnak-
ingBricks and Architectural Ornaments (#343) . 
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Les moulages sur les briques ont ete introduits 
au Canada par 1'invention de J . H . Charnock en 
1854, Machine forMoulding a]1 descriptions of 
Tiles, Pipes and bricks, for drainage, sewerage, 
building or other purposes, from clay or other 
plastic subtances (#451) . Dans les annees 1870, 
la brique fut utilisee assez largement dans la 
construction . En consequence de ce pheno-
mene, plusieurs inventions se rapportant a la 
fabrication industrielle de la brique virent le 
jour. 

L'invention dont nous avons etudie la ma-
quette fut faite par Henry Bulmer et Charles 
Sheppard, tous deux de Montreal . Ces hommes 
furent associes durant un certain temps et depo-
serent un premier brevet en 1868 pour une pre-
miere machine a fabriquer des briques automa-
tique (#2624) . C'est en 1871 qu'ils inventerent la 
nouvelle machine a briques automatique cons-
tituant celle representee par la maquette de la 
collection etudiee . Leur machine pouvait fonc-
tionner avec 1'energie de la vapeur, de 1'eau ou 
de la force animale . Les inventeurs pretendaient 
que leur machine pouvait faire (( a m uch greater 
n umber o f bricks, than the machine a t presen t 
time)) . L'invention combinait plusieurs ele-
ments deja en usage a 1'epoque et permettait 
surtout d'effectuer plusieurs operations auto-
matiques :1'argile etait moulue a 1'aide de cou-
teaux et poussee, en la pressant, dans un moule 
de six briques et le mouvement automatique de 
1'appareil evacuait le motile sans 1'intervention 
d'ouvrier . Cette machine pouvait fabriquer plus 

de 13 000 briques par jour . Ses qualites ont ete 
reconnues lorsqu'elle a remporte un premier 
prix lors de 1'exposition provinciale d'Ottawa 
en 1875 . 

La maquette d'invention : 
une approche de la culture technique 
dont les collections et 1'etude restent a 
developper 
Si 1'etat des collections canadiennes nous le 
permettait, nous pourrions sans doute aller 
plus loin dans 1'etude des maquettes d'inven-
tions. C'est 1'obstacle a une etude depassant le 
stade de notre « defrichage », et ce West pas le 
seul problbme ! 

Apres 1'aper~u que nous avons eu d'une pe-
tite parcelle de collection, nous sommes devant 
plusieurs constats au point de vue de 1'infor-
mation et de la realite materielle associees a la 
maquette d'invention . Ce type de maquette fait 
partie d'une culture materielle produite au xix'' 
siecle, mais on a souvent tendance a ne regar-
der la maquette que sous I'angle d'un objet de 
collection et non comme 1'un des elements por-
teurs de savoir. 

Une etude de 1'objet technique comporte des 
difficultes au plan methodologique, comme en 
ont fait foi les discussions lors d'un seminaire 
au National Museum of American History, en 
1984 ."Ce seminaire a surtout montre qu'il 
n'existait pas de consensus quant a la demar-
che qui conviendrait aux diverses formations 
autour de 1'histoire de la technologie .z° Il existe 
notamment un gouffre profond dans la per-
ception du role educatif et du role de la recher-
che, entre les universitaires et les museologues, 
au sujet des objets faQonnes . Les chercheurs 
s'accordent sur la necessite d'aborder la ques-
tion d'une culture technique sur le mode multi-
disciplinaire . 

L'observation de 1'objet comme source pri-
maire d'information est une demarche connue 
des historiens de Fart, des anthropologues et 
des ethnologues en culture materielle . Les cher-
cheurs decrivent 1'objet de collection en regard 
de la construction, des materiaux, de 1'utilisa-
tion et meme du symbolisme . Depassant le stade 
du simple objet de collection, la maquette a 
autrefois fait 1'objet d'un examen pousse par les 
ingenieurs . Des lors, elle prend une grande si-
gnification car l'obtention d'un brevet atteste 
1'originalite dans un ou plusieurs aspects tech-
niques . Nos perspectives dans 1'etude des ma- 
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quettes rejoignent la relation de 1'objet avec 
1'ensemble de 1'environnementtechnologique 
et 1'interaction du milieu culturel implique . Une 
branche de 1'ethnologie pent nous interesser. 

L'etude de la technique telle qu'envisagee 
par une partie des ethnologues regarde 1'objet n 
L'approche de la culture materielle et les rai-
sons de son regain de popularite chez certains 
ethnologues sont clairement exprimes par 
Stephen Beckerman, de la Pennsylvania State 
University : < (La plus ancienne des activites 
humaines - la production et 1'usage d'objets ma-
nufactures - demeure aussi 1'une des plus pures 
et nous permet peut-etre une vision plus claire 
de ce que signifie le mothumain, au sens de por-
teur de culture ».zz La « technologie culturelle » 
s'interesse aux phenomenes techniques qui 
touchent 1'action de 1'etre humain sur la ma-
tiere.z3 Son etude degage une analyse des objets, 
des processus (chaines operatoires on gestuel-
les), des connaissances qui sont contemporaines 
aux objets, des facteurs de coherence et de com-
patibilite . La methodologie consiste a : 
1) traiter 1'objet pour retrouver un sens dans 

une « classification universelle »; 
2) degager des critbres formels destines a faire 

un triage dans les procedes relies a la tech-
nique, identifiable a 1'ensemble des proce-
des voyant 1'action transformant la matiere 
(systeme technique) ; 

3) analyser les relations du systeme technique 
avec 1'organisation sociale. 

Bien sur, l'etablissement d'un corpus est 
prealable . Celui-ci rassemble des descriptions 
d'objets, des gestes, des connaissances, mais 
aussi des etapes strategiques (necessaires) liees 
au processus. Ces pistes conduisent eventuelle-
ment a la reconnaissance des transferts tech-
nologiques de meme qu'a la rupture dans la 
technique (les innovations) . La partie touchant 
les transferts, ou emprunts, est interessante 
puisqu'elle pourrait amener a comprendre les 
liens ou 1'inexistence de liens entre les tech-
niques dite de haute technologie et celle dites 
traditionnelles. On considere egalement les 
adaptations propres a un milieu et certaines 
autres propres aux processus similaires a divers 
modes de production. Les pistes sont parfois 
des plus evidentes, car il existe des processus 
et des techniques qui se referent a des modeles 
et des auteurs. L'analyse caracterise alors des 
liens. Une importance relative est donnee aux 
methodes d'identification . Sigaut dit a ce sujet 
que, sans une « identification des faits tech-
niques, les observations et les descriptions sont 

tres difficiles, et leur utilisation scientifique 
ulterieure estpratiquementimpossible »?4 Ceci 
nous ramene au point de depart, oiu 1'absence 
d'aspects descriptifs adequats repose sur des 
criteres plus on moins esthetiques on sur une 
longue enumeration de caract6ristiques . Darts 
la pratique, une identification doit se demar-
quer d'une classification, mais dans le cas des 
techniques on des processus, elle etablit des 
sequences et des rapports entre « des operations 
qui 1'avoisinent dans le reseau ».25 Cela signifie 
que : 
1) une operation, c'est aussi quelqu'un qui 

fait quelque chose ; 
2) une operation se definit par sa position par 

rapport aux operations voisines dans le sys-
teme technique; 

3) les operations ayantla meme fonction dans 
des systemes techniques sont homologues ; 

4) identifier une technique, c'est pouvoir la 
distinguer de toutes celles avec lesquelles 
on peut executer ce meme ensemble d'ope-
rations homologues . 

Allant au plus profond de 1'objet, l'etude con-
siste d'abord en 1'organisation d'une descrip-
tion de 1'objet et ensuite en une classification 
fonctionnelle qui rejoint la demarche de 1'eth-
nologue. Une fois atteinte la maitrise des tech-
niques et de ses objets, l'assimilation des con-
naissances historiques est necessaire . Nos 
moyens de parvenir a cette connaissance s'ins-
pirent de sources traditionnelles retenues par 
1'histoire et des ouvrages contemporains qui 
sont des points de reperes pour orienter les re-
cherches . De son cote, le fonds technique des 
brevets, surtout en ce qui concerne les inven-
tions du type industriel, peut etre considere 
comme un excellent representant de la tech-
nologie passee ou actuelle . La representativite 
d'une invention est interessante parce que ces 
objets sont tries en fonction de 1'originalite de 
1'invention et des capacites de realisation. 

Aujourd'hui, l'etude des brevets, des inven-
tions et de leurs maquettes originales doit etre 
consideree comme 1'observation la plus directe 
d'un phenomene et de son producteur. L'in-
fluence des brevets sur la technologie durant 
une epoque determinee est double : en prote-
geant une invention, elle permet la diffusion 
des resultats. D'autres inventeurs peuvent alors 
voir de nouvelles applications on correctifs . Des 
industriels peuvent trouver des solutions pos-
sibles a la production . 

II reste deux attitudes possibles a adopter 
pour parler des maquettes d'inventions comme 

Material History Review 40 (Fall 1994) / Revue d'histoire de la culture materielle 40 (automne 1994) 

49 



element culturel : celle du collectionneur et celle 
de 1'historien.zs Adopter 1'attitude du collec-
tionneur est preferable, car elle sert a regrouper 
et mettre en valeur, tandis que 1'autre tire des 
qualites informatives et autorise trop souvent 
un retour en entreposage. La maquette doit etre 
exposee, mais elle doit 1'etre sans negliger des 
aspects fondamentaux, comme 1'a fait remar-
quer Dodd en examinant une exposition de 
maquettes americaines au N.M.A.H ., en 1986Z7 : 

The strengths of this exhibit were its visual 
appeal and the dramatic wayin which it wel-
comed the visitor to the museum . Unfortu-
nately, these strengths seem tohave been pur-
chased somewhatattheexpenseofrelevancy. 
Often it was not clear from the object itself or 
from the label accompanying it justhowit 
exemplified either invention orenterprise -
neither was defined - or what, if any, was its 
relationship to the American patent system . 
This ambiguity was particularly disappoint-
ing where the object had a stronger associa-
tion with the themes of the exhibit than the 
label suggested. 

Conclusion 
L'analyse et 1'utilisation d'une maquette d'inven-
tion comporte plusieurs elements . De par sa 
condition materielle, la maquette est d'abord 
un obj et fabrique par un artisan qui emploie des 
materiaux tels que le bois et certains metaux, 
souvent du cuivre . L'aspect tridimensionel a 
un effet visuel important. Les maquettes ont 
generalement moins d'un pied et doivent com-
porter les principaux elements qui font 1'objet 
du depot. Pour les fins des examinateurs, la ma-
quette sert a en faire comprendre le fonction-
nement . On pourrait donc trouver une fagon 
de 1'utiliser a des fins didactiques et non seule-
ment en terme d'elements visuels. 
A 1'heure actuelle, la dispersion des collec-

tions, la plupart etant privees, conjuguee a 1'inac-
cessibilite de certaines, rend 1'examen et les 
comparaisons difficiles, sinon impraticables. ll 
Wen demeure pas moins que les maquettes for-
ment d'excellents suj ets et peuvent constituer un 
apport majeur pour des collections, ne serait-
ce que comme symboles visuels, souvent uni-
ques, d'un cheminement createur. Un des em-
plois de la maquette serait celui d'un element 
d'exposition servant a completer les maillons 
de la chaine industrielle du xrxe siecle . Puisque 
plusieurs machines ou produits ont disparu, 

1'utilisation d'une maquette originale ne pour-
rait etre que tres avantageuse. Si un contexte 
d'invention est offert, l'objet peut montrer le 
cheminement critique deploye par des miliers 
d'inventeurs, dont plusieurs ne nous sont pas 
connus. 

La variete des techniques representees par 
les maquettes de la collection etudiee recoupe 
un certain nombre d'objets industriels fagon-
nes dont il y a de fortes chances pour que ce soit 
le dernier vestige materiel . Leur etude nous a 
entraines sur 1'une des avenues les moins ex-
plorees des inventions canadiennes. Une ma-
quette d'invention peut avoir existe sans que 
son objet ait ete mis sur le marche, mais d'un 
autre cote elle autorise justement la decouverte 
de ces objets fonctionnels qui n'ont pas laisse 
d'autres traces materielles, ne connaissant pas 
le succes souhaite . A cote d'une invention do-
minant le marche, la maquette d'invention d'un 
objet qui n'a pas connu ce succes est un outil 
essentiel aux examens comparatifs. 
On peut dire que les inventeurs sont egale-

ment les principaux instigateurs de la perte des 
anciennes techniques . C'est en voulant innover 
qu'ils entrainent 1'abandon des processus tech-
niques desuets et, a longue echeance, la perte 
des exemplaires qui ont contribue a 1'evolution 
des techniques . D'autre part, une invention 
specifique peut n'avoir fonctionne que dans un 
cadre industriel precis, tres specialise, etmeme 
peut avoir ete employee dans une seule indus-
trie . Dans ce cas, il se peut que les machineries 
qui ont alors servi n'aient connu qu'une faible 
distribution, augmentant les risques de la perte 
totale de cette technologie aujourd'hui. 

Considerant ces enonces, plusieurs facteurs 
ont contribue a faire disparaitre des elements 
techniques de notre histoire . De ce fait, la ma-
quette peut etre le seul temoin materiel qui sub-
siste. Celles des maquettes qui ont survecu 
« miraculeusement » au temps peuvent nous 
aider a conserver cette technologie. La forma-
tion de collections pourrait servir a diverses 
fins, mais, dans 1'immediat, elle fait face a une 
certaine urgence : des maquettes qui ont plus 
d'une centaine d'annees peuvent subir des con-
ditions difficiles a leur conservation . 

L'etat d'urgence rend necessaire le rassem-
blement de collections dans des conditions 
favorables a leur conservation. L'etude pourra 
alors se faire avec des moyens adequats et 
ensuite faire 1'objet d'expositions . 
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nique y trouve une grande place . 

22 . Beckerman,1985, p.146 . 
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25 . Sigaut,1985, p.10 . 
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The Cliff Street Heating Plant, Ottawa 

BRYAN DEWALT 

Introduction 
The Cliff Street Heating Plant (Fig . 1) was built 
in 1918 to provide heat for the new Centre Block 
of Parliament and for several other government 
buildings. Likely the first federal building of its 
type, it incorporated recent advances in mate-
rials, mechanical systems, and design princi-
ples. It still supplies steam and cooling water to 
most federal buildings in central Ottawa through 
an extensive system of tunnels and buried pipes. 
It is one of the largest central heating facilities 
in Canada and has the largest air-chilling capac-
ity of any central plant in the world.' 

Historical Associations 

Thematic 
The Parliament Buildings and an increasing 
number of administrative, judicial and cultural 
structures have been symbolically or function-
ally central to the historic development of the 
Canadian state. While not in itself being a focus 
for this history, the Cliff Street Heating Plant 
has played an important auxiliary role. Through 
the supply of relatively clean, convenient and 
economical heat, it has facilitated the physical 
expansion of federal government operations in 
Ottawa . 

Perhaps of greater interest is the Cliff Street 
Heating Plant's place in the history of architec- 

ture and heating technology. Improvements in 
this technology revolutionized building design 
and construction . Open fires were the primary 
sources of heat in early Canadian buildings . In 
the eighteenth century the closed stove became 
common in North America, offering more 
efficient combustion of fuel, radiation of heat, 
and dispersal of smoke. But stoves differed lit-
tle from fires in that heat was still produced in 
the room in which it was required . In large build-
ings especially, this involved difficulties in the 
delivery of fuel, the cleaning and disposal of 
coal dust, ashes and soot, and the prevention of 
fires. Stoves, like fires, also consumed fresh air, 
which could only be replaced through open 
windows, an unsatisfactory situation in a cold 
climate . 

By the nineteenth century builders had made 
further improvements . They transformed the 
common stove into a furnace by moving it out 
of the room to be heated but allowing the air it 
warmed to pass into the room. Almost simulta-
neously, builders harnessed steam technology 
for heating, first of factories, then of homes 
and offices. By mid-century, hot water heating 
had also become viable . Both these systems 
utilized boilers that could be fired in seclusion 
from the day-to-day functions of buildings .2 

Like the elevator and electric lighting, cen-
tral heating and ventilation systems were pre-
requisites for the development of modern ar- 
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Fig . 1 
Cliff Street Heating Plant 
from Victoria Island. 

1987 (National Historic 
Parks and Sites (NHPS), 
Architectural History 
Branch (AHBI) 

chitecture . Previously, building design had been 
limited by its dependence on lighting and ven-
tilation from windows and on heat from fire-
places or stoves located in the actual spaces 
being warmed . Heating, lighting and ventila-
tion supplied from a central source allowed for 
greater flexibility in grouping interior spaces . 
Structures could be more densely designed with 
less exposure to the exterior environment as 
interior climate control was no longer depen-
dent on it . Hence taller, more massive buildings 
became possible . As Robert Bruegmann has 
written : 

The architect was able to ignore local climatic 
conditions and orientation, since problems 
could be overcome by equipment . The triumph 
of these developments was the sealed glass 
box of the International Style, which could be 
built on any site in the world and all of whose 
functions could be placed anywhere in the 
building .' 

Canada's first Parliament Buildings in Ot-
tawa, erected between 1859 and 1866, relied on 
a vault system of heating similar to that design-
ed by David Boswell Reid for the new British 
Houses of Parliament . Boilers supplied steam 
to coils or pipes placed in vaults underneath 
the building . These coils heated fresh, cold air 
brought in from outside through tunnels . Forces 
of convection then conveyed this air through 
flues to all parts of the building. Vitiated air was 
extracted through a tall shaft . This system was 
apparently a failure . Fireplaces and steam coils 
in many rooms provided supplementary heat . 

A steam heating system was later installed in 
the Centre Block.4 
The first Parliament Buildings thus repre-

sent a transitional stage in the application of 
central heating technology to the architecture 
of a large public building . By 1916, when the 
Centre Block was destroyed by fire, both heating 
technology and architects' understanding had 
advanced significantly. While by no means a 
"sealed glass box," the new Centre Block was an 
essentially modern structure, its gothic surface 
features hiding a steel skeleton, electric lights 
and hot-water radiators. Later government 
buildings in downtown Ottawa conformed even 
in outward ways to the International Style. 

The logic for constructing the Cliff Street 
Heating Plant, as opposed to individual systems 
in each structure, was simple. Heat distributed 
to all parts of one building from a central boiler 
could quite easily be distributed to several build-
ings . Heating and ventilation engineers in the 
early twentieth century touted this innovation, 
called district heating, as the wave of the future . 
Urban development was creating dense, com-
mercial city centres, resulting in increasing pol-
lution from smoke, soot and ashes produced by 
numerous small, inefficient heating plants . Dis-
trict heating might free city downtowns of this 
blight and spare building owners the high fuel 
and labour costs and the fire hazards also resul-
tant from individual systems. 
An experimental district heating system was 

opened in Lockport, New York, in 1877. New 
York City had its first district heating plant by 
1883 . The first such plant in Canada opened in 
Chatham, Ontario, in 1905-06 . By 1927 there 
were over 200 district heating plants in North 
America, serving both individual commercial 
buildings and educational institutions, hospi-
tals, and other unified complexes . Planners of 
the new Parliament Building also had the model 
of Washington, D.C ., where a new plant opened 
in 1910 to serve the Capitol building and a num-
ber of other government structures.5 

John A. Pearson, architect of the new Cen-
tre Block, was an advocate of district heating 
and had designed a plant at the University of 
Toronto.' Designed under his supervision 
with the assistance of Consulting Engineer 
Melvern F. Thomas, the Cliff Street Heating 
Plant became an economic and functional suc-
cess . In 1926 one observer was so impressed, he 
called it "one of the most complete illustrations 
on the American continent of the application 

Material FGstorv Review 401Fall 1994) / Revue d'histoire de la culture materielle 40 (automne 1994) 

53 



of mechanics and physics to the problem of 
heating in a climate of Lat. 45'43'N, a series of 
large governmentbuildings."' 

Local Development 
Ottawa's transition from lumber town to gov-
ernment city occurred in the four decades be-
fore 1940 . While the city's population grew from 
60 000 to 155 000, this 150 per cent increase was 
surpassed by a 1000 per cent increase in the 
number of public servants. Concomitant to this 
growth in government employment was the gov-
ernment's heightening profile on the urban land-
scape. From their crowded quarters on Parlia-
ment Hill, departments dispersed to various 
parts of the city, especially along the L- shaped 
axes formed by Wellington and Sussex Streets. 
The Royal Mint and the first Public Archives 
were among 11 new structures erected between 
1896 and 1913 . Most were in the downtown area . 
In the inter-war years, the Connaught, Justice, 
Confederation, Bank of Canada and Supreme 
Court buildings reinforced the government's 
physical presence in the centre of Ottawa. The 
construction on Parliament Hill of a larger Cen-
tre Block with a prominent tower, after the fire 
of 1916, was symbolic confirmation of this new 
prominence ." 

The far more prosaic task of heating these 
large public buildings fell to the Cliff Street 
Heating Plant, built in conjunction with the 
new Centre Block. Observing the success of dis-
trict heating in other cities containing a high 
density of large structures, planners of the Cliff 
Street Heating Plant had designed it to be eco-
nomically expanded as demand for its steam 
and hot water increased. By 1923 its system of 
tunnels and pipes provided heat to the Centre 
Block, East and West Blocks, Langevin Block, 
the old Post Office, the old Supreme Court, and 
a smaller building next door9 (Fig . 2) . In 1987, 
the Cliff Street Heating Plant's distribution sys-
tem extended from the National Archives and 
Library in the west, east parallel to Wellington 
Street, north as far as the Mint, the War Museum 
and the new National Gallery, and south to the 
National Arts Centre, the Congress Centre and 
the Department of National Defence Headquar-
ters . Since that time the network has been fur-
ther extended (Fig. 3 ; and, see Epilogue). Though 
all but its chimney are invisible to most Ot-
tawans, the presence of the Cliff Street Heating 
Plant is felt throughout the core area of Ottawa. 

Architecture 

Aesthetic Design 
The Cliff Street Heating Plant is a flat-roofed, 
rectangular structure approximately 90 m long, 
18 m wide and 18 m high. Two one-storey exten-
sions abut the north wall, and a 54 m brick chim-
ney projects from the roof near the longitudinal 
centre of the building . Framed in reinforced 
concrete, the plant is almost devoid of orna-
mentation. In this sense it is similar to heating 
plants built later by the federal government in 
Ottawa . Like the plants at Sussex Drive (1931), 
Booth Street (1944-45), and the Central Exper-
imental Farm (1960), the Cliff Street plant is a 
simple rectangular envelope enclosing a com-
plex mechanical system . Architectural refer-
ence to the surrounding landscape or street-
scape is found only in materials and some minor 
detailing. Cliff Street, as the first and largest of 
these structures, may well represent a model. 
The Cliff Street plant was designed to har-

monize with the rugged cliffs along the south 
bank of the Ottawa River (Fig . 4) . In fact the 
building, originally only 38 .4 m long, was in-
serted into an 18 m niche excavated from the 
cliff face . Its north wall, facing the river, was 
covered in rock-faced, uncoursed limestone sal-
vaged from the excavation . Its roof was built 
flush with the summit of the cliff.l° The north 
elevation of this manmade escarpment was 
punctured by six tall, narrow, segmental win-
dows along the length of the first floor. Two rows 
of four smaller segmental windows were plac- 

Fig . 2 
Buildings connected to 
Cliff Street Heating Plant 
pipe system, 1923. 
(National Archives of 
Canada (NA), RG11, B6, 
vol. 3187, n.p .) 
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1 . Centre Block 
2. West Block 
3 . East Block 
4 . Supreme Court of Canada 
5. Cliff Street Heating Plant 
6 . National Library and National Archives 
7 . National Arts Centre 
8. Ottawa Congress Centre 
9. National Defence Headquarters 

10 . National Gallery of Canada 
11 . Canadian War Museum 
12. Royal Canadian Mint 
13. External Affairs 
14. National Research Council 
15. NRC Heating Plant 

Steam Tunnel 
~~ Buried Steam Line 

0 500 m 
I i 

Fig . 3 
Distribution system, Cliff 
Street Heating Plant, 
1993 . 1 Cr,vrrnment 
Serv ic frs Canada) 

Fig. 4 
Cliff Street Heating Plant, 
1920. (NA, PA 164451) 

ed at the second and third storey levels at the 
east end, where the pump house and offices 
were located. The windows and rough-hewn 
rock mimicked the textures and stratification 
of the natural rock face to the east . The only 
other exterior ornamentation was along the roof 
line, where a plain concrete cornice was placed 
and two projecting ash pit vents were faced with 
limestone and visually connected by a metal 
pipe railing . 

This compact, austere, but attractive, struc-
ture was radically altered in subsequent years . 
In 1929-30 a 20.7 m, three-storey extension was 
built onto the west end in a style similar to the 
original but without second and third storey 
windows . A further western extension, also of 
similar facade, was built in 1951-52 . At the same 
time a one-storey ash handling plant was tacked 
onto the front wall at about the midway point 
of the enlarged structure . In 1967 the building 
reached its current configuration with the con-
struction of a one-storey pump house in front 

of the original portion of the plant." Both the 
one-storey additions are faced in the same 
uncoursed limestone as the main structure and 
have segmental windows vaguely reminiscent 
of the original main floor windows they now 
obscure. These exterior changes have combined 
to create a cluttered north elevation at the first 
storey level surmounted by a long, blank facade 
unbroken by windows. The original propor-
tions of walls to windows have been destroyed, 
and the entire structure, now much larger, dom-
inates the site in a way it never did originally. 

Functional Design 
As functional as was the external architecture 
of the Cliff Street Heating Plant, the original 
space enclosed by this rectangular envelope 
conformed even more rigorously to technolog-
ical imperatives. The plant was designed to ac-
commodate the state of the art in coal-fired boil-
ers and hot-water circulation systems. Architect 
John Pearson and engineer Melvern F. Thomas 
used the cliff-bottom site to their advantage in 
designing these operations . The internal layout 
has been altered significantly as a result of more 
recent historic changes in the mechanical sys-
tems housed in the building. Despite major dif-
ferences in technology, however, the plant has 
proven adaptable to these changes. 

The western two thirds of the structure was 
originally occupied by four 500 horsepower 
Babcock-Wilcox horizontal water-tube boilers 
(Fig . 5) arranged in a line between two rows of 
reinforced concrete columns supporting the 
roof. Coal delivery was facilitated by the location 
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of the entire plant below street level . Trucks or 
wagons delivered coal to the plant roof, where 
it was weighed and diunped into large concrete 
storage bunkers occupying the second and third 
storey levels above each boiler (Fig. 6) . A trav-
elling weigh hopper mounted on a track below 
the storage hoppers directed the coal to a stoker 
hopper located in front of each boiler (Fig . 7) . 
Here it was separated and pulverized before 
being fed into the furnace. Ashes were conveyed 
to one end of the building, where a bucket con-
veyor elevated them to another overhead stor-
age hopper, where they were periodically lifted 
to street level and discharged. Hence the move-
ment of all coal within the plant was downward 
or lateral, relying largely on gravity for move-
ment . Ashes, less bulky and lighter, were the 
only solid materials requiring hoisting . This 
effective design was complemented by provi-
sion for inexpensive expansion to the west in 
order to double boiler capacity. Additional boil-
ers could be installed in extension of the build-
ing envelope without altering the internal 
layout." As noted above, this was done twice, in 
1930 and 1951-52 . 

The eastern third of the Cliff Street Heating 
Plant housed functions distinct from the gen-
eration of steam. Often referred to as the pump 
house, this portion consisted of three levels. The 
first housed pumps that provided feed water for 
the boilers from the nearby Ottawa River. The 
second accommodated the plant engineer and 
the instruments necessary to monitor plant oper-
ations . The third housed water heaters and cen-
trifugal pumps to generate and distribute hot 
water for the heating of buildings. Being nearest 
to street level, the third floor was chosen for this 
function in order to reduce static head on the 
pumping system, already obliged to push hot 
water through a tunnel several hundred metres 
long . But with the plant being situated lower 
than the buildings it served, water could return 
by gravity."' 

The interior of the Cliff Street Heating Plant 
was gutted and rebuilt between 1965 and 1967 as 
part of the overhaul of its mechanical systems . 
Large oil and gas boilers replaced the coal-fired 
units, the concrete storage hoppers were re-
moved, and four air-conditioning water chillers 
were installed in the locations of the original 
four boilers . While the pump house retained 
some pumping and electrical functions, a new 
pump house annex was added to the north wall . 
In addition, hot water generators and pumps 

were removed from the third floor. The plant 
henceforth provided no hot water, instead sup-
plying steam to water heating units in individ-
ual buildings. 14 The conversion to oil and gas 
obviated the need for structural concessions to 
coal and ash handling and therefore eliminated 
one of the principal design features of the Cliff 
Street Heating Plant. But aside from a lack of 
storage space, the building functions well in its 
present capacity . This attests to the adaptabil-
ity of its original design . 

Fig . 5 
Boiler room, 1920 . (NA, 

PA 164447) 

Materials 
Reinforced concrete was an appropriate choice 
for the structure of the Cliff Street Heating Plant. 
Though still a relatively new material in 1918, 
enough large buildings had been constructed 
throughout North America to recommend its 
qualities to the designers. Its fire resistance was 
a natural asset in a structure containing coal-
fired boilers, and its economy was appropriate 
for a functional building constructed in wartime 
when steel was scarce . Its strength, finally, al-
lowed for concrete bunkers capable of bearing 
heavy weights of coal and for a concrete slab 
roof that required a minimum number of col-
umns interfering with the arrangement of com-
plex mechanical systems. 15 

Designer 
John Andrew Pearson was born in England in 
1867, receiving his architectural training at Shef-
field . He emigrated to Canada in 1888, and in 
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Fig . 6 
Concrete forms for coal 
storage hoppers, 1918 . 
(NA . PA 164448) 

1893 formed a partnership with Frank Darling 
that lasted until 1923 . Darling and Pearson was 
one of the most successful architectural firms 
in Canada, becoming best known for designs 
of banks and office buildings in the classical 
manner of the beaux-arts style . Among Pear-
son's best known works, aside from the Centre 
Block, are the Bank of Montreal, Toronto (1907), 
the Sun Life Assurance Building, Montreal 
(1914-17), and Trinity College, Toronto (1925) .1r' 
Perhaps most relevant to his responsibility for 
the Cliff Street Heating Plant, Pearson designed 
a central heating plant for the University of 
Toronto in 1913 . 

Environment 

Site 
The Cliff Street Heating Plant stands on an iso-
lated bank of the Ottawa River about 400 m west 
of Parliament Hill, just north of the open space 
between the Supreme Court and National Ar-
chives buildings. Located at the base of a steep 
cliff, the roof of the plant is on the same level as 
Victoria and Cliff Streets to the south. Access 

to the building, once from Cliff Street, is now 
generally from the west via the large parking 
area behind and below the National Archives . 

No known buildings stood on this site prior 
to the construction of the Cliff Street Heating 
Plant. There was so little level ground that the 
plant had to be built on a spot largely excavated 
from the cliff itself. Photographs reveal the site 
was once used for lumber storage . No nearby 
evidence of this land use remains today, the dev-
elopment of the neighbouring parking lot and 
Victoria Island Park having obliterated any 
traces . The land south of the building was ini-
tially residential, later being occupied by World 
War II temporary buildings. Owned by the fed-
eral government, this land is now vacant . 

Setting 
The Cliff Street Heating Plant is an essentially 
industrial building . Planners of the building 
believed they had found in the obscure cove of 
the Ottawa River an ideal location for the plant. 
While close enough to provide heat to Parlia-
ment Hill, its noise, pollution, and inelegant 
architecture would not blight the government, 
commercial and residential districts of Upper 
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Town." When built, it had less in common with 
the stately public buildings it served than with 
the mills, sheds and warehouses of nearby 
Le Breton Flats and Chaudiere Falls. In fact, it 
stood almost at the point on the east-west line 
where the government city gave way to the lum-
ber town . 

Rapid development of the sawn lumber 
industry in this area began with the opening of 
American markets in the 1850s. Lumber became, 
with government, the twin pillar of the Ottawa 
economy. By the end of the century, mills, rail-
way lines, and stacks of lumber dominated the 
area west of Parliament Hill along the Ottawa 
River. The 1900 fire dealt the lumber trade a 
blow from which it never recovered. But when 
the Central Heating Plant was built in 1918, the 
declining industry still had a major presence 
on Le Breton Flats, Chaudiere Island and Victo-
ria Island . Hydro-electric development of Chau-
diere Falls in the 1890s accentuated the indus-
trial character of the Heating Plant's environs." 

The Cliff Street Heating Plant reinforced the 
industrial character of Le Breton Flats and the 
Chaudiere district . Since its construction, how- 

ever, industrial activity in the area has declined . 
In the late 1950s the Le Breton Flats community 
was bulldozed as part of an abandoned urban 
renewal scheme . By the 1970s, log booms had 
disappeared from the Ottawa River, and most 
of Victoria Island had been cleared for a park . 
But with the Chaudiere Falls hydro-electric 
station and the E.B . Eddy plant in Hull, the 
Cliff Street Heating Plant forms part of a still-
functioning industrial complex. 

Landmark 
The Cliff Street Heating plant is, aside from 
its chimney, not visible from Wellington Street 
or locations to the east, west or south. Pedestri-
ans and passengers crossing the Ottawa River 
on the Portage Bridge may glimpse it in passing. 
But its presence is only truly appreciated from 
Victoria Island or the foot and bicycle paths on 
the south bank of the Ottawa River. Few people 
seem aware of the plant's purpose, in no small 
part due to its negligible impact on the street-
scape. 

Epilogue 
In the last five years, Public Works Canada 
(now Government Services Canada) has under-
taken several modifications to the plant's sys-
tems and its steam network (Fig . 3) .,In the plant, 
two obsolete boilers were replaced by a single 
new boiler with more than twice their combined 
capacity. A control room overlooking the boilers 
and equipped with computerized controls was 
built on the second floor in 1993 . A new steam 
tunnel to the National Archives was built, and 
a new tunnel along Wellington Street is sched-
uled for completion in fall 1994 . From the Na-
tional Gallery, a line of buried steam pipes now 
extends north to connect with a line serving the 
National Research Council (now National Re-
search Council Canada (NRCC)) and External 
Affairs Department (now Foreign Affairs and 
International Trade) and a line from the Cana-
dian Government Printing Bureau (now Canada 
Communication Group) heating plant in Hull . 
The Hull connection allows for greater flexi-
bility in the use of both plants and enables more 
complete use of the Hull plant's boiler capac-
ity. As a result, the boilers of the small NRCC 
heating plant on Sussex Drive have been taken 
out of service.'9 
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This paper was originally written for the Architec-
tural History Branch, Canadian Parks Service, in 
fulfilling its mandate under the Federal Heritage Build-
ings Policy (now Chapter Nine of the Government of 
Canada's Treasury Board Man ual on Real Property 
Management) . In order to acquaint readers with the 
assessment criteria for federal heritage buildings, I 
have retained, with minor revisions, the standard for-
mat and style of the original report. I would like to 
thank Joanne Bergeron, National Museum of Science 
and Technology, for redrawing the map in Fig . 3 . 
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Exhibit Reviews 

Comptes rendus d'expositions 

University of Winnipeg, Brooks : Coming Home 

GERRY BERKOWSKI 

University of Winnipeg, Brooks : Coming Home 
Curator: Sarah McKinnon, Art History Profes-

sor, University of Winnipeg 
Author : Walter Hildebrandt 
Artist and Designer : Peter Tittenberger 
Duration : 12 January to 6 February 1993 

The focus of this exhibit is the Brooks Aqueduct, 
one of many Canadian Pacific Railway (CPR) 
irrigation projects - ditches, canals, dams, and 
aqueducts - that were intended to promote set-
tlement in southeastern Alberta in the early 
part of this century. Construction of the aque-
ductbegan in 1908, and three years later Brooks, 
185 km east of Calgary, was incorporated as a 
town . The aqueduct was operational by 1914, 
but was beset with financial, construction and 
engineering problems which led to its takeover 
by the Eastern Irrigation District (EID) in 1935 . 
The monumental project, an unprecedented 
feat of engineering and labour, was eventually 
abandoned after structural flaws rendered it 
inoperable . 

This story is told with a mixture of contex-
tual narrative descriptions, quotations, anec-
dotal excerpts of oral history interviews, poetry, 
and graphics . Historical and contextual descrip-
tions are laid out on 62 panels of text on sepia-
toned paper. The text is derived from eyewitness 
accounts of the ruin, reflections of those who 
worked on the project, and Walter Hildebrandt's 
historical poems. In addition, there are 24 im-
ages. These are a combination of black-and-
white archival photographs, and photographs 
altered with colour tints and plasticized over-
lays that provide a two-dimensional, collage 
effect. Generally, the story line is divided in half 
by a 1m by 3 m colour computer-generated, pixel 
mural of the aqueduct. In the first section, visi-
tors are given very general context about the 

history of irrigation in different parts of the 
world throughout human history. This is fol-
lowed by a description of the construction of 
the aqueduct and its early years of development. 
The second part of the exhibit describes the 
unsuccessful efforts to make the project viable 
under the management of the CPR and EID, and 
its subsequent demise and abandonment. 

Brooks : Coming Home, to its credit, is a rig-
orous intellectual exercise for those who are 
comfortable with descriptive, logically orga-
nized label copy. Many facts surrounding the 
aqueduct's history jump out at the reader unex-
pectedly, without the usual explanatory infor-
mation that one finds in conventional displays . 
In one picture, for example, the overlay on an 
archival photograph shows a car driving on a 
highway (presumably to Calgary), while the text 
nearby reads: 

Ugive it 
a double take 
cuz at first u can't 
figure it out 
itjustlookslike 
a biggreymass of something 
just when u looksouth 
ofthehighway 
goin' west towards Calgary 
just sort of like a 
tide that should be niovin' 

Other overlays contain contemporary objects 
like waterslides, ormodern building materials. 
All the factual content and context is presented 
in similar fragmented fashion. It is also assumed 
that the reader has some prior knowledge of 
engineering and construction jargon . In order 
to understand what happened, visitors need to 
spend some time reading the text, putting 
together the material, rearranging and digest-
ing it, and constructing the story. 
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Fig . 1 
Siphon outlet of the 
Brooks Aqueduct, ca 
1950, one of the images 
appearing in the exhibit. 
(Courtesv Provincial 
Archives of Alberta) 

The fragmented text is a means of pursuing 
one of the major curatorial objectives : to "Llnset-
tle and even jar the viewer/reader to reconsider 
both form and content ." There are risks in fol-
lowing this line . In order to deviate from con-
ventional modes, curators may be forced to 
abandon traditional historical prerogatives, and 
unwittingly end up catering to popular enter-
tainment rather than a popular presentation of 
history. Rather than present something that is 
both informative and interactive, the danger is 
that by offering something so different it is inter-
preted as a mere curiosity. Sometimes extremely 
novel presentations can lead the viewer to a-
historical or even anti-historical directions . The 
visitor is invited to view the material as an en-
gaged participant but ends up by consuming 
images and text without critical thought or 
reflection . 
The other problem is that such presentations 

can react against traditional narrative styles, 
whose own unique power to evoke audience 
responses is ignored in the process. It is aston-
ishing how many people marvel at the power 
of the spoken word of oral cultures, which trans-
mit values and history to their descendants. The 
explosion of interest in oral history as a resource 
for education and as an interpretive tool for 
ordinary people in the last 20 years testifies to 
the power of narrative story telling. Perhaps the 
discomfort with the fragmented text persuaded 
one visitor to write "relevant, but obscure" after 
passing through the exhibit. 

Unfortunately, there is no foolproof method 
of evaluating how an audience interacts with 

displays . The question is : how do popular audi-
ences reconstruct these fragments into a mean-
ingful journey into history without a store of 
factual and contextual information available to 
them? One panel contains references to wages 
for teamsters and labourers in 1919, 1921, and 
1922-25 . Without some context, this can lead to 
the perpetuation of stereotypes of the "good old 
days," rather than inquiry into the complexity 
of situations that surrounded the struggle for 
wages and working conditions in that period . 
This is not a failure of the exhibit, but a com-
ment on how difficult it is to question form and 
content in the presentation of history. It raises 
questions about what skills an audience needs 
to possess in order to participate in that ambi-
tious curatorial objective . 

One of the strengths of Brooks : Coming Horne 
is that it invites the visitor to question the content 
of traditional modes of historical presentation . 
There are repeated references to authoritative 
and official histories of the Brooks site, where 
Hildebrandt draws attention to mainstream 
museum displays . One example is the Brooks 
and District Museum which has a bandstand 
donated by Nova Corporation : 

Thanks to Nova, an Alberta corporation, 
there is a fine new 

handstand 
where you might enjoy 

yourpicniclunch 
and a five foot fence around the entire 

museum 

Traditional commemorative museum displays 
often reinforce nation-building progress nar-
ratives. Hildebrandt exposes these traditional 
forms for questioning. Commentary about these 
displays and narratives contained within them 
are implicitly critical, ironic statements about 
how history is constructed and presented to the 
public . The Brooks and District Museum, for 
instance, is commemorated as a walk through 
the ages,' with displays presenting 

the dinosaur; 
the Indian culture, 
the ranchers ; 
the sheepmen ; 
the homesteaders ; 
the farmers; 

theR.C.M.P 
the C.P.R. ; and 
theE.l .D . 

as well as articles from the war vears. 
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Later, after reading about unsuccessful 
attempts to repair the aqueduct and descrip-
tions about working conditions, there is the fol-
lowing statement about what the commemo-
ration of the Brooks aqueduct site might mean 
to its contemporaries : 

Well now 
they wen t'n 

declared it 
an historic site 

soon 
the public will 

get to go out there 
we'll all 

howitonce 
be told 

worked 

Visitors are not lectured about public program-
ming, though the exhibit makes many subtle 
statements about the nature and purpose of pub-
lic programs. Visitors are invited to ask critical 
questions about how historical memory is trans-
mitted, and how authoritative interpretations 
of folklore are reinforced through popular ap-
peals to the public imagination. 

The unorthodox style of presentation rein-
forces the intention to construct a general, im-
pressionistic, emotive history of the site . In Al-
berta, the aqueduct and its sister projects were 
justified by "boosterism, and agricultural ̀ prog-
ress'." Brooks shows how this experiment failed 
after monumental human effort, at the expense 
of the workers who built it and the farmers 
whose livelihood it was supposed to sustain. 
The poetry and narrative text effectively des-
cribe the emotions that the site evoked for work-
ers, their families, and descendants. It is also 
used to scrutinize the motives and wisdom of 
large-scale, subsidized economic projects . 

The CPR, we are told in one poem : 

got lots 
forbuildin' 

the railway 
an' this here land 

was preat'near useless 
So in this part 

of the country 
They took a big shit kickin' first 
tryin' make the land bountiful 
But theygot 

and eventually 

by soakin' 

smart 

got most of it back 

the farmer 

Notes in the visitors' book indicate that this 
populist tone was welcomed by the audience . 
"Working-class, made my day," wrote one ob-
server. Unlike some populist narratives, how-
ever, Brooks correctly links these past projects 
to larger political and economic forces, and with 
the same progress-oriented dreams motivating 
present-day projects . 
On the last panel, a long poem describes the 

legacy of the aqueduct as the offspring of "pi-
rates and raiders - crazy with greed and fear" 
who : 

wanna redrawmaps 
move the last fresh reservoirs 

of water 
for the opulent artificial 

California gardens 
h uge schemes 

diversions 
for ornamental deserts 

Hollywood 
feeding these colossal shallow false-fronted 
man made 

failures 

And here this aqueduct 
this skeleton of a dream 

Fig . 2 
Composite collages of 
archival and contem-
porary images are used 
throughout the exhibit . 
(Courtesy Peter 
Tittenberger) 

The exhibit successfully reconsiders "meta-
narratives of progress that dominate nation-
building narratives" by describing the negative 
impact that progress has had on human history 
and our natural environment. 

Brooks : Coming Home also encourages us 
to think in personal terms about our relation-
ship with the past . The text often surfaces from 
Hildebrandt's own personal engagement with 
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the past, as much as from his experience in writ-
ing technical-academic history for the Cana-
dian Parks Service. His autobiographical reflec-
tions, observations and recollections reveal sen-
sitivity to such issues as gender, race, and his-
torical process: 

'N 
mymother 

with me in her 
belly 

washed floors 
for]adies 

in town 
living on the edge 

in a shack 
ice two inches thick 
grows on the walls 

in winter 

With poems like these Hildebrandt creates a 
poetic response to a material environment that 
is loaded with the potential for observation and 
interpretation . 

I agree with the majority of visitors who 
thought that Brooks: ComingHome was an inter-
esting and refreshing work, and I hope addi-
tional resources can be found to convert it to a 
travelling exhibit. If this happens there will be 
an opportunity to fix minor weaknesses. 

The first of these is that the size of the text 
was too small (about Times Roman 12 pt), and 
because it was mounted approximately five feet 
above the floor, the copy could not be read by 
anyone unless they were standing very close. 
Other similar technical points, such as the qual-
ity of wall mounts, could also be addressed. Sec-
ondly, though the exhibit relies on the voices 
and recollections of observers, the identity of 
the observer is usually obscure. There are no 

Curatorial Statement 

WALTER HILDEBRANDT 

The Brooks Aqueduct was begun in 1908 to bring 
water from the Lake Newell reservoir across a 
dried-up river bed two miles wide . The aque-
duct was 60 feet high in places and brought 
water to an area of southwestern Alberta that 
was little more than a desert . It remained oper-
ational for 65 years. 

footnotes and, with a few exceptions, the speak-
ers are unidentified on the panels or the cura-
torial statements that were available. While it 
might be said that this is a way of challenging 
popular conceptions of authority and authen-
ticity of official history (as expressed in foot-
notes), identifying the speakers would have 
enhanced the emotional and poetic responses 
to the site . 

The prevailing economic climate is forcing 
all cultural institutions to work with smaller 
budgets and attract wider audiences to justify 
their cultural value, and, ultimately, their eco-
nomic viability. Put crudely, public history is 
under severe pressures to pay its own way. In 
past decades, public history displays have been 
modified, revised, and re-presented to address 
the needs of contemporary audiences. The pub-
lic has been offered many different opportuni-
ties to take part in the discovery, interpretation, 
and remaking of its heritage . Multimedia, gala 
events, and living history have helped to excite 
the public imagination, thus helping museums 
and other cultural institutions to appeal to wider 
audiences. 

But at what point do innovative program-
ming and entertainment reduce content to triv-
ial curiosity? Will future programming help or 
hinder the communication of history to wider 
audiences? Can history be displayed in ways 
that are critical and entertaining, and still play 
a role for educating the public about the past in 
ways that are relevant to everyday life? Brooks: 
Coming Home shows that a thoughtful, rele-
vant, and provocative inquiry into the meaning 
of an artifact in past and present society can be 
accomplished by experimenting with the form 
and content of presentation . 

Brooks : Coming Home combines visual and 
written languages assembled to begin a dialogue 
between past and present, form and content, as 
well as vernacular and more formal language . 
Both artists examine the visual and written 
narratives that dominate the historical record, 
not simply or even primarily to discredit the 
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evidence, but instead to draw attention to what 
can happen when dominant narratives are 
"rubbed against the grain." Historical and photo-
graphic documentation is presented in a frag-
mented, tinted and altered form, then juxta-
posed in unorthodox sequence to unsettle and 
even jar the reader/viewer to reconsider both 
form and content. 
The Brooks Aqueduct was considered a 

major engineering feat in its day, but in the later 
decades of the twentieth century, mega-projects 
like the aqueduct have been questioned; critics 
no longer focus only on the positive results of 
these mega-projects but have analysed the con-
sequences of these major alterations of nature . 
Enthusiasts for these large feats of engineering 
have been unable to foresee the ways in which 
their experiments would end in human, tech-
nological and environmental failure. 
The meta-narratives of ̀ progress' that domi-

nate nation-building narratives are reconsid- 

ered here balanced off against the voices of those 
who constructed and lived in the communities 
around the aqueduct . Both artists are interested 
in considering a multiplicity of perspectives on 
what the aqueduct has meant for a wide vari-
ety of people - from those who went to the aque-
duct to cool off in the trickle from the overflow, 
to present day historians who may never have 
seen the aqueduct when it was operational . To-
day, historians and artists are less likely to 
believe that history can actually be reconstruc-
ted ̀the way it really was' and are more willing 
to be open about their sympathies . Indeed it is 
the poetic response of the artists here that helps 
keep the past alive and important to our culture 
- renewing it by reconsidering it . There may 
even be important political reasons for Cana-
dians to keep alive a history that could well hold 
lessons for the future as countries begin to cast 
covetous eyes on the once-thought-to-be end-
less supply of water. 

Musk McCord d'histoire canadienne 
Le McCord est mort ! Vive le McCord ! 
La renaissance d'un musee 

ELISE DuBuc 

Le Musee McCord d'histoire canadienne : fonde 
en 1921, reamenage entierement et rouvert en 
1992 . Adresse : 690, rue Sherbrooke ouest, Mont-
real (Quebec), Canada H3A 1E9 . Telephone : 
(514) 398-7100 . 

La belle au bois dormant 
Comme dans 1'histoire de la belle au bois dor-
mant, le nouveau Musee McCord s'eveille a 
peine d'un profond sommeil, tout juste pret a 
temps pour le grand bal du 350e anniversaire 
de la Ville de Montreal (1992) . Deux ans de le-
thargie lui ont ete necessaires, pendant les-
quels il s'est retire dans des entrepots afin de 
permettre le reamenagement de 1'edifice qu'il 
occupe au coin des rues Sherbrooke et Victo-
ria. Cette lethargie n'etait qu'apparente car il 
etait question du reamenagement complet des 
locaux du Musee et surtout du dedoublement 
de sa surface par 1'adjonction d'un second edi-
fice . t1 cet effet, un don fabuleux a ete offert au 

Musee en 1988 par un genereux mecene, la Fon-
dation de la famille J. W. McConnell. Les baisers 
des princes de ce monde ont de tout temps ete 
d'especes bien sonnantes; il s'agissait ici de 
25 millions de dollars. Cet evenement dans la 
vie du Musee allait etre d'autant plus marquant 
qu'il annongait la fin de la direction de 1'Uni-
versite McGill et une nouvelle vie autonome 
en tant que musee prive pour le McCord . 

Fonde en 1919, alors que David Ross McCord 
donne a 1'Universite McGill une collection ap-
preciable de pres de 20 000 objets, le « McCord 
National Museum)) est inaugure en 1921. D'a-
bord installe a 1'angle des rues McTavish et Sher-
brooke, dans 1'ancienne maison de Jesse Joseph, 
il est transfere en 1968 dans les locaux de 1'asso-
ciation etudiante de 1'universite, son emplace-
ment actuel . Souvent efface de la vie montrea-
laise - pensons a cette eclipse de 35 ans oiu ses 
collections ne sont accessibles qu'aux cher-
cheurs - le Musee ouvre de fa~on definitive ses 
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portes au public: en 1971 Sa collection actuelle 
contient environ 80 000 objets auxquels s'ajou-
tent 700 000 photographies .l 

Depuis sa reouvertnre, comme la belle encore 
sous 1'effet du baiser du prince charmant, le 
Musee brule de tons ses feux . L'exposition 
inaugurate consacree a la construction du pont 
Victoria, photographiee par les studios Notman, 
permettait de mesurer a sa juste valeur l'impor-
tante collection photographique du Musee. 

Fig . i 
Lrr nouveau Musee 
McCord d'histoire 
cctnadienncr, uout 1991 . 
(Photographie de Louis 
Rellefleur. Musee 
McCord d'histoire 
canadienne . P-EDI-8) 

Le Musk r6invenW 
Si, de 1'exterieur, riern ne semble avoir change, 
I'annexe du Musee se fondant a 1'ensemble 
architectural, it Wen est pas de meme pour 1'in-
terieur, qui a subi des transformations consi-
derables . A 1'entree, le grand escalier et le totem 
qui caracterisaient le McCord ont ete rempla-
ces par des ascenseurs . Les collections sont 
reparties entre les diverses galeries . Au rez-de-
chaussee, au centre du batiment, se trouvent 
une salle consacree aux Premieres Nations du 
Canada et, attenante, la galerie des cEuvres sur 
papier. A 1'etage sont situees des galeries re-
servees aux expositions temporaires, une salle 
stir le Quebec au tournant du xx'' siecle et tin 
grand espace permettant l'exposition des ar-
chives du Musee, de la collection des costtmies 
et textiles, et des collections des arts decoratifs 
et beaux-arts . Telle tine reedition qui offre I'occa-
sion de redecouvrir des musiques oubliees, le 
renouvellement de la presentation des collec-
tions du McCord nous incite a regarder diffe-
remment les objets . 

Luke Rombout, alors directeur du Musee, 
qualifiait en 1991 son etablissement de rela- 

tivement petit, oil it etait souvent plus facile de 
faire preuve d'imagination que dans les grands 
inusees.2 A 1'instar du Musee du Seminaire de 
Quebec, le McCord ne s'en trouvait pas moins 
dans la situation inconfortable des musees de 
taille moyenne. 11 n'etait ni un musee d'Etat ni 
un musee regional . De musee ayant perdu son 
affiliation avec 1'Universite McGill lui reste Line 
caracteristique bien specifique, celle d'etre un 
musee cree par tin coil ectionneur-fondateur . 
Ce type de musee comrnande Line analyse par-
tictrliere et force le regard tant sur 1'institution 
que sur 1'individu . A la fois pour eviter un survol 
trop rapide et pour souligner 1'interet de cette 
particularite, l'essentiel de notre conunentaire 
portera sur les salles situees au debut du par-
cours du Musee, oir 1'on apprend a connaitre le 
collection neur-fondateur a travers ses objets . 

Organisee selon on schema thematique, I'ex-
position presente tout d'abord McCord et la vi-
sion si particuliere et si intense qu'il avait de 
son musee. Aprbs cette entree en matiere, nous 
perdons quelque peu la trace du collectionneur-
fondateur parmi les ilots d'objets regroupes de 
maniere a illustrer les activites de sa famille et 
le contexte dans lequel evoluait 1'elite mont-
realaise de la fin du xtx` siecle . La lecture du 
catalogue consacre a McCord et sa farnille per-
met souvent de comprendre 1'ensemble du pro-
pos." Dans un long couloir se font face un en-
semble d'objets collectionnes par McCord, entre 
lesquels it ne semble y avoir aucun lien si ce 
West celui d'avoir fait partie de la collection ini-
tiale, et de grands panneaux didactiques pre-
sentant les hommes de la famille McCord a 
1'aide de supports iconographiques et de repe-
res chronologiques . David Ross McCord appa-
rait bien sur comme le digne representant de 
cette lignee prospere, mais aussi comme son 
aboutissement . N'apparaissent pas les individus 
qui ont perpetue son eeuvre . Au sortir de ce long 
couloir, un dernier groupe d'objets termine 
1'exposition . Reunis sous le theme du conflit, 
ces objets relatent les evenernents - guerres, 
rebellions, tentatives d'envahissement, change-
ments de pouvoirs coloniaux - qu'a connus le 
pays . 

L'homme qui a donne son nom a un musee 
David Ross McCord (1844-1930) commence sa 
vie publique en 1868 alors que, diplorne de 
1'Universite McGill, it pratique le droit . Tres 
actif au niveau municipal, it est echevin du 
quartier centre de Montreal et president de la 
Commission de la sante de la Ville en 1870 . En 
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1878, ii epouse Letitia Caroline Chambers (vers 
1841-1928), alors infirmiere en chef du Montreal 
Civic Smallpox Hospital . Dans les annees 1880, 
il delaisse de plus en plus sa pratique d'avocat 
et sa reforme municipale de la sante pour se 
consacrer a sa collection . Celle-ci se caracterise 
par des objets relatant les faits marquants de 
1'histoire du Canada, depuis la Nouvelle-France 
jusqu'a 1'Empire britannique . McCord s'in-
teresse aux themes de 1'exploration et de la traite 
des fourrures et demontre un interet marque 
pour les Premieres Nations du pays . ll collec-
tionne activement des objets par 1'entremise 
d'un reseau de collectionneurs, de revendeurs, 
mais aussi par des contacts assidus qu'il entre-
tient avec des chefs autochtones . Outre les objets 
amerindiens, McCord collectionne tout ce qui 
a rapport a la guerre . Ainsi, David Ross McCord 
« amasse tine merveilleuse collection d'objets 
enigmatiques, pertinents, etranges, ordinaires, 
mais ayant toujours une valeur historique . . . »4 

Notre collectionneur est d'une passion devo-
rante . A la fin de sa vie, il n'arrive plus a s'occu-
per convenablement de ses possessions. Ses 
ecrits que relate le catalogue sont eloquents et 
1'on comprend que sa passion 1'aura sans doute 
brfile : 

. . . il se rendit compte qu'il avait presque, tout 
sacrifie pour son musee . ll s'inquietait de ne 
touc,heraucun revenu de loyer, de ne pouvoir 
payer ses taxes et de laisser sa femrne seule a 
TempleGrove ha maison familialel sansargent 
pour acheter d u charbon pour 1'hive.r.5 

D'une nature certes pen commune A cette epo-
que charniere de la fin du xixt' et du debut de 
xxP siecle, l'epopee de McCord n'est pourtant 
pas unique . Plus pose, mais tout aussi enthou-
siaste, John Clarence Webster (1863-1950) monte 
lui aussi une imposante collection d'objets his-
toriques et ethnographiques qui formeront Full 
des fonds importants du Musee du Nouveau-
Brunswick naissant . Les actions de McCord et 
de Webster offrent beaucoup de ressemblances . 
Les themes regroupant les objets qu'ils collec-
tionnent sont presque les memes. L'experience 
des deux hommes, au dela de leur singularite, 
nous devoile un peu de la trame de 1'epoque . 
Au nouveau McCord, l'exposition nous pre-

sente le contexte dans lequel est nee la col-
lection. A travers les objets du patrimoine des 
McCord, en complementarite avec de nom-
breux panneaux didactiques et documents d'ar-
chives, nous parcourons les chemins suivis par 
les membres de la famille depuis leur arrivee 

au pays vers 1759 comme marchands, four-
nisseurs de I'armee britannique, jusqu'a leurs 
activites de riches proprietaires fonciers de la 
region montrealaise . 

Le patrimoine, tant scaentifique et artistique 
que mobilier, de la famille est le ccuur de la col-
lection a laquelle se sont greffees les autres col-
lections . Reflechi par les objets conune a travers 
les eclats epars d'un in iroir brise, le portrait de 
famille ne petrt que rester flou . La polysemie 
des objets egare les visiteurs sur les cheinins de 
leur propre memoire. L'image se precise dans 
1'entourage immediat de David Ross McCord . 
Plusieurs objets ayant appartenu a soil p6re, 
comme lui avocat de profession, ont ete con-
serves. Ces objets qui nous revelent la vie de 
John Samuel McCord (1801-1865) nous permet-
tent de suivre les influences dans lesquelles 
baignait le jeune David Ross . Des objets ma4on-
niques rappellent une longue tradition chez les 
McCord et leur presence dans la loge montrea-
laise . Une epee ayant appartenu a John Samuel 
commemore quant a elle les activites de milice . 
Lieutenant-colonel de la Royal Cavalry de Mont-
real en 1837, celui-ci joue un role important (falls 
la repression du soulevement des patriotes en 
1837-1838 . En plus de ses activites profession-
nelles et paramilitaires, on dit de John Samuel 
qu'il est tin scientifique amateur enthousiaste, 
specialise en m6t6orologie . Des instruments 
scientifiques et des cahiers de notes rnanuscrites 
en temoignent . John Samuel participe active-
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Interieur de R Tetnple 
Grave )), la InaI3Un 
McCord stir lechemin de 
la Cote-des-neiges a 
Montreal. (Phatographie 
de Williattt Notrnan, 
Archives photogra-
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McCord d'histoire 
canudienne, MP 213514D 
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Fig. 3 
Exposition de la 
collection de David Ross 
McCord dan,5le nouveau 
McLord . (Musee McCord 
d'histoire canadiennel 

ment A la vie culturelle de Montreal . En 1860, il 
est (,In membre du premier conseil de ]'Art Asso-
ciation of Montreal, societe qui deviendra plus 
tard le Musee des beaux-arts de Montreal . Anne 
Ross (1807-1870), la mere de David Ross, est por-
tee vers les sciences, comme son mari . Elle etait 
tine excellente aquarelliste et plusieurs de ses 
ceuvres font partie de la collection . 

Presentes comme une explication a poste-
riori, pointe d'iceberg d'un discours que 1'on 
comprend a la lecture (in catalogue, les objets 
qui entourent David Ross McCord illustrent 
sans pourtant expliquer. 

Un cabinet de curiosites dans un temple 
grec t-ypiquemenl victorien 

_ . Ah, Nicolai Alexe7ei,itc.h, que le Seigneurte 
juge! Dons quelles tenebres nous as-tu en-
traines! Je me /ais 1'effet de vivre dans un c.abi-
netdecuriosites ; jeregardeetjenecomprends 
rien . . . I!n vrai supplice . . . 

An ton Tchekhov, Ivanov, 9887 

John Samuel McCord fait construire Temple 
Grove (1836), a 1'aspect d'un temple grec refle-
tant ses goftts c.lassiques, stir tin domaine de 
huit arpents Stir les Llancs du Mont Royal, A la 
croisee du chemin de la CBte-des-neiges et du 
cheinin Cedar. Lorsqu'il en deviend le maitre, 
David Ross transforme la demeure familiale 
majestueuse. L'acc:umulation toujours crois-
sante des objets en fera rapidement ce que 
McCord appelle son nutsee . En 1919, son papier 

a lettres a pour en-tete ((The McCord Museum; 
Temple Grove, Montreal ; David Ross McCord, 
K.C ., M.A., B.C.L ., Founder and Hon. Director » . 
David Ross n'epargne rien, pas meme le jardin 
si renomme de son pere, qu'il transforme en 
tine replique des plaines d'Abraham . Le nou-
veau McCord presente le patrimoine des 
McCord a la maniere d'un cabinet de curiosites, 
version 1992, evoquant celui-la meme de 
McCord a Temple Grove, comme nous le mon-
tre la photo de Notman (vers 1920) . Les nou-
velles salles des Atneriques au Musee de 
1'Homme a Paris, reamenagees pour leur reou-
verture en octobre 1992, et commemorant le 
500' anniversaire de la « decouverte » de I'Anle-
rique par Christophe Colornb, ouvrent elles 
aussi leur parcours par la reconstruction d'un 
cabinet de curiosites . Quoique les cabinets de 
curiosites soient nes A la Renaissance, il sem-
ble qu'ils soient devernts tin detour oblige main-
tenant que tons out assimile leurs le4ons d'hls-
toriograph ie des nuisees . 

La specificite du McCord est de nous presen-
ter le cabinet de curiosites du collectionneur-
fondateur du Musee, alors qu'au Trocadero, il 
est question d'un cabinet de curiosite anonyme. 
Mais il est interessant de noter une inversion 
etonnante. Le Musee McCord actuel rnontre 
tine reconstitution symbolique et d6sincarnee 
du cabinet de David Ross McCord . alors qu'a 
Paris on voit Line reconstitution « fidele » d'un ca-
binet imaginaire representant la synthese du 
cabinet d'un grand nombre de collectionneurs 
et de chercheurs . 

Les photographies presentees (fig . 2 et 3) 
nous offrent une occasion sans pareille de com-
parer, a 74 ans d'intervalle, le fouillis des pieces 
de la maison d'un collectionneur du debut du 
siecle et, a la toute fin du siecle, sa collection ex-
posee dans le musee qu'il a fonde. A la chaleur 
et au desordre se degageant de ces objets, tons 
lies entre eux par leur histoire et leurs liens fa-
miliaux - les aquarelles de la mere au mur, les 
porcelaines de la grand-mbre, les meubles du 
beau-pere on c:eux commandes a 1'ebeniste de 
1'heure - s'oppose le detachement des ans et de 
1'analyse museologique . 

Le buste que 1'on aperQoit a gauche de la 
photo de Notman, entoure d'une multitude 
d'objets dont, au inur, plusieurs aquarelles de 
la mere de David Ross, se retrouve dans le nou-
veau musee. Le visage represente ressemble 
a s'y meprendre a celui de William Notman . 
Stanley Triggs, ancien directeur des Archives 
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photographiques Notman, a effectue une ana-
lyse morphologique du buste. Il etait presque 
convaincu que c'etait celui du celebre photo-
graphe, vetu du costume des raquetteurs, jus-
qu'a ce que, tout recemment, Pamela Miller, 
conservatrice et archiviste du McCord, trouve 
une reference dans les papiers McCord . En 1882, 
la femme de McCord, Letitia, aurait commande 
du sculpteur Frans Van Luppen un buste re-
presentant un habitant, Lamirande Cousineau, 
fermier de Saint-Laurent.fi La quasi certitude 
de Triggs etait basee sur la ressemblance frap-
pante de la sculpture avec les photographies de 
Notman, la coupe de sa barbe si caracteristique 
et le fait que le meme sculpteur, Van Luppen, 
avait execute une autre sculpture, bien identifiee 
cette fois, de Charles, Pun des fils de William 
Notman, aussi en costume de raquetteur.' 

Dans la section ayant pour theme le conflit, 
on retrouve dans le McCord actuel le meme 
buste que sur la photo de Notman (voir la photo 
du McCord actuel, fig . 3) .8 Dans 1'exposition, 
disposes sur une estrade, divers objets repre-
sentant chacun un episode conflictuel du pays 
sont disposes symetriquement. Oppose au buste 
en question se trouve un autre buste, entre les 
deux, une carabine . Voici leur description telle 
qu'on pent la lire sur les cartels du Musee, de 
droite a gauche : 
1° Bustedel'habitantLamirandeCousineau, 

fermier, Cote Saint-Laurent; 1882, artiste 
Frans Van Luppen, marbre; n°M992X 2.5. 

2° Carabine a platine d silex de Baker; debut 
xlxe siecle; bois, fer, laiton ; utilisee par 
le docteurWolfred Nelson ]ors des souleve-
ments de 1837-1838 . 

3° Buste de Georgeiii, vers 1763; marbre. Du-
rant ]'occupation deMontreal parlesAme-
ricains en 1775-1776, le buste fut detruit et 
la tete jetee dons un puits. N°M15885 . 
On remarque sur la photo que la carabine 

n'est pas orientee vers le plafond, comme c'est 
souvent le cas dans un tel type d'exposition . 
Pourtant en retrait, elle semble etre pointee en 
direction du buste Cousineau/Notman lors-
qu'on fait face a 1'estrade. J'ai aborde plus haut 
les problemes que posent 1'identification du 
buste. La carabine Baker pose quant a elle autant 
de questions. Les carabines Baker de 1'armee 
britannique ont ete utilisees par les Montreal 
Riffle Corps a Saint-Eustache, pendant les eve-
nements de 1837-1838. Quoique ce soittoujours 
possible, il est etonnant d'en voir un exemplaire 
en la possession du docteur Nelson, vainqueur 
du cote des patriotes a Saint-Denis. McCord 

1'a-t-il attribue a Nelson par exces d'enthou-
siasme ou avait-il des preuves irrefutables de 
1'appartenance de cette arme? 11 est difficile d'en 
etre sur. Dans le melange des attributions 
inherent aux objets de collection, au carrefour 
d'un croisement d'acteurs et d'evenements tra-
giques, cet e1ement d'exposition revele en soi 
toutes les contradictions possibles. J'ai men-
tionne au Musee 1'image pour le moins saisis-
sante que cet e1ement, tel qu'on le retrouve ac-
tuellement, produit sur les visiteurs, du moins 
au niveau des images et des symboles . On m'a 
mentionne que des amenagements seraient 
probablement faits pour modifier cette situa-
tion malheureuse. Des changements avaient 
deja eu lieu car, dans la disposition initialement 
prevue, on s'etait rendu compte que c'etait le 
portrait de Louis Riel qui etait alors vise .9 Cette 
anecdote rappelle que 1'exposition des objets 
n'est pas « insignifiante », dans ce sens qu'elle 
n'est pas « neutre ». Meme dans un musee, les 
objets gardent leur force, leur potentiel fonc-
tionnel autant que symbolique . Comme 1'ex-
plique si bien Susan Pearce, les objets sont des 
signes, ils sont des symboles.1° Dans ce jeu, les 
armes sont d'une nature toute particuliere . 
Meme desamorcees, meme fausses, meme 
reproduites, elles gardent leur pouvoir offen-
sant, leur pouvoir d'interpellation, lorsqu'elles 
sontpointees. Tons ceux et celles qui ont joue au 
jeu de la bouteille dans leur jeunesse le savent 
bien . Il sera interessant de voir maintenant qui, 
des acteurs de cet e1ement d'exposition, sera 
designe. Restent en jeu la tete de George III, la 
coiffure iroquoienne que McCord pensait etre 
celle du chef Shawnee Tecumseh, un casque 
colonial de la guerre des Boers et encore quel-
ques autres . . . Et evidemment, comme nous 
sommes dans un musee, reste toujours en jeu 
la tete des visiteurs. 

La mission divine d'un collectionneur : 
fonder son musee national et transmettre 
un heritage 
David Ross McCord a commence a collection-
ner intensivement en 1880, avec 1'intention 
declaree de fonder un musee national . Les 
nombreuses lettres dont le catalogue fait etat 
eclairent un pen la situation, mais les activites 
de McCord reliees a sa collection restent dans 
1'ombre. Le catalogue mentionne les recherches 
que McCord avait entreprises sur l'origine des 
objets qu'il acquerait et sur les materiaux dont 
ils etaient formes, mais les resultats de ces re-
cherches ne nous sont pas presentes. Le quoti- 
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then du collectionneur reste malheureusement 
inaccessible . La « vision)) de McCord nous est 
par contre tres largement exposee. Les analystes 
qui ont participe a la redaction du catalogue 
insistent sur la volonte affichee du collection-
neur de ne pas faire un musee « anglais » et sug-
gerent d'analyser 1'action de McCord a la lu-
miere de son desir de fonder un musee qui con-
tribuerait a promouvoir 1'identite nationale 
canadienne . Dans cette optique, il faut com-
prendre les objets de sa collection comme les 
illustrations d'un message, l'objet etant utili-
se comme outil educatif, un peu a la manibre 
« pedagogique » des jesuites qui prechaientpar 
1'enseignement et dont la preuve etait appuyee 
par la demonstration d'objets concrets. Toute-
fois, il ne faudrait pas perdre de vue que David 
Ross McCord est devenu obnubile par sa col-
lection, qu'il est entre dans la logique impi-
toyable des collectionneurs . 

A bien des egards, McCord correspond au type 
meme d u collectionneur victorien, obsede par 
les objets - par leur authenticite, par leur si-
gnification -et to ujours en quete de nouvelles 
acquisitions." 

Dans son journal, McCord transcrit des vers de 
Wordsworth qu'il suggere d'apposer au mur de 
son musee : « Ce que nous avons aime, D'autres 
1'aimeront aussi, et nous leur enseignerons com-
ment . » Le nouveau Musee McCord exauce le 
souhait de son fondateur. Cette phrase appa-
rait dans la premiere salle du Musee, en super-
position sur une immense carte du Canada . Tous 
les objets collectionnes par McCord, toutes ses 
actions semblent dictes par sa vision. Par con-
tre, la oiu le catalogue est si clair, questionnant 
les attributions de McCord, l'exposition reste 
muette . Sur les cartels du Musee manquent sou-
ventla distance etl'analyse necessaires. ll serait 
donc plus judicieux de mettre un bemol sur cer-
taines attributions de McCord qui pechait, le 
catalogue nous le rappelle souvent, par exces 
d'enthousiasme . 

Le saut necessaire, celui dicte par la distan-
ciation de 1'analyse rigoureuse, s'opbre dans la 
salle consacree aux Premieres Nations. Moira 
McCaffrey, la conservatrice d'ethnologie au 
Musee et 1'une des auteurs du catalogue, reste 
critique . Le nouveau McCord presente une salle 
tres vivante mettant en valeur les objets de la 
collection de McCord ainsi que toutes les acqui-
sitions ulterieures du Musee. A 1'aide de pre-
sentations videographiques, le Musee veut 
sensibiliser le public a la diversite culturelle et 

demontrer la vivacite des groupes autochtones 
actuels. Dans cette optique, le Musee developpe 
une collaboration fructueuse avec les groupes 
autochtones par divers moyens : une accessi-
bilite accrue des objets pour les groupes dont 
ils sont issus, des prets, des expositions itine-
rantes et la participation de representants des 
Premieres Nations lors de la conception des 
expositions du Musee. Dans ce cas-ci, le cata-
logue module 1'exposition en nous introduisant 
aux conceptions et aux attitudes de McCord 
alors qu'il formait sa collection . Selon 1'ethno-
logue Moira McCaffrey, McCord se singularise 
par une attitude oiu il demontre, a certains 
moments, une opposition aux attitudes ethno-
centriques tout en gardant une vision idealiste 
et passeiste, fidele a son epoque, preferant la 
vision « traditionnelle » et « pure)) des Amerin-
diens, ceux d'avant le contact avec les Blancs . 
Ses gofits de collectionneur refletent ses per-
ceptions du monde. Persuade que les Amerin-
diens allaient disparaitre, les objets seraient 
pour McCord les seuls temoins a assez brbve 
echeance . Pour McCaffrey, 

. . . les objets collectionnes parMcCord doivent 
etre pergus comme le miroir des opinions et 
des motivations maintenant vieillottes d'un 
seul homme, mais offrant un apergu remar-
quable de la vie et des valeurs autochtones.'2 

Quant a elle, l'exposition sur le collectionneur-
fondateur donne des pistes de recherche etper-
met un regard sur une epoque meconnue et sur 
les hommes qui 1'ont fa~onnee . Par contre, parce 
qu'elle cristallise son regard sur la periode de 
creation du Musee, elle ne permet pas une juste 
lecture du Musee actuel qui, lui, a beaucoup 
evolue depuis sa fondation. Partie des vingt 
mille objets donnes par McCord, la collection 
dans son ensemble en compte maintenant pres 
de quatre-vingt mille, et cela, sans inclure 1'im-
pressionnante collection photographique et les 
archives du Musee. Certaines collections ont 
ete consolidees, perpetuant ainsi 1'oeuvre du 
fondateur, mais certaines autres se sont ajoutees, 
diversifiant cette fois le champ d'action . Par 
exemple, la collection des costumes, qui fait la 
renommee du Musee actuel, n'etait pas 1'une 
des composantes de la collection initiale . Ainsi 
est passe sous silence le travail des employes 
du Musee qui, au fil des ans et de leur devoue-
ment, ont fa~onne le Musee tel qu'on le connait 
aujourd'hui. 
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« Comment vous donner des nouvelles . . . ? » 
Les materiaux utilises dans 1'amenagement du 
nouveau McCord rappellent 1'ancien surnom 
du Musee, « the jewel box ». L'albatre tamise la 
lumiere, le bois naturel rechauffe 1'atmosphere . 
Evitant les exagerations du monumentalisme, 
le nouveau McCord a le merite d'exposer beau-
coup plus d'objets qu'auparavant, alors qu'a 
peine 1 pour 100 des collections pouvait etre vu . 
Le sphinx et le griffonl3 que 1'on retrouve a Pen-
tree de 1'exposition Wen sont qu'un exemple. 
Ils ont certainement accumule toute la rancceur 
d'avoir chu de la corniche d'un bel immeuble 
de la rue Drummond, mais encore bien plus d'a-
voir ete entreposes toutes ces dernieres annees 
dans les couloirs de 1'administration, car les 
reserves debordantes de 1'ancien Musee ne 
pouvaient les accueilJir convenablement . Au-
jourd'hui, du haut d'un perchoir retrouve, de 
chaque cote de la porte de la premiere salle 
d'exposition, si d'aucun visiteur ou visiteuse 
s'essayait a rebrousser chemin, ils les change-
raient immediatement en pierre, peut-etre bien 
en sel. Ils semblent nous dire qu'il ne faut pas 
regarder en arriere. 

Ce qu'il faut regretter pourtant, c'est le large 
escalier et surtout le grand mat totemique qu'il 
enserrait comme un ecrin sans 1'etouffer et qui 
frappait chacun des visiteurs du Musee d'alors.14 

Le grand totem est toujours 16 . Deplace, iJ est 
aujourd'hui coince dans le petit escalier du cote 
de la rue Victoria . Au soleil, presqu'A Pair et au 
vent comme sur son ile, oublie de la reine Char-
lotte, le lourd totem ne repose plus sur rien . 
Citation de 1'ancien McCord, il est aujourd'hui 
enchasse dans un nouveau discours . On lui a 
adjoint un grand panneau explicatif qui nomme 
les emblemes representes et qui nous explique 
que les specialistes proposent trop d'interpre-
tations contradictoires pour qu'iJ soit possible 
Wen dire quoi que ce soit! 

La belle aux bois dormants 
A 1'examen des objets qui le composent, le 
Musee McCord est 1'un des plus beaux musees 
du pays . Ses collections les plus reputees, prin-
cipalement ses collections d'objets ethnogra-
phiques, ont ete amassees alors qu'il etait encore 

1 . Les renseignements sur les lieux du McCord et 
ses differents etats proviennent de Jacques 
Langevin, « Le Musee McCord », Museo-vision 

(vol. 1, n° 2, avri11977), p.1-4 ; Luc Rombout « Le 
Musee McCord, une nouvelle page d'histoire », 
Musee (vol. 13, n° 4,1991), p . 32-35 ; Marcel Caya, 

Material History Review 40 (Fall 1994) /Revue d'histoire de la culture materielle 40 (automne 1994) 

possible d'acquerir des objets d'une telle valeur 
sur le marche . Ce qui fait la valeur du Musee, 
ce sont bien sur les collections, mais encore plus 
le fait qu'elles ont ete amassees initialementpar 
un seuJ individu . Andre Desvallees, conserva-
teur en chef aux Musees Nationaux de France, 
affirmait en 1992, au Congres de 1'ICOM a Que-
bec, qu'il n'y a aucune logique, aucun raisonne-
ment, qui peut expliquer une politique d'acqui-
sition de musee, d'une institution ou d'un 
groupe de personnes. La seule logique qui puisse 
exister, c'est celle d'un individu, un conserva-
teur, faite de 1'ensemble de ses connaissances, 
ses contradictions, ses interets, ses gofits, et ses 
passions. t1 ce titre, l'exposition sur David Ross 
McCord permet d'entrevoir cette « logique ». 
Mais la collection du McCord actuel, telle qu'on 
la connait aujourd'hui, a ete demultipliee . Un 
regard sur son developpement aurait permis 
d'actualiser I'implantation du Musee dans la 
societe d'aujourd'hui. Suivre 1'evolution et les 
rapports qui liaient les institutions et la societe 
montrealaise gravitant autour du Musee, et ce, 
jusqu'a aujourd'hui, aurait pu servir de lien. Les 
collections de photos, ayant acquis aujourd'hui 
une grande valeur documentaire et relatant le 
developpement d'une technologie tout autant 
que le gofit d'une epoque, de meme que les col-
lections de costumes constituees par la suite 
montrent cette action continue et la symbiose 
qui existait entre le Musee et son milieu . La col-
lection du Musee McCord, la belle, la tres belle, 
offre aujourd'hui aux visiteurs la jouissance des 
plus beaux objets du patrimoine ethnogra-
phique et historique du pays . C'etait le vceu de 
McCord . Outre son programme pedagogique, 
il voulait assurer un lieu de repos pour les objets 
qu'il a tant cheris . Les objets, comme des bois 
dormants, s'offrent autant a la representation, 
au temoignage, qu'a la delectation. Ainsi, les 
bois dorment dans ce musee. Si aujourd'hui ils 
sont importants pour nous, si 1'on desire les con-
server, il faut aussi leur permettre de rever et 
de nous raconter leurs reves et leurs secrets, et 
au Musee actuel de trouver les liens qui per-
mettront a un groupe toujours plus diversifie 
de visiteurs d'avoir acces a ces reves et ces 
secrets .15 
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020 $ millions au Musee McCord, une chance 
formidable », Museogramme (f6vrier 1988) ; Ian 
McCulloch, ((The McCord Renewed », The Bea-
ver (June/July 1992), p . 62 ; Paul Carle et Alain 
Mongeau, ((La difficile naissance d'une mu-
seologie scientifique moderne : le cas de 1'Uni-
versite McGill et du Musee Redpath pendant la 
premiere moitie du xxe siecle », Musee (vol. 11 
n° 1 et 2,1988), p . 6-10 ; le catalogue du Musee, La 
famil]e McCord, une vision passionnee (Mont-
r6al, Musee McCord d'histoire canadienne,1992) 
(texte bilingue, anglais, frangais) ; le depliant 
actuel du Musee . 

2 . Luke Rombout, op. cit . 
3 . Edit& par le Musee (Montrea1,1992) et distribues 

par McGill Queen's University Press : The Mc-
Cord Family : A Passionate Vision/La famille 
McCord, une vision passionn6e. 

4. Wright, Donald, dans La famille McCord, op . 
cit., p. 88 . 

5. Miller, Pamela, dansLa familleMcCord, op . cit., 
p.140 . 

6 . Papiers de la famille McCord, dossier 5046 . 
7. Communication orale de Stanley 'lriggs, le 11 no-

vembre 1993 . 
8 . Je remercie Wanda Palma et Pamela Miller qui 

ont identifie pour moi les differentes compo-
santes de 1'element d'exposition . 

9 . Communications orales de Pamela Miller, U et 
13 novembre 1993 . 

10. Voir a ce sujet, entre autres, Susan M. Pearce, 
< (Objects as Signs and Symbols », Museums four-
nal (vol 86, n° 3, December 1986), p.131-135 . 

11. La famille McCord, op . cit. (M.M .), p.102 . 
12 . Moira McCaffrey, dans La famille McCord, op . 

cit., p.106 . Voir aussi et surtout le catalogue du 
McCord sur ses collections ethnographiques : 
Aux couleurs de la terre : heritage culture] des 
premieres nations. 

13 . Tous deux en gres rouge, sculpt6s par Henry 
Beaumont (1853-1900) en 1888, ils decoraient 
les frises de la maison Drummond, situ6es au 
488, rue Sherbrooke ouest (architecte : Andrew 
Taylor) . 

14 . Dans un article sur les objets haidas du McCord, 
George MacDonald se souvient : < (One of the 
most striking and monumental of these is a house 
frontal pole from Masset, which is one of the 
few to have been taken out of that village on the 
northern Queen Charlotte Island . It now greets 
the visitor to the McCord Museum from its promi-
nent place in the foyer)) . ((Masterworks of Haida 
Art, George Merver Dawson and the McCord 
Museum Collection », Apollo (May 1976), p . 434-
437. 

Cooper-Hewitt National Museum of Design, New York, 
Mechanical Brides: 
Women and Machines from Home to Ofice 

ANNMARIE ADAMs 

Cooper-Hewitt National Museum of Design, 
NewYork, Mechanical Brides: Women and 
Machines from Home to Office 

Curator: Ellen Lupton 
Designers: Ellen Lupton (graphic design); Con-

stantine Boyn, Laurene Leon (installation 
design) 

Itinerary : Cooper-Hewitt National Museum of 
Design, New York, 17 August 1993 to 2 Jan-
uary 1994 ; Pacific Design Center, Los Ange-
les, 23 March 1994 to 27 May 1994 

Publication : Catalogue, Mechanical Brides: 
Women and Machines from Home to 
Office, 65 pp., illus., Princeton Architec-
tural Press, 1993. Paper U.S . $19 .95, ISBN 
1-878271-97-0 

When Louise and Andrew Carnegie construct-
ed their 64-room mansion on upper Fifth Ave-
nue in New York in 1898, household technology 
was a nearly invisible, yet essential, aspect of 
domestic architecture . Their six-storey villa's 
sophisticated system of boilers, pipes, pumps, 
and machinery was relegated to the basement; 
kitchen and laundry were clearly separated 
from the main living quarters ; and the team of 
19 servants employed to manage the Carnegies' 
state-of-the-art equipment gained access to 
the family's lavish rooms only through a laby-
rinthine system of service stairs and corridors, 
designed especially to maintain the servants' 
invisibility. 

It is somewhat ironic, therefore, that a major 
exhibition on household and office technology 
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currently occupies five rooms of the former 
Carnegie mansion. Remodelled in the 1970s to 
accommodate the Cooper-Hewitt Museum (the 
Washington-based Smithsonian Institution's 
Museum of Design), the sombre interiors of the 
former home seem a curious backdrop for the 
100 brightly coloured plastic and metal objects 
contained within Mechanical Brides: Women 
and Machines from Home to Office. The show's 
focus on women, too, is starkly juxtaposed 
against the quintessentially masculine, oak-
panelled rooms, in which Carnegie no doubt 
hosted many of America's most powerful men 
earlier this century. 

Mechanical Brides confronts head-on this 
male-centred, conservative world in which it is 
set. It also uses contemporary exhibition tech-
niques in a subtle way to make instructive com-
parisons between the technology of Carnegie's 
era and that of the twentieth-century, middle-
class home and office, the real subject of the 
exhibition . Perhaps the clearest example of this 
mechanical counterpoint is a large television 
and VCR, set boldly in a now-obsolete Carnegie 
fireplace. The hearth-cum-video is framed on 
each side by two shiny washing machines sit-
ting on concrete bases (intended to suggest base-
ment floors) ; the wall text accompanying the 
laundry equipment is printed on starched bed 
linen, suspended overhead from wooden dow-
els as if hung out to dry. Against the dark, deeply-
sculpted panelling of the formerly aristocratic 
room, this scene is, to say the least, startling. 

Mechanical Brides begins with an equally 
bold statement. A thick partition wall adorned 
with four wall-mounted, push-button telephones 
and 24 images of people on the telephone faces 
the entry to the exhibition sequence (Fig . 1) . 
Intended to remind visitors of contemporary 
telephone booths and/or bus shelters by its bold 
graphics and use of back-lit images, this inter-
active wall invites visitors to use actual tele-
phones to reconsider the place of telephones in 
modern culture. Surrounding images of historic 
telephones and media images of telephones 
suggest how this technology has acted as a link 
between the gendered spheres of home and 
work . Numerous jobs associated with women 
and centred on the use of the telephone in the 
twentieth century - secretary, receptionist, tele-
phone operator - limited women's roles to pas-
sive receptors and communicators of informa-
tion, rather than producers of information. Both 
the exhibition and the catalogue explain how 
women in these positions became human exten- 

sions of the technological systems they were 
expected to mediate. 
The issue of gender and technology is 

brought into even sharper relief in the second 
room . In addition to the video in the fireplace 
(with an ordinary, three-seater couch in front), 
in which a variety of people discuss their per-
sonal views of laundry, and the display of eight 
vintage washing machines, this room also 
boasts three vitrines of historic: irons. The walls 
are covered, like the first room, with advertise-
ments and images from pop culture explaining 
the gender division of housework; race, class, 
and ethnicity in housekeeping as a business ; 
and the concept of modernism in the home . Typ-
ical of the way the subject matter informs every 
level of the exhibition design, these images are 
matted in sheets of vinyl flooring and framed 
by sections of aluminum, typically used to finish 
the edge of kitchen counters . 

This political approach to the subject of 
domestic technology is consistent with other 
projects by Ellen Lupton, the Cooper-Hewitt's 
first Curator of Contemporary Design, who de-
vised Mechanical Brides . Lupton co-curated 
the controversial exhibition, The. Bathroom, 
the Kitchen, and the Aesthetics of Waste, at the 
List Visual Arts Center, MIT, during the sum-
mer of 1992 . Rather than focus on issues of gen-
der, however, the MIT exhibition of mostly 
sinks, toilets, and toasters drew perceptive anal-
ogies between our cycles of economics, diges-
tion, and plumbing.' 

Fig . 1 
The exhibition 
Mechanical Brides opens 
with an interactive tele-
phone wall. A9ore than 
50 telephones provide 
information to visitors 
about howthe phone 
developed from a rela-
tively neutral device to a 
seductively designed 
consunner object . (Photo : 
Bill Jacobson) 
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Fig. 2 
The closing display of 
Mechanical Brides is a 
workspace of the future, 

especially, commissioned 
for the exhibition . It 
shows the anticipated 
blurring of home and 
work resulting from new 
technologies. (Photo : Bill 

lacohson) 

The playfulness of domestic technology is 
celebrated in the third room of the exhibition, 
which features a collection of contemporary 
household machines inspired by the characters 
from The Wizard of Oz on a bright yellow dis-
play stand. Images on these walls also explore 
the romantic partnerships suggested by domes-
tic technology ; many of the advertisements 
aimed toward brides show explicit promises of 
marital happiness and even sexual satisfaction : 
a wedding ring is reflected in the shiny surface 
of a 1946 toaster; a woman paints a heart and 
arrow on her new dryer, surrounded by her 
smiling husband and children ; another happy 
woman dances with her silicone-covered iron-
ing board in an advertisement of 1956 . 

The weakest section of Mechanical Brides 
is the fourth space in the sequence, occupying 
the former conservatory of the Carnegie man-
sion and functioning as a hinge in the exhibi-
tion to turn visitors into the final room . Filled 
with plants and suggestive of an outdoor space, 
this greenhouse hosts a lawn mower and chain 
saw for the exhibition, suggestive of men's do-
mestic technology. Lupton says the conserva-
tory was intended as a very solemn place, where 
visitors could contemplate the laundry line bear-
ing quotes about housework from a diversity of 
women . The display of objects, however, seems 
inconsistent with the other strongly thematic 
arrangements of material culture; given the gen-
eral theme of the exhibition is the relationship 
of women and machines in the home and office, 
it seems incongruous (and smacks of tokenism) 
to include men and machines used outside the 
home . This section of the show is, in addition, a 
blatant reminder of the difficulties of designing 
exhibitions in a building conceived for a com-
pletely different purpose. 

"Office Politics" is the focus of the final room 
in Mechanical Brides . The centrepiece here is 
a display of three secretarial work stations, each 
paired with an executive chair intended to sim-
ulate actual office environments . The furniture 
from the influential 1906 Larkin Building by 
Frank Lloyd Wright, for example, illustrates to 
visitors how the female clerks employed by this 
soap company occupied fixed chairs, while the 
male executives had chairs on wheels . Consid-
ered at the time as a modern, efficient office 
building, fixed seating was intended to inc-
rease the efficiency of clerks by limiting their 
mobility. 
A built-in display case in this final room de-

picts the parallel relationship of typewriter 

design to women's subordinate positions in the 
world of work . Typing, like working on the tele-
phone, was constructed as a kind of neutral com-
munication of ideas generated by men. 
Two examples of contemporary design also 

underline the complexity of gender in today`s 
"Office Politics ." Next to the typewriters is a 
wearable computer, designed by a woman. This 
tiny machine, with both an eyepiece and an ear-
piece, hangs like a necklace on the wearer's 
chest, delivering information directly to the ret-
ina. Next to the exit door of Mechanical Brides 
is a desk of the future (Fig. 2), commissioned by 
the museum for the exhibition . This conscien-
tiously domestic prototype - it was intended to 
address the "live/work" space of the future -
draws on the worlds of both home and work for 

ideas. The work station comprises a playpen 
and a combination of rotating filing cabinet and 
lazy susan, in addition to a horizontal work sur-
face . Lupton says the piece was inspired by the 
powerful photo shown above the desk in the 
exhibition which appeared in the New York 
Times. It shows a frantic bank executive work-
ing at home in a chaotic setting with her infant, 
who is demanding attention and keeping her 
from her work. 

Mechanical Brides is a powerful exhibition 
aboutwomen and machines, a much neglected 
subject in academic scholarship . Its real con-
tribution in terms of an approach to the field is 
that the show considers technology in a setting 
far wider than the home. Mechanical Brides, 
by illustrating with real objects the close rela-
tions between home and work, has added to our 
increasing suspicion of the so-called "separate 
spheres" theory, which defines the home as a 
relatively isolated institution in urban life . This 
notion, which formed the basis for pioneering 
work in women's history in the 1960s and 1970s, 
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presumed the house as a place both antitheti-
cal to, and spatially separated from, the world of 
science, politics, and men.2 

Mechanical Brides challenges this theory by 
drawing links between women/technology 
and office employment, architecture, and adver-
tising, among other male-gendered domains . 
Lupton is interested, at every level of the exhi-
bition, in how the public informs the private 
and vice versa. Drawing on the revolutionary 
work of Marshall McLuhan, she, too, appreci-
ates industrial design as an aspect of mass 
media, rather than for its formal values, as is 
often the case in museums of design. The title 
of the exhibition is drawn from McLuhan's book 
of 1951, The Mechanical Bride: Folklore ofIndus-
trial Man, in which he compared advertisements 
showing parts of women's bodies to the inter-
changeable parts of machines . Presumably this 
title pays homage to McLuhan's brilliant anal-
ysis of the social and political values of mass 
media, as well as his early interest in the rela-
tionship of sex and machinery. 

In an exhibition so broadly based, it is no sur-
prise that every type of technology displayed is 
not as deeply researched as in a smaller show. By 
including so many different types of technol-
ogy spanning the entire century - telephones, 
laundry, cooking, typewriters, office furniture 

1. For more information on the MIT exhibition, see 
my "Waste Not, Want Not : An Exhibition Re-
view," The Win terth urPortfolio, 27, no . 1(Spring 
1992) : 75-82 . 

- the exhibition addresses the real impact of 
technology on women's lives at a relatively su-
perficial level. At the same time, however, the 
great range of objects displayed - 95 per cent 
are loan objects - no doubt made the subject 
much more appealing to the non-specialist . In 
this respect, the 65-page catalogue will be more 
useful than the exhibition itself for purposes of 
further scholarship and teaching. 

In the final analysis, it would be difficult to 
find a more appropriate place than the former 
Carnegie mansion for Mechanical Brides . The 
Carnegies were, after all, obsessed with tech-
nology. Theirs was the first private home in the 
United States to have a structural steel frame, 
was one of the first to boast a passenger eleva-
tor, and was extremely progressive in its use 
of central heating and air conditioning . The 
Carnegie mansion even included duplicates of 
every majorpiece of equipment, in case of fail-
ure. Although its systems were hidden in the 
walls, the house was, in every sense, a show-
case for turn-of-the-century technology. Its rein-
carnation as the museum setting for Mechanical 
Brides has "exposed" once-invisible systems of 
technology, as well as the systems of power 
which have dictated the relationship of women 
and machines for most of this century. The ser-
vants' ghosts, at least, must be smiling. 

NOTES 

2 . For a review of the literature on separate spheres, 
see Linda K. Kerber, "Separate Spheres, Female 
Worlds, Woman's Place : The Rhetoric of 
Women's History," The journal of American His-
tory75, no . 1(June 1988) : 9-39 . 

Royal British Columbia Museum, Victoria, Chinatown 

JOAN SEIDL 

Royal British Columbia Museum, Victoria, 
Chinatown 

Curator: Virginia Careless, Bob Griffin (RBCM) ; 
David Chuenyan Lai (Guest Curator) 

Designer : Alan Graves 
Opening Date : November 1992 

In November, 1992, the Royal British Columbia 
Museum (RBCM) in Victoria, British Colum-
bia, opened Chinatown, a new addition to the 
sprawling re-creation of Old Town built in the 
Museum in the early 1970s . The original Old 
Town was designed to showcase the facades 
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Fig. 1 
Interior of herbalist shop 
with fittings and artifacts 
from Man Yuck Tong, 
earl v herbalist in 
Victoria . Sewing 
machine and related 
items record the fact that 
he was also a tailor. 
(Conrtesv RBCM) 

Fig . 2 
Exterior of herbalist's 
shop at left ; at rear, signs 
for shoe repair shop and 
employment agency. 
(Courtesv RBCMJ 

of small shops and businesses with collections 
visible through plate-glass windows . When it 
messed with Old Town, the RBCM took on a 
classic in Canadian museology . Since it first 
opened, Old Town has spawned mini main 
streets across Canada, some sophisticated and 
elaborate, others more haphazard and strictly 
functional (a good way to show lots of stuff) . 

Chinatown is a small extension of the origi-
nal street . The footprint of Chinatown is only 
500 square feet, although the exhibit continues 
overhead in second-storey facades and bal-
conies . Using the same basic Old Town vocab-
ulary of facades, shop fronts and interiors, Chi-
natown features a herbalist/tailor's shop and 
an attached kitchen area, while across the 
street is a food shop . Signs, partial facades, and 
balconies permit glimpses of living quarters, 
a shoe repair shop/employment agency, clan 
association meeting place, gambling club, and 
restaurant . 

Chinatown locates a complex, layered Chi-
nese community literally next door to main-
stream British Columbia . Visitors enter the 
cul-de-sac by turning off the main street of Old 
Town and ducking around a set of stairs . Chi-
natown gives an itnmediate, compelling im-
pression of differentness . A subtle sound track 
of street noise, music and conversations in Chi-
nese animates the space . In front, up and down 
and all around you is evidence of another time, 
another place, another culture . The effect is 
astonishingly complete . It is the result of the 

comnrnauon ot meticuious researcn, tong-term 
collecting, imaginative design and painstaking 
fabrication . 

The RBCM relied on well-known historical 
geographer David Chuenyan Lai as guest cura-
tor. As the author of Chinatowns: Towns within 
Cities in Canada, Lai brought years of exper-
tise in the subject as well as strong connections 
within Victoria's own Chinese Canadian com-
munity.' The fundamental decision about 
choices of occupations, choices of building 
designs, and layout of the streetscape were in-
formed by Lai's body of work on Canadian Chi-
natowns generally. and Victoria's in particular . 

Chinatown's most densely furnished exhibit 
is the shop of herbalist and tailor Quan Yuen 
Yen. The RBCM's decision to acquire the con-
tents of the shop in 1982 laid the basis for the 
success of Chinatown. Long before the exhibit 
was a real plan, RBCM staff Bob Griffin and Vir-
ginia Careless identified the need to culturally 
diversify Old Town, and collected with that long-
term goal in mind . 

Designer Alan Graves used the tiny space 
with care and imagination . Mirrors amplify and 
extend narrow alleyways. The illusion of life-
size scale is created through careful sight-line 
planning . The second-floor windows are more 
than decoration . Each one is a carefully utilized 
interpretive opportunity, giving glimpses of liv-
ing quarters, an ancestral shrine, "cheater" sto-
reys that evaded additional property taxes. The 
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power of the illusion appears to rest as well on 
the detailing of the fabrication . Even the glass in 
the shop windows is "old" glass, one of the many 
parts that add up to a convincing whole. 

Chinatown's creators set out to convey to vis-
itors a range of feelings, including "curiosity, 
unease, a sense of being ̀not at home,' mystery, 
wonder."' The exhibit succeeds very well in cre-
ating an exotically other world. Possibly the oth-
erness is too extreme, masking at least some of 
the connections that tied Chinatown and "Old 
Town" into a symbiotic relationship . 

Some recent scholarship has emphasized 
the emergence and maintenance of Chinatowns 
as a response to the legislated racism of the state . 
Certainly, in the history of Vancouver's China-
town, there is ample evidence of the heavy hand 
of municipal legislation affecting the nature, 
location and functioning of Chinese-owned 
businesses .' Reproductions of business licences 
and inspection certificates in RBCM's China-
town would help to suggest the intrusion of the 
state and the complex cross-cultural relation-
ships at work . 

The curator chose to emphasize occupations 
that served the Chinese Canadian community 
- a herbalist, a grocer and a tailor of Chinese 
workmen's clothing . The choice underscores 
the notion of Chinatown as a self-contained and 
self-sufficient enclave, obscuring the crucial 
role of Chinese Canadians as workers in main-
stream industries . The exterior of the employ-
ment agency, for instance, could be used more 
intensively to present a more complete picture 
of Chinese Canadian occupational structure 
(and to create links to the RBCM's other per-
manent exhibits on canneries and mining). 

The exhibit's makers used the location of a 
western-style pharmacy in Old Town near the 
entrance to Chinatown as an occasion to intro-
duce direct comparison of western and Chi-
nese-style medicine in an interpretive case/ 
window display. The mixing of exhibit meth-
ods - an interpretive case exhibit in the midst 
of a re-created environment - appears to enrich 
both . 

1 David Chuenyan Lai, Chinatowns : Towns within 
Cities in Canada (Vancouver : UBC Press, 1988) . 

2 . "Interpretive Objectives for the Chinatown Ex-
hibit at the Royal British Columbia Museum" 
(unpublished manuscript .1992), 2 . 

One of the exhibition team's stated obje 
tives was to help visitors "be confident that tl 
exhibit is an accurate reflection of the past 
Chinatown is unique and ground-breaking 
its content ; the streetscape will be the ima; 
that will come to mind when future generatio : 
of British Columbians think of Chinatowr 
However, no supplementary material intr 
duces visitors to the basic interpretive issues 
presents fundamental evidence for the RBCN 

choices. The Museum is still asking visitors to 
take it on blind faith, to rely on the institutional 
reputation . Especially when a re-creation is as 
compelling and spatially and visually success-
ful as this one, visitors deserve the opportunity 
to question its premises. 

The greatest problem with Chinatown is that 
it makes the original Old Town appear slapdash, 
theatrical, and shopworn . Spaces that were rea-
sonably convincing on their own terms appear 
by contrast generic and underfurnished . This 
is a wonderful problem to have : a great exhibit 
from 1974 is surpassed by a great exhibit from 
1993 . It is testimony to the fact that museums 
have improved their capacity for exhibit re-
search, interpretation, and exhibit. It suggests 
that museums have far from exhausted the 
potential of that faithful standby - fragments of 
X/T~in ctrant 

NO'I'I 

3 . Kay J . Anderson, Vancoui 
Discourse in Canada, 1 
McCill-Queen's Univers 

4 . "Interpretive Objectives 

Fig. 4 

Entrance to lbe 
"Chinatown" exh 
orientation cuses 
comparing tveste, 
and Chinese med 

(Courtesy RBCM) 

Fig . 3 
Upper level of the 
"Chinatown" exhib 
showing shrine disl 
on balcony of the T 
lleung Hui A.ssocia 
building. Glimpse c 
livinq quarters visit: 
ncro .ss the nllev. 



Curatorial Statement 

DAVID CHUENYAN LAI 

The Old Town Gallery in the Royal British Co-
lumbia Museum is basically an exhibit of the 
socio-economic contribution of early British 
immigrants to the province of British Columbia 
from 1890 to 1920 . Although Chinese immigrants 
were and still are the largest visible ethnic mi-
nority in the province, and their imprints on its 
landscape are numerous and significant, their 
exhibit in the Old Town Gallery consisted of 
only two window display cases containing ran-
domly selected Chinese artifacts. 

In the autumn of 1990, the History Unit, 
headed by Robert Griffin, proposed to enhance 
the public awareness of the significant role of 
the Chinese in British Columbia by expanding 
the Chinese section of the Old Town Gallery. In 
the following two years, a team of curators, de-
signers, conservators and interpreters, headed 
by John Robertson, organized the Chinese ex-
hibit which would portray the townscape of a 
Chinatown in the late nineteeth century and 
early twentieth, and make it an extension of the 
Old Town Gallery. The team also planned to 
seek the participation of the local community 
in the project. 

The Chinatown exhibit has three objectives : 
(1) cognitive - to make visitors be aware of the 

townscape of an old Chinatown, and en-
hance their knowledge of the early Chinese 
society in Canada ; 

(2) affective -to make visitors experience the 

(3) 

feelings of curiosity, mystery and "fear" in 
strolling through Chinatown at dusk which 
was perceived as a "Forbidden City" by the 
white public in the past; 
psychomotor - to entice visitors to wander 
from one display unit to another, look at 
objects outside the stores and peep at arti-
facts through windows. 

The goals of the exhibit were attained . The 
Fannin Foundation, and the Victoria China-
town Lions Club financially supported the 
exhibit, and some Chinese resource persons 
assisted in artifact identification, storyline 
authenticity, Chinese calligraphy, and other 
tasks. The exhibit, covering an area of about 500 
square feet, consists of four wooden structures 
that display the common structural and deco-
rative components of Chinatown buildings, 

such as projecting or recessed balconies, "cheat-
er storeys" (low-ceiling mezzanines), and hori-
zontal and vertical signboards bearing Chinese 
characters . 

There are six display units. The first unit is a 
hook showcase which marks the entrance to 
Chinatown. Inside the showcase, Chinese herbs 
and Western medicine are displayed, and the 
two systems of medicine compared. A large 
information panel on Chinatown and the occa-
sional meowing of a cat draw visitors' attention 
to the Chinatown exhibit. 

The second unit is Kwong Hing Lung & Co., 
a grocery store, in which salted eggs, preserv-
ed ginger, and other Chinese merchandise are 
kept. A tenement is on the second floor, where 
clothing is hung on a string . The third unit is Ka 
Lee, a shoe repairer's store. An advertisement 
on the store front reveals that the shoe repairer 
is also an employment agent. 

Opposite Ka Lee is the fourth display unit, 
which is a recessed balcony of See Yup Tung 
Heung Hui (The Four Counties Association) . 
Worship of ancestors and heaven takes place 
in the balcony, where a plate of fruit and an 
incense container are placed on a table. 

The fifth unit is Man Yuck Tong, a herbalist 
shop in which drawers of herbs, a crusher, a 
grinder, cutters, and other equipment are dis-
played . A sewing machine, buttons and cloth-
ing occupy half of the ground floor because the 
herbalist is also a tailor. Boxes of herbs are stored 
in the "cheater floor." Herbs are prepared in the 
kitchen, where the brick stove, herb choppers, 
scales and other equipment can be seen through 
the window. 

The last display unit is a dim alley, closed off 
by a wooden gate through which Chinese signs 
of two gambling clubs (Tai Lee and Tung Lok), 
a rooming apartment (Hop Wo Fong), and a 
restaurant (Kwong Chow Lou) can be seen . A 
peephole on the wall is used to screen patrons. 

While passing through the exhibit, visitors 
can smell Chinese herbs and incense, and hear 
the faint clucking of chickens, and people chat-
ting in different Chinese dialects . Next to the 
alley is L.G . Cook, a western druggist's store, 
which functions as a link between the China-
town exhibit and the Old Town Gallery. 
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The tangible, visible, audible and olfactory 
manifestations of Chinese cultural imprints in 
British Columbia are very apparent in the Chi-
natown exhibit. Visitors to the exhibit will know 
more about the lifestyle and economy of the 
Chinese community, the difference between 
Chinese herbs and Western medicine, and the 
symbiosis between Chinese culture and West- 

ern environment. It is hoped that visitors will 
also tour Victoria's Chinatown, Canada's ear-
liest Chinatown, and compare it with the Mu-
seum's Chinatown exhibit. They will then 
appreciate more the physical and cultural her-
itage of an old Chinatown, and recognize it as a 
unique, historic component of an urban fabric 
in Canada. 

LABOURILE TRAVAIL 
JOURNAL OF CANADIAN 

LABOUR STUDIES 
LabourlLe Travail is the official publication of the Canadian 
Comrnittee on Labour History. Since it began in 1976, it has car-
ried many important articles in the field of working class history, 
industrial sociology, labour economics, and labour relations . 
Although primarily interested in a historical perspective on 
Canadian workers, the journal is interdisciplinary in scope. In 
addition to articles, the journal features documents, conference 
reports, an annual bibliography of materials in Canadian labour 
studies, review essays, end reviews. While the main focus of the 
journal's articles is Canadian, the review essays and reviews con-
sider international work of interest to Canadian labour studies. 

REVUE D'Z;TUDES 
OUVRIERES CANADIENNES 

PubliBe par le Comit6 canadien sur 1'histoire du travail, la revue 
LabourlLe Travail a fait paralue depuis 1976 plusieurs articles mar-
quents dans le domaine de I'histoire de la classe ouvritre, de la sociolo-
gic industrielle, de l'6conomie du travail et des relations industrielles . 
Bien qu'elle se propose d'abord d'6tudier lea travailleura et leg tre-
vailleuses du Canada dans une perspective historique, la revue est aussi 
ouverte aux sp8cialistes d'autros disciplines. En plus des articles . Is 
revue public des documents, des rapports de conf6rences, une bibli-
ographie annuelle, des notes critiques et des comptes rendus de vol-
umes. Si la plupart des articles touchent le Canada, Ies notes critiques 
et les comptes rendus portent sur dea travaux d'envergure intema-
tionale pouvant int6resser leg chercheurs canadiens. 

SPFAAL Iwneooucroav bvs3at/Orvae Sr&a .sts 
While the supply lasts, new subscribers may purchase sets of thc joumal at a special bargain rate of $275.00 (32 issues, 10,698 pp., reg. $382). 
Avec tout nouvel abonnement I'abonnE pout aussi ecqu6zir la efiie compl2ze de la rewe pour le prix modique de 275 $ tmn que nos rfserva d'ancien mtmBos 
no sent pas lpuis&s (32 numfros, 10,698 pp., rEg. 382 S) . 

Individual/Individu 
Institutional/Institution 
Student/$tudiant 
Retired/Retrait6 
Unemployed/Sanatravail 
(GST --pt / Exanptd de la TPS) 

Canada Foteign/Ltranger 
520.00 $30.00 (US/tSU) 
$30.00 $40.00 (US/E(1) 

$15.00 $25.00 (US/l:`U) 

MASMCARO accepted or make cheque payable to : Canadian Committee on Labour History, History Dept. , Memorial University, St. John's, NF, Canada A 1C SS7 
Cane MAstvRGaD saeptde ou ch2que v,sd i I'ordre de : Comit! canadien sur 1'histoire du travail, Dlartement d'histoire, Universil6 Memorial, Saint-Jean de TermNeuve Canada AIC 5S7 
Articles are abstracted and IndeaedA.es articles sent r6pertorlfs dam : 
Amarica: History and Life; Alternative Press Index; Arta and Hwnautiet Citation /ndexTu " Canadian Magazine Index; Canadian Periodical Index; Current 
Contents / Artz and Hunmutie.r; Historical Abstracts ; Human Resource Abstracts; PA/S Bulletin; PAIS Foreign language Indez; Sage Public Administration 
Abstracts. 
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Film Review 

Compte rendu de film 

Colin Neal, Bill Brind, Notman's World 
Barry Cowling, Rex Tasker, Fixed in Time: 
A Victorian Album 

JOHN E. CARTER 

Neal, Colin (executive producer) and Bill Brind 
(producer) . Notman's World. Directed by 
Albert Kish . National Film Board of Canada, 
1989 . 28 min. 58 sec. 

Barry Cowling, Rex Tasker (producers) . Fixed 
in Time: A Victorian Album. Directed by 
Shelagh Mackenzie . National Film Board of 
Canada, 1980.19 min . 45 sec . 

Photography dances precipitously on the edge 
of a lie . Arguably it captures reality with little 
editorial intervention, but it does so with a psy-
chological sleight of hand . Its ability to render 
reality perfectly in two dimensions causes us 
to forget that it is, in fact, only an abstraction of 
the reality it apes . 

Unlike other graphic arts like painting, draw-
ing, sculpture, and so on, conscious interpreta-
tion does not intrude on our visceral under-
standing of the picture. We accept the informa-
tion contained in the image as de facto truth, 
which is, of course, not the case at all . A photo-
graph is a carefully engineered manipulation 
of visual symbols, intentionally assembled by 
a photographer to evoke a desired response 
from an intended audience . 

From an infinite number of possible combi-
nations, the photographer selects a particular 
place, at a particular time, views it from a parti-
cular vantage, and, at a chosen moment, arrests 
that time and place within the frame of his pho-
tograph. I will speak to the consequences of the 
photographer's decision at some length later. 
For now I would like to consider the significance 
of the mere action taken when one performs 
such a biopsy on time and place and culture. 

The photograph, this frozen memory, enters 
the world rich with symbols and values with 
which the photographer imbued it . As time 
passes, those symbols and values ferment and 
grow, merging with others until they ripen into 
full-blown icons. Those fortunate enough to sur-
vive, and particularly those that pass into pub-
lic hands where they become accessible to 
scholarly scrutiny, possess the ability to define 
the epoch from which they came . They become 
the stuff of our collective memory. 

This is certainly the case with the work of 
William Notman, whose immense collection 
(immense seems like a little word to describe a 
collection of over 400 000 images!) resides in 
the McCord Museum in Montreal. Notman had 
studios across Canada and in the United States, 
and employed a raft of photographers who, over 
the course of three quarters of a century, record-
ed the young, vigorous, Victorian life that was 
nineteenth-century Canada . 
The Notman enterprise was the subject of 

two National Film Board of Canada produc-
tions, which serve as the grist for this essay. (I 
will examine a rather handsome book, The 
World of William Notman, in a companion to 
this essay scheduled for publication in a sub-
sequent issue of the Material History Review.) 
The first of these films, Notman's World, exam-
ines the rise to prominence of Notman and his 
gaggle of studios. The second, entitled Fixed in 
Time: A Victorian Album, examines the work of 
Oliver Massie Hall, who was proprietor of the 
Notman studio in Halifax. 

Before I proceed with my examination of 
these films, let me say something regarding 
my qualifications for this task . I bring what I 
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consider to be a refreshing innocence to the 
topic. My ignorance of Canadian history is 
appalling and my knowledge of Notman and 
his work has heretofore been the one-line men-
tion found in Robert Taft's classic work, Pho-
tography and the American Scene. 

As the babe-in-the-woods, I was struck by 
how the photographer was shaped by his world, 
and he, in turn, shaped the world around him. 
Both films explore that wonderful world be-
tween reality and its shadows, where appear-
ance transcends substance. 

The sense of destiny and the greater sense 
of being British ooze from the photographs, 
which is of course what they are about. In Not-
man's World, Montreal in the 1850s is described 
as populated with a "mean and hungry business 
class" that generated a great deal of money. This 
money attracted a merchant and professional 
class - doctors, lawyers, bankers, and the like 
- eager to share in the new wealth . 
When Notman arrived in that city in 1856 he 

found a ready-made market for his photographic 
skills . There was no old money in the city. Mon-
treal was a city of nouveau riche who had a very 
real need for photographs. First, portraiture was 
an important symbol of status that fed the rather 
drafty arrogance of those who were now attain-
ing some level of prominence . The photograph 
was also a way of reporting to those back in Eng-
land on your situation . As the film adroitly points 
out, this was of particular importance for the 
large number of citizens who had left the home-
land in steerage . 

Fixed in Time explores articulately the rela-
tionship between the photographer and the sub-
ject, deftly pointing out that the craft of photo-
graphy was not so much the technical mastery 
of the camera, but rather being able to manip-
ulate skilfully the symbols within the photo-
graph to communicate the sense that the sitter 
wanted to portray: the placement of a book to 
suggest literacy, a powerful stare implying man-
liness, a graceful draping of the hands to en-
hance femininity. On this very basic level one 
begins to see the intricate array of transactions 
that take place between the photographer, his 
subject, and the greater culture from which both 
come. 

It is here that I find myself in strong disagree-
ment with a point made early on in Notman's 
World. An unidentified voice, at the beginning 
of the film, makes the unequivocal statement: 
"We can't make of these photographs more or 

less than they are . They are simply photo-
graphs ." There are many things that these pho-
tographs may be, but simple they are not. More-
over, when viewed collectively they clearly 
become a great deal more than what they are, 
as I hope to demonstrate. It is fortunate that the 
film is blessed with an abundance of evidence 
to disprove its own point. 
We are instructed that Canada was in the 

hands of expatriate Englishmen and Scots, who 
saw themselves and their various enterprises 
as part of an expanding destiny for the British 
Empire . This newly established upper class 
drew its ranks from three populations. The first 
were those who had acquired and developed 
land, of which Canada had an abundance. The 
second was a merchant class skilled in the ma-
nipulation of trade and commerce . The third 
was the military, particularly the officers' corps, 
which was made up of the second sons of the 
titled and social elite in England. 

Also, Canada, the new part of the empire, 
was, like India, exotic in climate and geogra-
phy. The idea of its wildness enhanced the self-
image of the British citizen as conqueror. 

This complex interaction of the sense of one-
ness with the Empire, the inevitability of pro-
gress, and uniqueness of the place, mix dizzy-
ingly in the photographs. As I noted above, the 
photographs are more than likeness ; they are 
an expression of a state of being, a condition of 
life . 

Notman and his photographers were active 
and willing participants in the process of de-
fining this vision of life and civilization . In 1858 
Notman, then a young man, was hired by the 
railway to document the construction of the 
Victoria Bridge . At the dedication a year later, 
the photographer made a gift of the photo-
graphs, bound in leather and encased in a 
mahogany box with silver fittings, to the Prince 
of Wales, the event's guest of honour . 
The photographs and their presentation so 

pleased the Prince's mother, Queen Victoria, 
that she bestowed upon Notman the title of "Pho-
tographer to the Queen." The aristocratic moni-
ker made him the photographer of choice for 
his upwardly mobile clients, assuring him dom-
inance of the portrait market. 

In the 1860s, Montreal's population was 
swollen with British troops garrisoned there to 
keep an eye on the border while the United 
States engaged in the unpleasantness of the 
Civil War. The military has historically been a 
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hungry consumer of photographs. Soldiers are 
away from home, often in peril, admirably serv-
ing the needs of the homeland . For those who 
die in the line of duty, the photographs become 
a vehicle to cheat death by saving the likeness . 
For those who survive, the photographs bear 
witness to their time of noble service . For Not-
man, itmeant an added demand for his camera . 

Later, Notman launched a cadre of photog-
raphers to the far corners of Canada to collect 
"views," which he then sold to tourists and citi-
zens alike. For the tourist, they were documents 
of their great adventure. For the citizen, they 
were evidence to send back to England to either 
show their new Victorian house, their civilized 
city, or, ironically, the wild beauty of the coun-
try around them. 

The long and short of it was that Notman and 
his photographers captured that which was 
the essence of British success in the New World. 
In so doing, his collective work defines not 
so much the reality of that life, but rather the 
dream that drove it . 

One segment of Notman's World clearly dis-
tinguishes the dream from the reality. Notman 
created a series of photographs dealing with 
the logging industry . In his photographs the 
lumbermen are portrayed as rugged men of the 
wilderness, doing battle with nature to reap its 
bounty for the good of the motherland . 

What the photographs fail to show is that, far 
from being noble woodsmen, those who worked 
the forest were an exploited labouring class who 
were underpaid, known for a propensity toward 
strong drink, and sharply divided on ethnic 
and religious lines. The pictures of the large 
rafts of logs making their way downstream to 
be shipped to England fail to show the denuded 
countryside . In true imperial fashion, the mother 
country looted the natural riches of the colony. 

Notman's photographs were also used by 
the railroad to craft a perception of Canada 
that would enhance its corporate profitability. 

In 1884, the Notman Studio was hired to pho-
tograph along the Canadian Pacific Railroad 
line . The objective was twofold. First, the photo-
graphs were to demonstrate the natural beauty 
and majesty of the wilderness as a draw for 
tourists. Second, the photographs were to an-
nounce the bounty to be found in the west, with 
an eye toward attracting settlers who would 
farm the area and thus provide a steady clien-
tele for the railroad. 

The photographs of the wilderness, of course, 
failed to reveal Mother Nature's wrathful side . 
Tourists were ignorant of the caprice of wea-
ther and the threat of accidents. Farmers were 
not told that nature did not yield her bounty 
willingly, and that hard labour was often as 
not rewarded with drought, fire, and insect 
infestation . 

So there is an intrinsic lie in Notman's inven-
tory. It documents not the reality but the dream, 
and both Notman's World and Fixed in Time 
share that sense with their audience . 
Two annoying features of Notman's World 

tarnish its message. Notman's story is periodi-
cally interrupted with a recitation of the tech-
nological history of photography. These seg-
ments, edited out of this film and put into their 
own, would be a nice introduction to that inter-
esting story. But their idiosyncratic placement 
throughout the film is aggravating. 

Also, the film's narrative is regularly inter-
rupted with unidentified voices making pro-
nouncements about Notman, his work, and 
the Canada of his time . The net effect of these 
nameless authorities is roughly that of an arti-
cle peppered with text set off in quotation marks 
but lacking a footnote identifying the author 
of the statement. 

But Notman's World and Fixed in Time do 
a fine job of what film does best . They give a 
sense of the world in which Notman lived, how 
his craft fit within it, and how he came to visually 
define the emerging Canadian nation . 
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Book Reviews 

Comptes rendus de livres 

Les Cahiers de La fonderie 

LOUISE TROTTIER 

Les Cahiers de La fonderie : revue d'histoire 
sociale et industrielle de la region bruxelloise. 
N° 14 (juin 1993). Bruxelles : ASBL La fonderie, 
1986 -. #ISSN 0775-2202 

Publies depuis aofit 1986 a raison de deux nu-
meros Pan environ, Les Cahiers de La fonderie 
constituent le porte-parole d'un regroupement 
d'organismes communautaires et de chercheurs 
universitaires de la region de Bruxelles, dont le 
but est de preserver la memoire collective des 
milieux defavorises. Rediges dans une perspec-
tive tant historique que contemporaine et fondes 
sur des enquetes orales, monographies et docu-
ments iconographiques, les articles exposent 
des preoccupations socio-economiques ou per-
tinentes au patrimoine industriel de la collec-
tivite immediate. 

Ainsi, la plus recente parution des Cahiers, 
consacree aux ouvriers, retient 1'attention jus-
tement parce qu'elle tente de faire le point sur 
les nuances qui caracterisent les activites de ce 
groupe social dans le contexte actuel, celui de la 
fin d'un siecle marque par la desindustrialisa-
tion. De fait, la force ouvriere ne peut plus etre 
encastree dans une seule entite monolithique . 
Elle est appelee a remplir des fonctions poly-
valentes en reponse a divers facteurs auxquels 
elle se voit de plus en plus confrontee : evolu-
tion des connaissances scientifiques, innova-
tions techniques favorisant la modernisation 

des usines et accentuant la mecanisation et 
1'informatisation des operations industrielles, 
epuisement des ressources naturelles, mon-
dialisation de 1'economie provoquant 1'assi-
milation de petites et de moyennes entreprises 
par des compagnies multinationales, eclate-
ment et relocalisation des chaines de produc-
tion depuis les pays industrialises vers les pays 
en voie de developpement. 

Les ouvrieres et ouvriers se rencontrent donc 
dans tous les secteurs de 1'economie - artisans, 
producteurs, employes des services publics -
et se recrutent parmi les « immigrants » prove-
nant tout autant des regions rurales adjacentes 
a la ville de Bruxelles que de 1'etranger. En te-
moignent les articles portant sur 1'industrie a 
Bruxelles de 1846 a nos j ours, sur les cokeries 
du Marly, sur le travail de nuit chez Volkswa-
gen et sur les finalites de la formation profes-
sionnelle. Dans ce meme numero, d'autres 
themes traitant de la culture ouvriere comme 
telle et de ses pratiques alimentaires feront cer-
tainement les delices de chercheuses et cher-
cheurs en culture materielle . 

Bref, les Cahiers meritent d'etre consultes 
non seulement a cause de 1'originalite des 
sources bibliographiques et iconographiques 
ainsi que de la variete et de la clarte du contenu 
scientifique, mais surtout parce qu'ils s'adres-
sent a un vaste public . 
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Marilyn I. Walker, Ontario's Heritage Quilts 

JENNIFER HAYMAN 

Walker, Marilyn I. Ontario's Heritage Quilts. 
Toronto: Stoddart Pub. Co. Ltd., 1992 . 260 pp., 
219 illus. Cloth $50, ISBN 1-55046-066-8 . 

Quilts are valuable and fascinating artifacts of 
social and economic history. They are the voices 
of nameless women, expressing in their pat-
terns and colours the politics, religion, and per-
sonal and cultural symbols of their makers . 
Some tell life stories, some chronicle important 
journeys such as a westward migration, and 
some record life and death at home . Their fab-
rics reflect economic realities, from the num-
ber of mills to the taxes on imported cottons. 
Popular culture is revealed in the choice of 
design, whether traditional or the latest from 
Godeys . The history of quilts is an important, 
but sadly neglected, area of Ontario history, and 
any new work on the subject is to be welcomed. 

The most recent contribution is a hand-
somely produced volume by Marilyn Walker, 
Ontario's Heritage Quilts. The author's stated 
purpose is to "introduce Ontario's pioneer quil-
ters and their artistic creations to general read-
ers, history buffs, and . . . quilting aficionados" 
(p . 6) . In demonstrating the relevance of quilts 
to Ontario history, the book succeeds, in that its 
presentation is so striking that it cannot help 
but tempt the reader to read more. 

As a popular history the book is particularly 
effective in two areas: the range covered and 
the illustrations provided . Although historians 
may feel the range is not comprehensive, the 
book is not intended for historians - their main 
source remains the McKendreys' standard 
Quilts and Coverlets in theCanadian Tradition 
(Toronto, 1979). Marilyn Walker's book includes 
areas which are often excluded, such as eccle-
siastical quilting, which she illustrates with a 
pall (albeit from 1991), and patriotic quilting, 
represented by a signature quilt for the Royal 
Visit of 1939 . Another quilt affords a glimpse 
into the quilting traditions of the Blacks who 
settled in Ontario in the nineteenth century. 
The book has a good, concise introduction, as 
well as a valuable section on the care and clean-
ing of quilts . It concludes with instructions for 
three blocks, though these are far too daunting 
for beginners. 

The masterful photography, however, is what 
makes the book a delight. Marilyn Walker was 
intimately involved in the design of the pho-
tographs, and the results are stunning. Three 
quilts in particular, placed on a snowbank and 
on foliage (pp. 13, 83, and 93), reveal a brilliant 
eye for colour and visual texture. Other quilts 
are placed in appropriate historical settings, 
such as the barracks at Fort George, and Ball 
Farm in the Niagara Peninsula. Another attrac-
tive feature is her digressions about furniture 
such as storage racks and rope beds . 

Closer attention to editing would have been 
appreciated, however. In one case, the text dis-
cusses a quilt that has been cut off from the pho-
tograph (p .100) ; in another, the labelling is 
reversed (p . 68); and in still another, the Loyal-
ist guns discussed actually appear on an earlier 
page (p .111), while a sword is shown in the photo 
in question (p.117) - not that either is an appro-
priate prop for this quilt, which is Mennonite. 

That this work is a popular history is clearly 
reflected in the writing, and it is here that the 
dangers inherent in the genre are evident. Mar-
ilyn Walker's style is enthusiastic, confident, 
and personable ; but is also at times repetitive 
and vague. 
One practice, which is pleasant for the lay 

reader but very jarring to the specialist, is the 
author's tendency to blur provenance and fan-
tasy. There are too many lines like "while little 
is known about why this quilt was made, it 
may be assumed [my emphasis] that it was a 
wedding quilt" (p.106). The quilt referred to in 
fact shows none of the symbols usually found 
in a wedding quilt, nor is the pattern one associ-
ated with weddings . That it was precisely and 
skilfully made does not necessarily indicate a~ 
wedding quilt. 

The historical content in the text is interest-
ing and on the whole accurate, but it lacks over-
all direction and continuity. The chapters are 
arranged not by chronology or region, but by 
type of quilt, which may be suitable for a gen-
eral overview, but does not present a cohesive 
picture of Ontario's quilt history. As well, some 
of the historical information is misleading. On 
pages 110 and 111, two quilts are not properly 
identified . One quilt is not labelled "Tumbling 
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Blocks," as it should be ; another is misnamed 
"Dresden Plate" when it is a simple "Fan" block. 
The discussion of the evolution of Broderie 
Perse applique does not indicate that it came 
very early -1700s to early 1800s - and was de-
veloped because of the expense and scarcity 
of the chintz fabrics which were so popular. 
Instead, the author states that it was meant to 
imitate crewel work. Crewel work did influence 
the vines and flowers in ordinary applique, and 
did itself appear on quilts, but it did not influ-
ence the development of Broderie Perse as such. 
Again, on page 51, she suggests that dating a quilt 
with an indelible pen was not commonly done . 
While thatmay be true for the 1930s, itwas defi-
nitely not uncommon from the 1830s to the turn 
of the century for quilts to be signed, dated, and 
even inscribed with indelible pen. These are 
minor points, but they show how closer atten-
tion to historical detail would have improved 
the text. 

The book's most serious weakness, though, 
is its failure to meet its own objective of pre-
senting Ontario's pioneer quilts, which the 
author defines as nineteenth-century. It touches 
on many quilting traditions, but barely men-
tions the earliest woollen quilts of the English 
and French settlers . While these quilts may be 
less attractive, they still form a large portion of 
the quilts of the "pioneers." 

Moreover, of the 210 quilts illustrated and 
discussed, fully half are from the twentieth cen-
tury and 47 are not from Ontario - 19 are not 
even Canadian . Surely somewhere in the ̀ hZore 
than 2,000" quilts in Marilyn Walker's personal 
registry there were Ontario quilts which would 
have served to illustrate the trends the "foreign" 
ones do . Although one or two are extraordinary 

examples of a type (e.g., the Hexagon on page 
137), the remainder are quite ordinary. For exam-
ple, on page 49, there is a Pennsylvania Dutch 
sampler from 1987 which, while beautiful, does 
not illustrate the type better than an older exam-
ple from the Kitchener-Waterloo area would 
have. The problem may lie in the author's appar-
ent unwillingness to work with museums, which 
contain many excellent specimens of Ontario 
quilts . Although she did not wish to include 
"museum pieces," a compromise here would 
have allowed the book to truly meet its objec-
tive . The presence of so many foreign examples 
must imply to the reader that there are no com-
parable Ontario pieces extant; and that is a grave 
misconception. 

Ontario's Heritage Quilts does not present 
any new historical information, and since the 
quilts are drawn from a registry that is not pub-
licly accessible, it is of limited use for research-
ers. However, such a genial and well-illustrated 
coffee-table book may inspire a general inter-
est in quilt history similar to that in the United 
States, where research is ongoing, often pub-
licly funded, and led by quilt historians . The 
Canadian quilting tradition follows our own 
political and immigration trends, and so is dif-
ferent in many ways, and at times in character, 
from the American tradition. Academics, gov-
ernments, and quilt guilds need to work together 
to produce a comprehensive database accessi-
ble to scholars, which will in turn lead to a body 
of literature . This is an area of material history 
that has not yet caught the attention of Cana-
dian publishers and researchers, despite a grow-
ing market . One can only hope that this book is 
an indication of an awakening interest . 

Donald Wetherell and Elise Corbet, Breaking New Ground: 
A Century of Farm Equipment Manufacturing 
on the Canadian Prairies 

FRANz KLINGENDER 

Wetherell, Donald and Corbet, Elise. Breaking 
New Ground: A Century of Farm Equipment 
Man u facturing on the Canadian Prairies, Saska- 

toon: Fifth House Publishers, 1993 . vi & 254 pp ., 
photographs, bibliography, index . Paper $14.95, 
ISBN 1-895618-23-1 . 
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As a student of the history of technology, I had 
great hopes for what I might learn in Wetherell 
and Corbet's Breaking New Ground. Both the 
title and subject, a century of farm-implement 
manufacturing on the Canadian prairies, held 
forth the promise of insights into the develop-
ment of agricultural technology beyond the 
confines of Chicago and Brantford. This was to 
be an examination of innovation and invention 
in a milieu where the technology was so closely 
tied to the market that it might have been used 
in a field just down the road from where it was 
manufactured . Properly done, the book would 
contribute to an understanding of an important 
area of Canadian material history about which 
we know far to little . Unfortunately, I was dis-
appointed to discover that little "new ground" 
was broken . What we are left with, for the most 
part, is a reworked version of the existing body 
of literature . 
Much of the technology that was used on 

western Canadian farms was the product of 
immense full line manufacturers such as Inter-
national Harvester Co. (IHC) and Cockshutt, 
who made everything from wheelbarrows to 
tractors . For them, western Canada was simply 
part of a much larger and often international 
market . Their relationship with this distant mar-
ket was conducted via dealers and blockmen 
who were often disparagingly characterized by 
farmers as offering a one size fits all" approach 
to agricultural technology. As a consequence 
of the mass-production techniques adopted by 
these firms, there was little room for the tech-
nological specialization needed to accommo-
date the differing geography and agricultural 
practices of western Canada . In fact, the use of 
technology promoted by the full line compa-
nies often encouraged agricultural customs such 
as deep cultivation and leaving fields free of 
trash cover, which depleted soil fertility and led 
eventually to erosion. 

This state of affairs provided incentive for 
local entrepreneurs to develop equipment suit-
ed to specific regional conditions . For example, 
because these individuals were aware of re-
quirements for a sub-surface cultivator, they 
were in the advantageous position of being able 
to design equipment to fit that particular need . 
We learn that before World War II the lack of 
a proper industrial infrastructure limited the 
development of the agricultural manufactur-
ing industry in western Canada . For instance, 
beyond the standard steel stock available from 

Manitoba Rolling Mills, manufacturers had to 
attempt to acquire their specialized needs from 
distant sources. The short line firms which de-
veloped did not compete with the full line man-
ufacturers, but rather filled the product niches 
unoccupied by, or of no interest to, the larger 
firms. We learn that Versatile's entry into the 
production of tractors and swathers marked it 
as one of a small number of firms that were ex-
ceptions to this general trend. 

Although the book details the factors that led 
to the creation of an indigenous implement-
manufacturing industry, we discover very lit-
tle about the various firms that took up the 
challenge. Where one might have wished an in-
depth discussion of these companies and the 
material culture that they produced, we find a 
recitation of who made what and in what year. 
We learn that Otto Wobick conceived a sub-
surface cultivator ; we even have a picture of 
him standing beside his invention (more about 
that in a moment). Yet, beyond the most rudi-
mentary of analysis, the book does not reveal 
what prompted farmers like Wobick to develop 
specialized equipment. 

Another area which is not adequately cov-
ered is that of prairie manufacturers' market-
ing techniques . Informed readers will no doubt 
already be quite familiar with the promotional 
activities of Case and Hart-Parr, and would have 
been equally interested to know how the Boy-
chuk brothers or Charles Noble succeeded 
in drawing attention to their patents and prod-
ucts . More visuals of advertisements and trade 
literature distributed by these firms would 
have helped . Moreover, there is no shortage of 
material from which to choose : the pages of the 
Nor' West Farmer were full of advertisements, 
and institutions such as the Western Develop-
ment Museum have healthy collections of these 
publications . Given the important role that 
non-English-speaking immigrants played in the 
agricultural development of certain parts of 
western Canada, some discussion of how local 
entrepreneurs associated with a particular eth-
nic community marketed their agricultural prod-
ucts within that community is warranted. 

As the book ultimately deals with "things," it 
could have greatly benefited from an increase 
in the number of photographs. An adept weave 
of text and illustrative material would have 
made the book much more useful and enjoy-
able for casual readers and academics alike. An 
excellent example of this sort of approach can 
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be found in Thomas Isern's examination of 
harvesting techniques and technology on the 
North American plains .' As well, no effort seems 
to have been made to locate and photo-docu-
ment extant examples of the products of these 
firms for inclusion in the book . Here again, there 
certainly is no lack of evidence from which 
to choose, since public collections on the prai-
ries are rife with this material that, because it 
was often produced locally, is reasonably well 
documented . 

At times the authors also display a discon-
certing lack of understanding of the technology 
itself. Using a quotation from a 1932 source (by 
which time nostalgia for steam power had al-
ready taken root), reference is made to early 
self-propelled steam engines as "huge ma-
chines" (p . 89). This is inaccurate and does much 
to perpetuate the myth of ̀ ~nammoth technol-
ogy" on the prairies . Although some steam en-
gines were enormous, their size and cost would 
have limited their use mostly to bonanza farms. 
Just as all farmers today do not operate John 
Deere four-wheel-drive tractors, all farmers 
around 1900 did not use 100 HP Case steam trac-
tion engines. 

It is also dangerous to refer to the era of steam 
technology on the prairies as being cohesive 
when in fact it was made up of at least two quite 
different sub-periods, involving quite different 
steam technology. The authors go on to suggest 
that steam was faster and cheaper than the avail-
able alternatives such as "animal treadmills," 
neglecting the 10- and 12-horse sweeps that for 

1 Thomas D . Isern, Bull Threshers and Bindle-
stiffs: Harvesting and Threshing on the North 
American Plains (Lawrence: University of Kan-
sas, 1990). 

a time truly did provide an alternative for thresh-
ing purposes . 

This example illustrates the problems that 
can occur when one does not engage in origi-
nal research but rather reworks the existing his-
toriography; the error regarding horse power 
was copied from Spector. The problem occurs 
when they misconstrue David Spector's com-
ment (p.152)2 regarding internal combustion 
tractors and water. The point was not that "they 
did not need water to operate" (p . 90) - as many 
were water-cooled, they obviously did - but 
rather that they did not require the quantity of 
water necessary with a steam boiler . Similarly 
questionable is the authors' interpretation of 
the invention of the manure spreader, attributed 
to a farmer near Stratford, Ontario, who sold 
out to IHC prior to World War I (p.198) . Were 
one unfamiliar with the actual chronology of 
events, one might not be aware upon reading 
this book that firms on both sides of the inter-
national border had been manufacturing ma-
nure spreaders before 1900 . 

Given the richness of the subject matter, one 
would wish this book to whet the appetite for 
further in-depth research. Unfortunately, rather 
than teasing and prompting, it frustrates . In 
order to gain a better understanding of the prai-
rie implement-manufacturing industry, there 
must be much more consideration given to the 
significance of the material culture and the moti-
vation behind its creation. In this presentation 
it seems bland and colourless, and I am sure that 
the reality could not be farther from the truth. 

NoTEs 

2 . David Spector, Agriculture on thePrairies 1880-
1940 (Ottawa : National Historic Parks and Sites 
Branch, 1983) . 

Laurence F. Gross, The Course of Industrial Decline: 
The Booit Cotton Mills of Lowell, Massachusetts, 1835-1955 

ALAN B. MCCULLOUGH 

Gross, Laurence F. The Course of Industrial 
Decline : The Boott Cotton Mills of Lowell, Mas-
sachusetts, 1835-1955. Baltimore, Maryland: 

The Johns Hopkins University Press, 1993 . 279 
pp., 32 illus . Cloth U.S . $42.00, ISBN 0-8018-
4453-3 . 
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The Course of Industrial Decline traces the 
history of the Boott Cotton Mills of Lowell, 
Massachusetts, from its founding in 1835 to its 
closure in 1955 . It is a long story, and a depress-
ing one. Gross characterizes the typical Lowell 
cotton company as a corporation which "devot-
ed itself entirely to financial success, denied 
reciprocal responsibility to its employees, and 
left their care when unneeded to their families 
or public agencies" (p.12) . Gross's primary the-
sis is that the ultimate failure of the Boott Mills, 
and by implication of the New England cotton 
industry, was due not to any inherent flaws in 
the company or its employees but to a decision 
by the firm's proprietors to use it as a cash cow 
with all profits to be invested elsewhere. As a 
result it was, through most of its history, tech-
nologically obsolete, and survived only through 
the dedication of its managers and the exploita-
tion of its work force. 

The Boottwas the eighth of nine major cotton 
companies formed at Lowell by a tightly knit 
group of Boston capitalists between 1825 and 
1840 . The early history of Lowell as an indus-
trial city is well known and justly regarded as a 
key stage in the development of industry, indus-
trial labour, and corporate organization in Amer-
ica. The significance of these developments is 
recognized in Lowell National Historical Park, 
which commemorates Lowell as a pioneer 
and symbol in the industrial revolution in Amer-
ica. The surviving Boott mills form a part of the 
park, and the author has conducted research 
on the mills under contract with the National 
Parks Service . The book under review doubt-
less owes something to this earlier research but 
it is an independent work, not a product of the 
National Parks Service. 

Gross passes over the early history of Low-
ell and the Boott quickly; his focus is not on the 
Golden Age of Lowell but on the century fol-
lowing the Civil War when the processes that 
started with such promise in Lowell worked 
themselves out. 

During the last three decades of the nine-
teenth century the Boott paid regular dividends, 
but apparent prosperity masked growing prob-
lems . The New England cotton industry was 
being pressed by southern cotton companies 
with lower labour costs and newer, more effi-
cient mills. After the 1870s the owners of the 
Boott failed completely to re-invest in new build-
ings and were slow to replace equipment. By 
1902 a consultant reported that the buildings 

were beyond adaptation and should all be com-
pletely replaced . The recommendations, like 
many similar ones, were ignored. In 1905, follow-
ing a crisis in the industry, the company was re-
organized as Boott Mills. The re-organization 
changed little . The obsolete buildings remained 
in use for another 50 years and equipment 
remained outdated . Profitability was main-
tained by the "speed up" and the "stretch out," 
demanding more of workers while keeping 
wages so low that the mill could not retain its 
best workers. The company also benefited from 
a remarkably dedicated and able manager, 
Frederick Flather, and his two sons, who ran 
the mill for 50 years. Flather, an admirer of F.W. 
Taylor's scientific management theories, was 
not technically expert in the cotton industry but 
he had executive ability and was adept in ex-
ploiting niche markets. Most important, he was 
dedicated to the survival of the company; there 
is little doubt that he prolonged the Boott's exis-
tence by many years. What he could not do was 
persuade the mill owners to make the significant 
investment that the mill needed to be competi-
tive . By 1955 the Boott had reached the end of 
its course and, faced with a refusal by labour to 
accept a wage rollback, the owners shut the mill 
down . The remarkable thing is not that the com-
pany failed but that it survived as long as it did. 
As Flather wrote to a former employee, the clos-
ing was "fifty years overdue" (p . 239) . 

Gross creates a richly textured and sympa-
thetic history of the company, describing the 
interplay of management, labour and technol-
ogy. He minimizes the traditional argument that 
competition with low-wage textile mills in the 
south doomed the New England mills and 
argues convincingly that both labour and man-
agement at the Boott fought an uphill battle to 
compensate for the antiquated mill buildings 
and outdated equipment imposed by the own-
ers. If there is a weakness in his account of the 
company, it is in his portrait of the proprietors . 
They remain a largely faceless and nameless 
group. There is little sense of what led them to 
follow a policy that, they were advised again 
and again, would cripple the mill in the long 
term . Gross would probably argue that the per-
sonalities and personal motivations of the own-
ers are not significant, for they were simply 
following principles which were inherent in 
the Lowell experiment and in much of modern 
economics: the absolute mobility of capital, the 
absence of any responsibility of capital to labour 
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beyond a daily wage, and the pursuit of com-
parative advantage . 

The work would also be stronger if the au-
thor could provide more detail as to how pro-
fitable the Boott was and where the profits were 
re-invested; Gross makes it clear that profits 
were not plowed back into the mill. It is proba-
ble that the figures are simply not available but, 
if they could be presented, they would make a 
strong case even more convincing . 

In his postscript Gross draws parallels be-
tween modern entrepreneurs, who are often 
criticized for "being devoted to the production 

of profits, not of goods" (p . 242), and the own-
ers of the Boott. He argues that the modern "plun-
derers" are not anomalies but are the legitimate 
descendants of the financiers who organized 
Lowell and the Boott. In short, Gross turns a 
study of a defunct textile corporation into a con-
demnation of economic practices and theories 
that are widely accepted today and are inher-
ent in the North American Free Trade Agree-
ment. How his thesis will be received and incor-
porated into the interpretation of Lowell is an 
interesting question . 

Lynn Spigel, Make Room for TV: 
Television and the Family Ideal in Postwar America 

PAUL NATHANSON 

Spigel, Lynn. Make Room forTV.Television and 
the Family1deal in PostwarAmerica . Chicago: 
University of Chicago Press, 1992. 236 pp ., 20 
illus. Cloth U.S . $42.00, ISBN 0-226-76966 . Paper 
U.S . $15.95, ISBN 0226-76967. 

In Make Room for TV. Television and the Fam-
ily ldeal in Postwar America, Lynn Spigel pre-
sents a social history of the new medium . Like 
both film and radio when they originated (and, 
for that matter, printed books), television did 
not become culturally integrated without con-
troversy over its possible benefits and dangers. 
Spigel focusses attention on public debates, 
both explicit and implicit, over the relation be-
tween television and family life at a time when 
the nuclear family itself was being transformed 
by rapid social and economic change . The first 
chapter is about popular notions of both home 
and entertainment that emerged between the 
Victorian period and the years following World 
War II . The rest of the book is about the contro-
versies that arose over specific problems asso-
ciated with television . On moral, practical and 
even aesthetic grounds, for example, some peo-
ple thought television would prove to be a ben-
eficial and unifying force in the home, while 
others thought it would prove to be a destruc-
tive and divisive one. Of interest to Spigel is not 
so much the merits of arguments on either side 
but the existence of these arguments. 

She refers to the latter as "discourses." I am 
irritated by her repetitive use of this word . But 
I would be troubled by her undisciplined and 
tendentious use of it in any case . Sometimes she 
refers simply to a debate or discussion. At other 
times, she refers to the specialized topic of a 
debate or discussion . At still other times, she 
refers to the "hidden agenda" of a debate or dis-
cussion. By now, it is no secret that discourse, 
especially when used in the plural and in this 
third sense, is a code word that identifies decon-
struction. The basic premises are that (1) real-
ity is known to us only through language ; and 
(2) language is inherently subjective and biased: 
ergo (3) all forms of communication are cultur-
ally "constructed" (another dreadfully over-used 
word) to serve the special interests of some class 
and its "ideology" (a word she uses in the Marx-
ist sense) . Scholarship is not properly the study 
of empirically verifiable and supposedly objec-
tive facts, therefore, but the deconstruction, or 
problematization, of value-laden discourses 
that purport to be value-free . Scepticism about 
language is hardly a new idea . What is new, how-
ever, is the idea that language is totally incapa-
ble of conveying information about the outside 
world. Taking this to its logical conclusion would 
not only undermine scholarship, of course, but 
subject deconstruction itself to the same cri-
tique. Advocates resort, therefore, to a kind of 
selective cynicism : they deconstruct only the 
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discourses they dislike, those said to be domi-
nant or hegemonic. And the result is a kind of 
academic and political opportunism: in the void 
left by competing discourses, they install at the 
supposedly non-existent centre what amounts 
to one of their own. Drawing extensively and 
uncritically on the work of other feminists, this 
is precisely what Spigel does . 

Spigel tries to make two major points: (1) that 
the main problem generated by television was 
conflict over the nature of gender (although she 
places this in the context of a more general con-
flict over the nature of domesticity) ; and (2) that 
women were actively involved, through their 
own magazines, in the negotiations over the 
nature of television (not merely passive victims 
of exploitation by manipulative, male industri-
alists) . Though far less polemical than that of 
some feminists, Spigel's work does have an edge 
whenever it touches on gender . Unlike some of 
her colleagues, she acknowledges that mas-
culinity is an artificial construction no less than 
femininity. But in spite of a nod now and then to 
problems created by television for men (such 
as the depiction of fathers as fools), she assumes 
that the problems created for women are, in 
effect, central to any discussion of gender. Her 
approach, which should be clearly identified 
as part of the feminist discourse, can be chal-
lenged as gynocentric for precisely the same 
reason that others can be challenged as andro-
centric: it obscures as much as it reveals. The 
cultural meaning of manhood has always been 
more problematic than that of womanhood, if 
only because nature itself provides men with 
no practical or symbolic equivalent of child-
birth. When television arrived on the scene, 
conventional notions of masculinity still inhib-
ited the kind of collective (or even individual) 
introspection that allowed women to discuss 
openly the problems created by conventional 
notions of femininity (that is, the function of 
women at home or in society) . Apart from a few 
members of the intellectual elite, such as Ernest 
Hemingway and Arthur Miller, very few men 
discussed the deepening crisis of masculine 

identity. With two world wars and a great de-
pression in the recent past, not to mention a 
technological revolution looming in the imme-
diate future, men who worried publicly about 
the role of women - that is, men who worried 
privately about their own roles - were not nec-
essarily either stupid or sexist ; they had per-
fectly good reasons for worrying (though not 
always for the solutions they proposed). Had 
Spigel considered it worthwhile, she could have 
restored the scholarly balance by examining 
the indirect and symbolic discourses on mas-
culinity in so many films, magazines and tele-
vision shows of the period (or at least suggested 
that others do so). 

The book is also flawed by Spigel's use of 
source material . It is based primarily on gener-
alizations from her own perusal of popular 
magazines. Readers must take her word for it 
that ̀ ~nost magazines" presented this image of 
women's work or that image of domestic space. 
The book would have been more useful (though 
not more readable) had she first established 
well-defined categories based on easily observ-
ed formal properties - line, colour, calligraphy, 
and symmetry, for example, in the advertise-
ments - and then systematically classified her 
data accordingly. Who knows what she might 
have found? Her initial hunches might have 
been confirmed. On the other hand, she might 
have discovered some quite different patterns, 
individual articles or ads that show signs of 
ambivalence and confusion, or, at the very least, 
a few significant and suggestive anomalies. As 
she herself describes the period, after all, it was 
characterized by anxiety and inconsistency. 

Nevertheless, Make Room for TV is worth 
reading for anyone interested in social history, 
semiotics and, of course, the many fields asso-
ciated with communications . Moreover, apart 
from the repetitious use of a few code words -
and the consistent substitution of compas-
sionate for companionate to describe an ideal 
of family life that had been held since the late 
nineteenth century - it is well written. 
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sional groups . 

A multidisciplinary quarterly journal published by 
the Association for Canadian Studies in the United 
States (ACSUS) focused on Canada, the Canadian 
point-of-view, and Canada's place in the world. 
While scholarly analysis-both interdisciplinary 
and disciplinary-makes up most of the Review's 
content, topical discussions of ongoing issues affect-
ing Canada and Canadians are also featured. 
A wide-ranging selection of book-review essays, 
shorter book reviews, and listings of books received 
offers readers an overview of recent publication in 
Canadian studies . The American Review of Canadian 
Studies appeals to specialist and general reader 
alike, engaging Canadian concerns from an Ameri-
can perspective. 
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Institution 105 200 
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for Canadian Studies in the United States 
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Material History Review 
The Material History Review provides a venue 
for refereed articles and research reports en-
compassing a range of approaches in inter-
preting the past through an analysis of Canadi-
ans' relationship to their material world. 
Critical reviews of books, exhibitions, and his-
toric sites, artifact studies and reports on col-
lections encourage the use of material evi-
dence in understanding historical change and 
continuity. 
MHR is distributed to more than 250 uni-

versities, research institutes, museums, and li-
braries, in 30 countries. It is indexed in Ameri-
ca: History and Life, Journal of American 
History, Technology and Culture's Current 
Bibliography in the History of Technology, 
and Annual Bibliography of Ontario History. 
MHR is also indexed on the CHIP database, 
available through the Canadian Heritage In-
formation Network (CHIN) . 

Subscription Rates 
(Canadian subscribers please add 7%a GST) 

One-Year Two-Year Three-Year 
1995 1995-1996* 1995-1997' 

Individuals $ 18.00 $32.00 $46.00 
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* Rates valid until December 31,1995. 

The Material History Review is published 
twice a year . Cheques or money orders should 
be made payable to the National Museum of 
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weeks for back orders . Subscriptions and re-
lated correspondence should be addressed to : 

Finance Division (MHR) 
National Museum of Science and 
Technology 
P.O . Box 9724, Station T 
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K1G 5A3 

Credit card orders (including name, card 
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can be faxed to : Finance Division (MHR), 613-
990-3635 . 

Submission of Manuscripts 
Correspondence concerning contributions, 
author guidelines and editorial matters should 
be addressed to the Managing Editor, Material 
History Review, at the above address. 

Revue d'histoire de la culture materielle 
La Revue d'histoire de la culture materielle 
presente des articles et des travaux de recher-
che ayant fait 1'objet de rapports critiques, qui 
proposent differentes fagons d'aborder 1'e-
tude et 1'interpretation du passe par 1'analyse 
des rapports unissant les Canadiens et leur 
monde materiel . Des critiques de livres, d'ex-
positions et de lieux historiques, des etudes 
d'objets et des articles sur les grandes collec-
tions canadiennes favorisent 1'utilisation de 
temoins materiels dans 1'interpretation du 
changement et de la continuite historiques . 

La Revue est envoyee a plus de 250 univer-
sites, instituts de recherche, musees et biblio-
theques dans 30 pays . Elle est repertoriee dans 
America : History and Life, Journal of American 
History, dans la « Current Bibliography in the 
History of Technology)) publiee dans Technol-
ogy and Culture, et dans Annual Bibliography 
of Ontario History. Elle figure egalement dans 
la base de donnees CHIP, accessible par 1'en-
tremise du Reseau canadien d'information sur 
le patrimoine (RCIP) . 

Tarifs d'abonnement 
(au Canada, ajouter TPS de 7 p.100) 

Un an Deux ans Trois ans 
1995 1995-1996* 1995-1997* 

Particuliers 18,00 $ 32,00 $ 46,00$ 
Etablissements 30,00 $ 52,00 $ 77,00$ 
Anciens numeros 8,50$ 8,50$ 8,50$ 

* Tarifs en vigueur jusqu'au 31 decembre 1995 inclus. 

La Revue parait deux fois Van. Les cheques ou 
mandats postaux doivent etre faits a 1'ordre du 
Musee national des sciences et de la technolo-
gie. Il faut compter quatre semaines pour la 
livraison des anciens numeros. Toute corres-
pondance au sujet des abonnements doit etre 
envoyee a 1'adresse suivante : 

Division des finances (RHCM) 
Musee national des sciences et de la technologie 
C.P. 9724, succursale T 
Ottawa (Ontario) 
K1G 5A3 
Les commandes payees par carte de credit 

(comprenant nom, numero et date d'expira-
tion de la carte, montant et signature) peuvent 
We acheminees par te)ecopieur a la Division 
des Finances, au (613) 990-3635 . 

Presentation des manuscrits 
Toute correspondance concernant les articles 
ou leur presentation, ainsi que les questions re-
dactionnelles, doit etre adressee au directeur 
administratif, Revue d'histoire de la culture 
materielle, 6 1'adresse mentionnee plus haut. 
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