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The life and work of Joseph Legare are so rich, varied and complex that they are very
difficult to present and summarize. We should begin with a brief biography. Legare
was born in Quebec City in 1795. His parents, who began with modest means, rapidly rose
to fair social prominence. The young boy's studies at the Seminaire de Quebec are not
well documented. Thereafter, at the age of 17 in 1812, he was apprenticed as a paintervarnisher to an obscure transient English-speaking artist. Seven years later in 1819,
he himself took an apprentice, Antoine Plamondon, to help him in the restoration and
copying of European religious works sold at auction by the two abbes Desjardins. Legare
took this opportunity to acquire many of these works that subsequently formed the core
of his personal collection. Copying allowed him both to perfect his painterly talents
and to bring in revenue. He quickly achieved a financial stability that allowed him
relative independance of an artistic clientele. His numerous properties also brought
in a steady income.
At the age of 33, in 1828, he painted the first history painting by a native born
Canadian. The prize he won for this work, Massacre of Hurons by the Iroquois, encouraged
him in this direction. He spent much time among the intellectuals and artistic elite in
the learned societies of Quebec City at the time. His style took on a greater degree
of self-assurance. He began to integrate his personal concerns and experience into his
paintings which thereby became epitomes of currents of thought of his age. The Cholera
at Quebec, a violently polemic work in the high romantic tradition, is an excellent
example of the artist's maturity at 37 (1832). The painting The Canadien ·reminds us of
Legare's ardent defense of the interests of French Canadians. The explosive political
situation in Lower Canada soon resulted in the Rebellions of 1837-38 orchestrated by
the revolutionary leader Louis-Joseph Papineau. Legare was even in prison himself for
a few days before being released on his own recognizance.
For several years Legare had taken an interest in natural beauty spots and architecture
in the region of Quebec City. After his imprisonment he lessened the degree of his
political involvement and concentrated more and more on the painting of landscapes. He
took even more interest in his Quebec Gallery of Painting, reopened in 1838. First
open in 1833 this Gallery had been closed between 1835 and 1838 because of the artist's
financial problems but perhaps also because of the volatile political situation. The
beginning of the 1840's represents the artist's most productive period, as much for
the quantity as for the quality of his works. Legare also devoted much of his energies
to publicizing the arts, most notably in a proposal for the foundation of a National
Gallery at Quebec City. In 1843 he painted a cycle of works on Indian life and in 1845
his famous series of works on the fires that ravaged Quebec. His best landscapes also
date from this period.
In 1852 Legare moved to more spacious lodgings for his Gallery, and published the catalogue
of his collection. He was to paint little during the last eight years of his life. He
rather concentrated his time and energy on political activities on the national scene a decision well reflected in some of his last works: Election Scene at Chateau-Richer;
Clermont, the residence of a long-time political ally; the portrait of Lord Elgin; and
finally, The Battle of Sainte-Fay, the crown of both his artistic and political careers,
a work that summarizes his ideas on the past and future of French Canadians.
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Joseph Legare spent much effort in advancing the betterment of his fellow citizens political, economic, social and artistic. Upon his death in 1855 this respected and
influential citizen of Quebec had just been named to the Legislative Council. Legare's
unequalled artistic expressions were accomplished despite the lack of resources for
such an achievement in the Quebec of his time (he never made the pilgrimage to Europe).
Creator of a truly national iconography he interpreted our society, our history and our
political life through his landscapes or allegories. More than anyone else he contributed
to the dissemination of taste for the fine arts through his Gallery of Paintings. His
work is so charged with meanings that we are only beginning now to understand its content
and appreciate its refinement.
Sadly, time has not dealt kindly with Legare's works. The low quality of the materials
he employed and the tar he mixed in with his pigments to achieve a deep and lustrous
black have today given rise to numerous conservation problems. Almost half of the works
exhibited have been completely restored by the Research and Conservation Laboratory of
the National Gallery. A majority of the others have been consolidated or in other ways
treated, and even now are very fragile. In looking at the works on the walls one must
remember their state of conservation which may blind us to their real esthetic quality.
Worse than this, a majority of the works not exhibited (see exhibition catalogue) are
in an even worse state of preservation. This state of affairs is one of the major
difficulties that historians of early Canadian art must deal with on a daily basis.
As far as the presentation of the exhibition itself is concerned, the works have been
arranged thematically. Each thematic section in the following checklist consists of
a general preface followed by details pertaining to each work. Those who prefer a
chronological approach, or those who would like to know more in general or in particular
are referred to the exhibition catalogue in which one may also find an index of titles.
A monograph on Joseph Legare himself is shortly forthcoming, and a reasonably priced
Journal is available in the bookstore. All three publications are by John R. Porter,
Professor at Laval University, in Quebec City, formerly Assistant Curator of Early
Canadian Art at the National Gallery of Canada.
NOTE:

Numbers preceding titles refer to exhibition catalogue entries.

COPIES OF RELIGIOUS PAINTINGS
Church patrons in the nineteenth century required copies of specific works. The subject
of the painting in other words, was more important than its aesthetic qualities, so
the artist, to all intents and purposes, was left no leeway for changes. Very often
parish churches or religious communi ties preferred a brand new copy to a bad.l y worn
original. Legare produced many copies of religious works, especially at the outset of
his career in the 1820's. Copying brought him a fairincome and allowed him to complete
his apprenticeship in painterly techniques. The original paintings he copied came either
from his personal collection or from the collections of parish or conventual churches.
Many of these original paintings or engravings had been imported by the two abbes
Desjardins after 1817 or by such merchants as Balzaretti and Reiffenstein.
1.

Saint Francis of Paola Raising his Sister's Child from the Dead c. 1R21, oil on
canvas, 2.92 x 1.73 m, National Gallery of Canada, Ottawa.
This painting is an early example of one of Joseph Legare's copies of European
paintings brought to Quebec by the two abbes Desjardins. The original in this case,
by the French painter Simon Vouet, can still be seen in the church of Saint-Henri in
Levis (see catalogue). Legare made the copy for the church of Saint-Augustin, near
Quebec City. St. Francis of Paola (1416-1507) was the founder of the Minims, an
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austere order of monks, whose name "Minim", or "least" in Latin, reflected their
humble image. He was known, among other things, for his miraculous healings. Here,
he lifts his eyes to Heaven where a group of angels surround his radiant motto
"Charitas" (Charity), which Legare has spelled "Sharitas", probably through a
misreading of Vouet's original. The group of figures is placed on an altar in a
classical architectural setting.
2.

Saint Philip Baptizing the Eunuch of Queen Candace 1821, oil on canvas, 2.91 x 1.72 m.,
National Gallery of Canada, Ottawa.
Another early painting by Legare, this is a copy made from an anonymous painting in
the church of Saint-Henri at Levis (see catalogue), and was also commissioned by the
church of Saint-Augustin. St. Philip the Deacon (or the Evangelist) was one of the
seven men chosen by the Apostles to perform administrative tasks for Jerusalem's
early Christian poor. The painting represents a well-known scene from Philip's life
when he met a black eunuch (the Chamberlain of Queen Candace of Ethiopa) on the road
between Jerusalem and Gaza and and persuaded him to be baptized. The subject was a
popular one which demonstrated not only the infinite charity of Christianity, but
the supposed origin of its spread into Ethiopia. In the New World, parallels could
have been drawn between the Ethiopian and the Indians of North America.

3.

Saint Jerome c. 1821, oil on canvas, 81.3 x 59.7 em., private collection.
In 1821, this copy of an Italian painting was exchanged by Legare for the original
which hung in the church of Saint-Charles at Charlesbourg (see catalogue). Such
exchanges helped Legare to add to his collection. St. Jerome, a hermit and one of
the four great doctors or teachers of the Roman Catholic Church, is shown in his
traddtional setting of a grotto with a landscape behind. He holds a crucifix in his
left hand and a pen in his right, with which he writes in a book which may be his
translation of the Holy Scriptures or the life of St. Paul the Hermit.

4.

Ecce homo c. 1821, oil on canvas, 81.3 x 63.5 em., private collection.
Representing the essence of Christ's isolation and suffering, the Ecce homo painting
was a very common image from the story of the Passion. According to the Gospel of
St. John, after the Flagellation and the Crowning with Thorns, Christ, bound with
ropes, was presented to the people by Pilate, with the words "Ecce homo" or "Behold
the Man", to which the Jews and priests replied "Crucify Him". Legare probably used
as his model an engraving of a painting by Charles Le Brun, which may have been in
his collection (see catalogue). The painting was sold, with the St. Jerome, to the
church of Saint-Charles in Charlesbourg.

5.

Saint Francis of Paola at Prayer 1824, oil on canvas, 120.6 x 88.3 em., Monastere
des Augustines de l'Hopital-General de Quebec, Quebec City.
There has been some confusion about the identity of the saint in this painting, which
is now assumed to be a rather awkward copy of an engraving in Legare's collectionin turn, after a painting by Rembrandt (see catalogue). This time St. Francis of
Paola is represented, in front of the cave in the rocks where he is supposed to have
lived. Holding a crucifix, he kneels before a rock upon which are an inkpot, two
books, and a skull which symbolizes the humility advocated by the saint and his Order
of Minims.

6.

The Death of Saint Francis Xavier 1824, oil on canvas, 121.3 x 88.3 em., Monastere
des Augustines de l'Hopital-General de Quebec, Quebec City.
St. Francis Xavier (1506-1552), whose achievements in religious colonization made him
a most important saint in Quebec, appeared in many paintings of the time and was one
of the greatest saints of the Jesuit Order after St. Ignatius Loyola. After working
as a missionary in India and Japan, he died of fever on his way to China, on the
island of Sancian. In the painting he lies in a hut of branches, clutching his
rosary and the crucifix given to him by St. Ignatius and gazing towards heaven. Two

4.
small angels stare down at him from the clouds, one of them gesturing heavenwards. The
cliffs of China can be seen in the back~round, as well as the Portugese sailors who
have abandoned the plague-stricken saint and are rowin~ away towards their ship.
34. The Annunciation 1839, oil on canvas, 100.7 x 75.0 em., Monastere des Auguatines de
l'Hopital-General de nuebec, Quebec.
This version of the Annunciation, another popular theme of religious paintings in
Ouebec, was probably copied from an engraving of an altar painting by Louis de Buulogne
for the chapel at Versailles, and represents the Archangel Gabriel appearing to the
Virgin ~arv and announcin~ that she will bear the Son of God. In a room with a tiled
floor and a bed, Mary kneels before a prayer stool in an attitude of humility. Gabriel,
standing on clouds and holding a branch of lilies to symbolize ~ary's Purity, puints
to heaven where the radiant dove of the Holy Ghost hovers, surrounded by clouds and
the heads of angels. For technical reasons, the painting cannot be cleaned, so we do
not know whether the violent colours and rather awkward proportion& a~peared in
Legare's time.
COPIES

0~

PORTRAITS OF BRITISH SOVEREIGNS

Legare undertook portraits of British sovereigns on his own initiative, and not on
commission. Uppermost in his mind were possible sales of large-scale ~opfes to the
Parliament of Lower Canada; small-scale copies were much sought after by private collectors.
The three works exhibited once more demonstrate the various influences on Legare. The
artist invited the public to view these works, free of charge, at his Quebec Gallery of
Painting; he thus demonstrated his flair for publicity in drawing attention to both the
works and the Gallery itself. On another level, the portraits are evidence of a loyalty
to the Crown on the part of French-Canadians even during Lower Canada's political upheavals
under the leadership of Louis-Joseph Papineau. A fervent ally of Papineau, Legare supported
his leader in every way, and was even imprisoned at the time of the Rebellion of 1837-1838.
13.

George III 1830, oil on canvas, 2.49 x 1.6 m., Seminaire de Quebec, Quebec City.
Legare copied this painting of King George III (1738-1820) from an original by Sir
Joshua Reynolds (see catalogue). George III is shown at about the age of forty,
holding a sceptre and wearing ceremonial robes, an ermine cape and the Order of the
Garter. In the background is a vague architectural setting with draperies. The
painting demonstrates Legare's skill as a copyist as well as his p~obable interest i n
this ill-fated King whose reign saw the loss of the American Colonies.

25.

George IV 1834, oil on canvas, 66.7 x 45.1 c~., private collection.
This portrait of George IV, who reigned from 1820 to 1830, was commissioned for LouisJoseph Papineau's eldest son and was a copy of a painting by Wheatley - which in turn
was a copy of a painting by Wheatley's master Sir Thomas Lawrence. A large version by
Legare hung in the Legislative Council Chamber of the Quebee Parliament and was
destroyed in the fire of 1854. It is a Coronation picture, rich in t exture and de t a il,
with the crown on the table and George IV's elaborate robes and orders. The romantic
former Prince Regent was an ageing and corpulent 58 at the time the original was
painted.

40.

Queen Victoria c. 1839, oil on canvas, 2.41 x 1.56 em., Seminaire de Quebec, Quebec
Ci ty.
Be fore her Cor onation in 1837, Queen Victoria' s portrait was painted by the Ame r ican
artist Thomas Sully (see catalogue), a reflection of the regard in which she was held
by the Americans. Sully's portrait of the young uncrowned Queen ascending the throne ,
dressed in her robes of state, was exhibited in several North American centres.
Legare made this copy while the original was hanging in his gallery in Quebec City,
possibly wishing to reinstate himself with the British authorities after his part i n
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the Rebellion of 1837-38.
PORTRAITS
The eleven portraits exhibited may be divided into four distinct groups. In painting those
close to him - his wife, his younger sister, even himself - Legare was particularly
concerned with style. The two portraits of Brother Louis, however, display a compassion
born of sustained esteem. The stiffness of the portraits of governors betrays the coolness
of a more official acquaintance - with the exception of the portrait of Lady Aylmer,
remarkable for its grace and naturalness. Finally the three drawings give us quite a
different image of the artist: in them he demonstrates a great sureness of touch as a
draughtsman. Unlike his contemporaries Plamondon, Hamel, and Roy-Audy, Legare took little
interest in the portrait. However, each of his works in this line is an exact reflection
of the emotional atmosphere between artist and sitter.
7.

Self-Portrait c. 1825, oil on canvas, 76.5 x 61.3 ern., Louis Painchaud, Sherbrooke.
Legare has painted himself at the age of about thirty, dressed in a dark suit which
contrasts with the whiteness of his fashionable collar and cravat. His level gave and
faintly amused expression arouse our interest in his character. This excellent
portrait and its companion, or pendant, of Mme Legare (no. 8) still belong to Legare's
descendants.

8.

Madame Joseph Legare c. 1825, oil on canvas, 76.2 x 60.8 em., Louis Painchaud,
Sherbrooke.
Legare's wife, Genevieve Damien, aged approximately 25, holds a fan, traditional symbol
of the lady of leisure. Her face is one of great character, and she is skilfully
painted. Joseph Legare and his wife had twelve children, seven of whom died in early
childhood.

14.

Madame Charles-Maxime de Foy c. 1830, oil on canvas, 76.4 x 62.2 em., Musee du Quebec
Quebec City.
Mme De Foy was one of Legare's sisters, and the wife of the notary Charles-Maxime De
Foy, with whom Legare had dealings. The relative severity of her face contrasts with
her elaborate coiffure and the softness of the veiling at the neck of her dress. The
same sort of veiling, usually worn by married women, can be seen in the portrait of
Madame Legare (no. 8).

9.

Brother Louis, Recollect c. 1825, oil on cardboard, 22.9 x 19.1 em., Seminaire de
Quebec, Quebec City.
Almost certainly an earlier portrait of the subject in No. 15, this painting depicts
Brother Louis Martinet, called "Bonami" (good friend). Born in 1764, he became a
Franciscan Recollect Brother in Quebec City. After the Recollect monastery burned
down in 1796, the British secularized the Order and seized their possessions, although
the Brothers were still allowed to wear the Franciscan habit. Brother Louis lived
on Saint-Vallier Street, near the Hopital-General, for fifty-two years, and became a
famous and well-loved teacher. Here he is shown in his habit, leaning on a table or
desk, holding a book, and glancing quizzically to the right.

15.

The Recollect Brother Louis, called "Bonami" c. 1830, oil on paper laid down on panel,
31.7 x 22.2 em., Seminaire de Quebec, Quebec City.
A later portrait of Brother Louis. Here he is shown full-length, dressed in Franciscan
habit with skull-cap, cassock, rosary and walking stick. This entirely sympathetic
portrait symbolically unites Brother Louis, the last of the Recollects, with a
poignantly beautiful landscape in the Laurentians. The lilies in the foreground may
symbolize his famou~ garden, or the purity of this venerable man.

23.

Lord Aylmer

c. 1833, oil on canvas, 43.0 x 32.7 em., Monastere des Ursulines de Quebec,
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Quebec City.
Lord Aylmer was Governor-General of Canada from 1830 to 1835. A soldier, not an
administrator, he had many difficulties during his tenure, including his conflicts
with Louis-Joseph Papineau, the leader of the popular party. However, like all
representatives of the Crown in Canada, he played an active role in the cultural
life of the community and knew Legare through the Literary and Historical Society of
Quebec City of which he was patron. He had also visited and enjoyed Legare's Gallery
of Paintings. In this portrait he is shown seated, looking to the left, and dressed
in military uniform with various decorations. The stiffness of the portrait may
relate directly to the probable lack of political sympathy between artist and sitter.
This is the pendant to Lady Aylmer (no. 24).
24.

Lady Aylmer c. 1833, oil on canvas, 43.0 x 32.9 em., Monastere des Ursulines de
Quebec, Quebec City.
In contrast to its companion-piece (no. 23), this portrait of Lady Aylmer is a very
sympathetic one. Lady Aylmer accompanied her husband to Quebec City during his term
as Governor-General, and grew to love the beauty of the area. Like Legare, she was
a friend of the watercolourist James Patterson Cockburn, and wrote a book called
Recollections of Canada. Although the paint layer has suffered rather bad cracking,
we are still able to appreciate the subtle lighting which animates Lady Aylmer's
gentle, aristocratic face, her elegant hands, and her elaborate costume and jewellery.

79.

Lord Elgin c. 1852, oil on canvas, 104.8 x 67.3 em., Seminaire de Quebec, Quebec City.
Lord Elgin, the brilliant but cold Governor-General of Canada from 1846 to 1854,
introduced responsible government in 1848, and reimbursed those who had suffered
losses in the 1837-38 Rebellions. As a result of these measures, angry British
merchants set fire to the Parliament Buildings in Montreal (see catalogue, no. 228).
The stiffness of this portrait may again be connected with his character and suggests
a possible lack of rapport with the artist. Legare portrays him full-length, in
civilian dress, wearing a knight's sash and holding a document which may refer to his
reforms.

30.

Portrait of a Man 1837, graphite on paper, 19.6 x 14.5 em., Musee du Quebec, Quebec
City.
The subject of this rare pencil drawing by Legare has not been identified, although
he may represent someone involved in the troubles of 1837-38 when Legare was arrested
and imprisoned briefly as a patriote. The half-length portrait shows a man of strong
features, with a penetrating gaze, his hair worn in the style of Papineau, leader of
the popular party.

75.

Portrait of a Man 1846, watercolour and pen on paper, 21.7 x 17.4 em., Musee du
Quebec, Quebec City.
An unidentified watercolour, the companion-piece to no. 76, this portrait shows a certain
sureness of touch in the man's elegant dress and pose and carefully-groomed hair. The
book he is holding suggests he is a man of some education, perhaps one of Legare's
acquaintances.

76.

Portrait of a Lady 1846(?), watercolour, pen and gouache on paper, 22.5 x 17.3 em.,
(irregular), Musee du Quebec, Quebec City.
This unidentified lady is probably the wife of the sitter in no. 75. Fashionably
dressed, like her husband, she stares gravely out at us, and sits in an armchair
beside a curtain whose curve echoes the curve of her body.

INDIANS
Much more than a simple portrait, Josephte Ourne illustrates the concept of the "good Indian"
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derived from Jean-Jacques Rousseau and other romantic writers. Even The Saint-Ferreol Falls
is a good example of the harmony thought to exist between the Indian :and untamed nature. A
quite precise literary work gave rise to the paired works The Engagement of the Indian Girl
and The Despair of an Indian Woman. On another level Edmund Kean before the Hurons
illustrates the actual and symbolic confrontation of European civilization and North American Indians. In the latter work Legare depicts with great tact the dignity, nobility,
and mutual respect with which the situation is charged. In all such illustrations of the
"good Indian" Legare made himself the interpreter of fashionable ideas current in Quebec,
as elsewhere in the world.
By way of contrast, the cycle of "bad indians" derives more from experience and Canadian
history: historians like Charlevoix, Ducreux, and Garneau had filled their narratives
with descriptions of Indian atrocities such as martyrdoms, massacres, and scalpings.
Other works exhibited show Indians as part of the subject or simply integrated into the
landscape. Their role or meaning varies from work to work, but in general they symbolize
French-Canadians. Cut off from normal economic life, the commerce between urban centres,
French-Canadians readily compared the~selves to those who French colonization had once
similarly disposessed.
56.

Josephte Ourne c. 1844, oil on canvas, 131.5 x 95.5 em., National Gallery of Canada,
Ottawa.
The daughter of an Indian chief, Josephte Ourne stands enigmatically before us in a
flame-coloured, flower-embroidered dress, wearing feathers in her hair and several
silver ornaments of the kind traded by the Europeans to the Indians. Perhaps just
returned from the dark woods behind, she holds a fishing rod, with fish attached, in
one hand, and a bird in the other (originally a catfish, according to the X-ray). A
masterful portrait, Josephte Ourne reflects not only Legare's interest in the concept
of the romantic "noble savage", but his interest in the communication between Indians
and Europeans, here demonstrated by the trade silver ornaments. A very similar figure
also appears in The Engagement of an Indian Girl (no. 57).

10.

Quebec Viewed from Sainte-Petronille Point, Ile d'Orleans c. 1826, oil and gouache
on paper, 30.5 x 49.5 em., Seminaire de Quebec, Quebec City.
An early oil sketch of the Indian encapment on the north-west point of the Ile d'Orleans,
looking towards Quebec City and the Laurentians (see attached map). The colour and
atmosphere of this sketch are more important than the details. It is the preparatory
sketch for Edmund Kean Reciting before the Hurons (no. 11).

11.

Edmund Kean Reciting before the Hurons c. 1826, oil on canvas, 53.3 x 92.4 em.,
Montreal Museum of Fine Arts.
Edmund Kean (1787-1833) was a famous English actor, proponent of a romantic and
rhetorical style. He toured North America, and in 1826 met four Huron chiefs near
Quebec City. The Indians, great admirers of eloquence and rhetoric, received Kean
into their tribe and gave him a Huron name and costume which he delighted in. Legare
depicts Kean's meeting with the Indians in the lower right-hand corner of the painting,
once more showing his interest in the idea of good communication between Indians and
Europeans, or indeed between all races and men. The idea of the mingling of the two
cultures may also be seen in the beautiful landscape setting (see no. 10) with the
Huron encampment in the foreground and Quebec City and the farmlands of the Cote de
Beaupre in the background. The painting would also have had some souvenir value as
a record of an unusual contemporary event.

60.

The Saint-Ferreol Falls, oil on canvas, 75.1 x 88.4 em., Musee du Quebec, Quebec City.
The Saint-Ferreol Falls are on the Sainte-Anne River, on the Cote de Beaupre, the
north shore of the St. Lawrence River, east of Quebec City (see attached map). The
style, subject and specific attitudes of the three Indians in the foreground relate

8.
to nos. 57 and 58. Legare's interest in Indians is here combined with picturesque
scenery. This painting could be interpreted as an allegory of the harmony existing
between the Indians and nature. There may also be other meanings, as yet undeciphered.
58.

The Engagementof an Indian Girl c. 1844, oil on paper, 15.2 x 18.8 em., private
collection.
This is the preparatory sketch for no. 57, in which the figures are slightly different.
These paintings may have been inspired by a highly romanticized and Europeanized story
which appeared in a contemporary newspaper and involved the Blackfoot Indian Kosato,
his wife, Kitchy, and the evil chief Shi-whi-shi-ouaiter. This literary source would
explain both the dramatic, idealized landscape, and the theatrical gestures of the
bashful Indian girl and her eager suitor, who points to the trophies he is presenting
to her.

57.

The Engagement of an Indian Girl 1844, oil on canvas, 1.20 x 1.58 m, Wellington County
Museum, Fergus.
Because this painting was so recently discovered in a regional Ontario museum, there
has not been time to have it fully restored for the exhibition. Companion to no. 59,
it has been cut on all four sides so it now appears smaller. The Indian girl's
appearance is very similar to that of Josephte Ourne (no. 56). Serialized novels,
like the one described in no. 58, were very popular, and this set of paintings tells
us a great deal about early 19th-century interests in literature and drama. It also
shows how leisure time was spent in an age without radio or television.

59.

The Despair of an Indian Woman 1844, oil on canvas, 1.35 x 1.79 em., Musee du Quebec,
Quebec City.
The companion-piece to no. 57, this painting is its opposite in mood. A night scene
of violence, rather than a day scene of tenderness, it shows an Indian woman mourning
her murdered husband in a setting of fire and battle. The dramatic light and composition help to create the theatrical atmosphere. Legare often painted similar scenes of
contrast - night and day, joy and sorrow - but these two are particularly striking.

12.

Massacre of Hurons by the Iroquois c. 1828, oil on canvas, 62.9 x 83.8 ern., Musee du
Quebec, Quebec City.
The subject is probably based on a historical description of a battle which took place
in 1649. Although the painting is awkward and confused, it is very important in
Legare's career since it won an honourary medal from the Society for the Encouragement
of Arts and Sciences in Canada. This encouraged the artist to explore new directions
in his work, and to gradually move away from copying religious paintings. Here,
he attempted for the first time to create a composition without a European prototype.
In a broader sense, this work is the earliest painting of Canadian history by a native
artist; it established a long tradition that flourished until the beginning of the
20th century.

54.

The Martyrdom of a Jesuit Father c. 1843, oil on cardboard, 15.8 x 17.0 em., private
collection.
No source has been found for this small night scene in a forest, where a Jesuit priest
waits for death by a tomahawk, while being tormented by a shaman, or medicine-man,
and watched by a small, impassive group of elaborately dressed Indians.

53.

The Martyrdom of Fathers Brebeuf and Lalemant c. 1843, oil on canvas, 67.6 x 97.2 ern.,
National Gallery of Canada, Ottawa.
The Jesuit priests Jean de Brebeuf and Gabriel Lalemant were martyred by Iroquois Indians
in the Midland area of Ontario in March of 1649. Legare has copied this scene from
a well-known engraving by Grfgoire Huret (see catalogue) and set it in a landscape
near Quebec City, judging by the high cliff and flagstaff in the left background. Not
only the setting, but the season has changed, resembling high summer instead of spring.
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Once again, this painting reflects Legare's interest in contrasts, the horrific scene
of the martyrdom being juxtaposed a~ainst a sublimely beautiful landscape.
55.

Indian Scalping His Prisoner, oil on canvas, 90.0 x 77.0 em., ~usee de Vaudreuil,
Vaudreui1.
LP.gar~ succeeds in arousing strong emotional reactions in this depiction of the barbaric
Indian custom of taking the scalp of an enemy. The scalp, includj.ng the hair and the
skin from the ton of the head, was the final proof of victory and a highly regarded
trophy. In fact, a man could easily survive after bein~ scalped.

DISASTERS
Legare has often been interpreted as a morbid artist heart-broken by the collective sufferings
of his fellow-citizens. He has also been presented as a painter-journalist reporting on
the day-to-day disasters that struck Quebec City. Further research into the man permits a
deeper and more subtle interpretation of his disaster paintings. First of all, Legare was
not simply a "disaster-chaser": he was careful to choose only those to which his political
convictions and social ideology attracted him. The resulting works are a denunciation of
oppression occasioned either by political systems or by the forces of nature itself. Second,
in all the events he recorded, Legare himself took an active part either directly aiding the
victims or working to improve local or national political structures. These moving paintings
raise Legare to international stature as a talented interpreter of the life and ideas of
his time, giving them a universal human dimension. One may see in them the determination
of an active man striving to the height of his capacity to contribute to the betterment of
his fellow-citizens.
19.

Cholera at Quebec City c. 1832, oil on canvas, 82.2 x 111.4 em., National Gallery of
Canada, Ottawa
In 1832, the first and most terrible cholera plague struck Quebec City, killing 3,292
people in three months. Legare was on the Quebec Board of Health at the time, and
took an active part in helping the sick and pushing through measures to prevent the
recurrence of the disease, which had been caused by the influx of poor and sick
British immigrants sent to Canada by the British government. In what was probably a
strong political statement, Legare copied the architectural setting of the Place du
Marche in Quebec City from an engraving by the British artist Robert Sproule (see
catalogue) and transformed it from a peaceful daytime scene to a dramatic, moonlit
scene of horror. The light from the bituminous, fumigating fires helps to illuminate
the crowds of dead and dying in the streets. From the left may be seen the Roman
Catholic Basilica, the houses on Buade and Desjardins Streets, and the spire of the
Anglican cathedral in the background.

44.

Landslide at Cape Diamond c. 1841, oil on canvas, 81.3 x 110.8 em., Seminaire de
Quebec, Quebec City.
On 17 May 1841, a portion of the cliff of Quebec City, called Cape Diamond, collapsed
with part of the wall of the fortifications into Champlain Street directly below,
destroying eight houses and burying fifty-two people. A contemporary newspaper article
criticized the British military engineers for making the fortifying wall too heavy
and too close to the edge of the cliff. Legare painted this scene looking down
Champlain Street towards Lower Town. In the foreground rescuers can be seen digging
in the wreckage. In the right foreground is the Customs House, with the Queen's Store
behind, a small guardhouse at the intersection of Cul-de-Sac and Petit Champlain
Streets. The unfinished dome of the Legislative Building rises in the distance and
becomes the focal point, through Legare's dramatic diagonal compositional lines and
his use of the contrast of light and dark. This, again, may have been a symbolic
statement implying that the Legislature had the power to help the people of Quebec.

10.
69.

The Fire in the Saint-Roch Quarter, Seen from the Cote-8-Coton, Looking Westward 1845,
oil on canvas, ·1.74 x 2.5 m., Seminaire de Quebec, Quebec City.
On 28 May, 1845, the furnace of a steam engine exploded in a tannery on the Coteau
Sainte-Genevi~ve in the Lower Town area of Quebec City.
Fire spread quickly through
the working class district of Saint-Roch, destroying all but the chimneys of 1,650
wooden houses and leaving 12,000 people homeless. Legare was on the committee set
up to help the victims, and painted three scenes of the fire. This one, the companion
piece of no. 70, was painted from the heights of the Cote-8-Coton, looking westward.
A group of survivors is in the left foreground. The French Protestant Chapel of
St-Pierre, with pediment and hull's eye window, can be seen on the right of SaintVallier Street, which starts to the right of the centre and becomes the vanishing point.
Like the Cholera at Quebec City, this is a scene of terror and destruction, lighted
only by the moon and the raging fires.

70.

The Fire in the Saint-Roch Quarter, Seen from Cote-8-Coton, Looking Eastward, 1845,
oil on canvas, 1.7l x 2.5 m., Seminaire de Quebec, Quebec City.
This painting is the companion-piece of no. 69, and seen beside it forms a panoramic
view over the whole Saint-Roch area, this time looking east towards the St. Charles
Estuary and the Laurentians. The Chapel of St-Pierre appears in the left foreground;
to the right are the fortifications of Quebec and the Royal Artillery Barracks, and
in the right foreground, complementing the figures in ~he left foreground of no. 69,
are a group of survivors of the fire with the few belongings they have saved.

71.

The Fire in the Saint-Jean guarter 1 Seen Looking Westward, 1845 oil on canvas, 1.51 x
2.21 m., Art Gallery of Ontario, Toronto.
A month after the Saint-Roch disasters, seen in nos. 69 and 70, fire broke out in the
more prosperous Upper Town quarter of Saint-Jean in Quebec City. This time 1,302
houses were destroyed and another 10,000 people were left homeless. This view was
painted from the high ramparts near the Saint-Jean Gate, looking to the west. SaintJean Street, in the centre, becomes the vanishing point, with the beginning of
Saint-Joachim Street on the left and d'Aiguillon Street on the right. In this painting
Legare has placed more emphasis on the victims, and a crowd of refugees can be seen
leaving the area by Saint-Jean Street where order is maintained by soldiers with fixed
bayonets. In the foreground, on the slope, are more refugees. Another highly
emotional scene, it is more dramatic for being painted during the fire, not after,
with flames and sparks shooting up into a black sky which dominates the composition.

72.

The Fire in the Saint-Jean Quarter, Seen Looking Westward, 1845, oil on canvas, 81.3
x 110.5 em., Musee du Quebec, Quebec City.
This is the smaller, first version of the scene in no. 71, in which Legare has placed
less emphasis on the fiery sky and more on the crowds of survivors escaping from the
Sain~Jean area.
These two paintings are good examples of the kinds of experiments
Legare made with his compositions to obtain the desired effects.

73.

The Fire in the Saint-Jean Quarter, Seen Looking Eastward, 1845, oil on canvas, 95.2 x
125.7 em., Art Gallery of Ontario, Toronto.
The above painting complements nos. 71 and 72, but shows the Saint-Jean quarter from a
different angle, after the fire had died down. Looking eastward, towards the St.
Charles Estuary and the Laurentians, we can see that the moon is still up, but that
dawn is breaking. Sainte-Genevieve Street crosses the painting from right to left,
with Saint-Jean and Saint-Joachim Streets on the left and Nouvelle Street on the right.
At the left, the Protestant cemetery can also be seen. The crowds of survivors of
nos. 71 and 72 have largely disappeared, leaving only a few stragglers who wander in
a silent, ghostly area of tombstone-like chimneys.

74.

The Saint-Louis Theatre Fire
Quebec, Quebec City.

1846, oil on cardboard, 30.5 x 23.2 em., Seminaire de
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The Saint-Louis Theatre fire occurred a year after the fires of Saint-Roch and SaintJean, and caused more deaths than both previous disasters put together. The Theatre
was on Sainte-Anne Street, in Upper Town Quebec, and had been the scene of a "chemical
diorama", or treated slide show. An oil lamp, dropped on the stage, started the fire
after most of the audience had left, and the remaining people rushed towards the same
exit where they all became jammed - the scene Legare has shown in the sketch. Only
two or three people could be pulled out, and forty-five died in the engulfing flames,
here seen in the background. In the foreground, would-be rescuers including a priest,
all stand by helplessly. Legare never did a finished version of this oil sketch,
probably because of its horrifying subject matter. It is interesting to note that
he had connections with the theatre, and had designed decorations for the Theatre
Royal in Quebec (see catalogue no. 252).
HISTORY AND ALLEGORIES
These two categories are logically related because both were used by Legare to express jdeas
implicit in his society and historical background over fairly long periods of time. -· Works
in either category are consequently deeply nationalist in spirit, synthesizing the many
facets of ideologies current among French-Canadians at the beginning of the nineteenth
century. Legare was cleverly able to combine his many interests - social, political,
artistic, religious and nationalist - in a painterly language that was particularly complex
and refined. These works thus constitute one of the many original contributions Legare
made to our national patrimony. He was the first Canadian to paint his own history and
create a purely national iconography based on sophisticated allegory. This category could
also include works exhibited elsewhere in the exhibition: all the depictions of Indians
are more or less allegorical, while the three scenes of martyrdom are equally history
paintings. Also, The Caldwell Manor and the Etchemin Mills and Quebec at Sunset, both
presented in the following section, have allegorical overtones.
20.

Corpus Christi at Nicolet c. 1832, oil on canvas, 40.0 x 62.2 em., National Gallery
of Canada.
One of Legare's most interesting historical paintings, this shows a Corpus Christi
procession at Nicolet, near Three Rivers (see attached map). Corpus Christi, the feast
in honour of the Holy Eucharist, is best known for its elaborate procession in which
the youth of the parish play a prominent part in accompanying the consecrated Host
through the community. The painting is not only a record of a contemporary event,
but also a record and glorification of the career of the parish's cure, the Abbe
Raimbault, who contributed extensively to the development of education, the arts,
religion, and the general life of his fellow-citizens and country. The summing-up
of one man's achievements is emphasized by the diagonal lines of the composition which
start our eyes' progression at the door of the Seminary, founded by Raimbault. In
front of the main door may be the Abbe himself, under a canopy and holding the Host.
Our eyes next move to the elaborate church, redecorated by Raimbault, then the
presbytery which he renovated, and finally the Jubilee monument he erected. The
unusual planes of the painting are tied together by the tree at the left.

41.

First Ursuline Convent in quebec City 1840, oil on canvas, 62.9 x 82.2 em., Monastere
des Ursulines de Quebec, Quebec City.
The Ursuline nuns probably commissioned this painting from Legare to celebrate their
bicentennial in 1841, the Order having been founded in 1641. Legare painted three
trompe l'oeil scrolls on the canvas, the ones at either side bearing captions which
key in to the picture in the centre and explain the early history of the Ursulines
and their buildings in Quebec City. At the bottom of the canvas, on either side under
the scrolls, are scenes depicting the arrival of the Recollects and Ursulines in the
New World (symbolized by the island in the middle which bears the title of the painting).
At the top are vignettes of nuns teaching inside and outside their building. The
painting was used as a teaching aid by the Ursulines to demonstrate the continuity
and importance of their institution and was copied many times.

12.

52.

Memorials of the Jesuits of New France 1843, oil on canvas, 1.32 x 1.65 m., Residence
des peres Jesuites, Quebec City.
Thispainting was commissioned by the Catholic clergy of Quebec City and presented to
the Jesuits to commemorate the return of the Order to Canada in 1843. It is a
memorial of the early history and influence of the Jesuits in Canada. A silver reliquary bust of Jean de Brebeuf (copied from the original in the Musee des Augustines
de !'Hotel Dieu) appears on the table in the centre (see catalogue). In the background at the right is a beautiful landscape with the scene of the martyrdom of Brebeuf
and Lalemant by the Hurons in 1649 (as seen in no. 53). At the left is a book
containing a historical account of New France, published in 1744, with an engraved
portrait of its Jesuit author, Pierre-Fran~ois Xavier Charlevoix. Legare's interest
in puns is revealed by the signatures under this portrait of Charlevoix: "J. LEGARE"
(freely translated, "I have lost") and "B. RETROUVE" ("entirely recovered"). As
there is no record of an artist called Retrouve, this again demonstrateA T~gare'£ love
of antithesis and is a direct reference to the loss and recovery of the Jesuit Order
in Canada. Other Jesuit reminders appear in the painting, as well as a symbolic
Indian tribute of birds, arrows, bow and basket on the table, perhaps to the memory
of the martyred Jesuits.

81.

The Battle of Sainte-Fay c. 1854, oil on canvas, 50.0 x 74.5 em., National Gallery of
Canada, Ottawa.
After the defeat of the Battle of the Plains of Abraham in 1759 the Due de Levis
regrouped the French army in 1760, near the Dumont house and mill on the Sainte-Foy
Road, west of Quebec City (see attached map), and defeated the British army under
General James Murray. In this unique and accurate visual reconstruction of the battle
inspired by the account of the historian Garneau, Legare, who was on a committee to
commemorate the victory, had a chance once again to express a political comment (this
time an endorsement of French-Canadian nationalism), and frame it in a beautiful
landscape. On the heights in the background closest to the Saint-Charles estuary and
the Laurentians, are the British artillery, with the red-coated British troops in
front. They are surrounded by the French troops, attacking from the Dumont mill, the
French-Canadian militia, attacking from the left, and the Indians, waiting to finish
off any survivors. The three rearing equestrian figures in the foreground are General
Levis and two of his commanders. The latter grouping was copied, in part, from a
battle scene by VanderMeulen (see catalogue). Legare won a prize for his painting
in an exhibition, defeating his rival Cornelius Krieghoff.

22.

The Canadien 1833, oil on canvas, 16.8 x 24.1 em., Musee du Quebec, Quebec City.
The newspaper Le Canadien was founded in 1806 to defend the interests of FrenchCanadians. Its masthead from 1833 to 1836 was taken from this painting by Legare, who
supported the initial policies of the paper. It was replaced by another design after
Legare broke with the paper to support the more radical ideas of another, Le Liberal.
The painting of the young Quebec farmer, resting in a field with a landscape and
village behind, his plough unhitched from his oxen, was perhaps meant to represent
the image French-Canadians had of themselves. An interesting psychological study might
be pursued from this symbolic illustration.

42.

Landscape with Wolfe Monument c. 1840, oil on canvas, 1.31 x 1.75 m., Mus(af! du Quebec,
Quebec City.
This work was copied from an engraving after a painting by Salvator Rosa (see catalogue),
Mercury Putting Argus to Sleep, in which Mercury plays the flute to lull Argus the
shepherd to sleep, so that he can steal Argus's cow lo. More than just a wild and
romantic landscape, this painting is a political allegory relating to the story of
Mercury and Argus. The Indian (representing the French-Canadians) may be lulling the
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stone statue of Wolfe (representing the British) by giving up his arms so that he
can take back the canoe (his mode of transportation, therefore, his means to commercial
freedom). Mercury (the Indian) finally cuts off the head of Argus (Wolfe). This is
obviously a seditious visual statement, painted by Legare just after the rebellion
of 1837-38 in which he was imprisoned for his political activities. The copy of Rosa's
engraving becomes a pretext for a sophisticated allegory of Quebec's political
history.
78.

Election Scene at Chateau-Richer c. 1851, oil on canvas 64.2 x 95.9 em., Seminaire de
Quebec, Quebec City.
At first glance a tranquil and beautiful landscape, this painting actually has as its
subject a violent election day battle, and reminds us in its contrasts of the MarFyrdom
of Fathers Brebeuf and Lalemant (no. 53). Chateau-Richer, a picturesque village on
the St. Lawrence east of Quebec City (see attached map), was a favourite subject of
the British watercolourists, and is here shown in the middle distance with the
Laurentians behind, farmlands in front, and the St. Lawrence at the left. This
painting has been interpreted as a genre scene illustrating such contemporary political
customs as a physical fight between two parties. However, the main subject is the
convincing political allegory shown in the foreground where one solitary man is
protecting sheep from the attack of four men and a pig. A visual pun rests on the word
"pig", "cochon" in French, homonym of Cauchon, one of the candidates in the election,
and Legare's political adversary. As Cauchon and his supporters won the battle (and
the election), the meaning could be that the profiteers are always sure to win because
they fight four against one.

64.

The Natural Steps at Montmorency, oil on paper pasted on board, 45.1 x 57.8 em.,
private collection.
The Montmorency River flows into the St. Lawrence east of Quebec City (see attached
map). At one point along its course are rock formations resembling steps. Here we
see the steps rising on either side of the river. The carefully-placed groups of
figures may be meant to express, through the rock stratifications, the social stratifications of the time. On the lowest level is a peasant woman with children and dog,
higher on the right two men talking, one of whom is a priest, and finally at the top,
three society ladies admiring the scene, which is one of romantic grandeur.

LANDSCAPE AND ARCHITECTURE
The works exhibited in this section are primarily aesthetic expressions of the artist's
particular interest in certain sites. Remarkable above all is the harmonious integration
of nature and man's works, his architecture and urban development. Legare here expresses
the profound sense of belonging to the land that is the fine point of nationalism. Some
of the works are moving pastoral poems. Others - the views of four luxurious country
homes, the Caldwell and Panet Manors, Clermont, and Gentilly - illustrate a social and
political reality very differently expressed by contemporary portrait painters. Several
of the works are competent and valuable documents of the evolution of our archite cture many of the building shown have now disappeared.
43.

Caldwell Manor and The Etchemin Mills after 1840, oil on canvas, 5R.4 x 87.6 em.,
Musee du Quebec, Quebec City.
Caldwell Manor was established by Henry Caldwell between 1800 and 1810 near the mouth
of the Etchemin River, opposite Quebec City on the south shore of the St. Lawrence
{see attached map). For years Caldwell, who was Receiver General at the time, used
public funds to develop his property, including flour mills and saw mills whose
products he sold at a profit. Legare, one of the first Canadian artists to paint
men's houses as well as their faces, has recorded Caldwell's large, neo-classical
manor house with surrounding mills and outbuildings, against a background of the
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St. Lawrence, Quebec City, and the Laurentians. Once again, like the Corpus Christi
at Nicolet (no. 20), the work can be seen as the record of one man's life. It may
also be an allegory concerning British exploitation of Quebec's natural resources,
the Indian in the foreground possibly representing the French-Canadians.
17.

Country House of Philippe Panet on the Little Saint Charles River c. 1831, oil and
gouache on paper, 34.9 x 46.0 em., Seminaire de Quebec, Quebec City.
Both the brothers Louis and Philippe Panet, successful Quebec lawyer and notary, and
acquaintances of Legare, built houses in the area around the Scott Bridge on the SaintCharles River near Quebec City (see attached map). Legare has shown Philippe Panet's
Italianate house, Le Bocage (The Grove), on the right of the painting, surrounded by
trees, on the edge of the Little Saint-Charles River. On the left is the Scott Bridge
with Louis Panet's property beyond. Cows in the foreground give the work a pastoral
and somewhat European feeling.

77.

Clermont c. 1850, oil on canvas, 66.1 x 99.2 em., Seminiare de Quebec, Quebec City.
A clear and harmonious composition, this depicts Clermont, the country house of
Legare's friend Rene Edouard Caron, Lieutenant-Governor and Chairman of the
Legislative Council. It was built in 1850 at Sillery, near Quebec City (see attached
map) and was destroyed in 1919. We are shown this large, prosperous house from the
side, with the busy St. Lawrence on the left. The trees in the left foreground unite
the planes of the painting and focus our attention on the house.

80.

The Property of the Artist's Parents at Gentilly c. 1853, oil on canvas, 68.1 x 91.0 em.
private collection.
Legare's parents retired to the village of Gentilly on the south bank of the St.
Lawrence, near Three-Rivers (see attached map). Their new house appears in the centre
of the painting, with out-buildings on one side, and extensive flowerbeds stretching
out on either side of the drive. The figures in the foreground represent members of
Legare's family. From left to right they are Legare's unmarried brother and sister,
Legare and his wife, his parents (closer to the house), and hi~ three daughters. Although
somewhat naive, the symmetrical composition -with its cheerful house and gardens,
and linked foreground figures - exudes a feeling of serenity and a sense of the
importance of the family unit at the time. ----

66.

The Etchemin River Basin at Saint-Anselme before 1846, oil on canvas, 81.3 x 110.5 em.,
Seminaire de Quebec, Quebec City.
The Etchemin River flows into the St. Lawrence from the south shore, opposite Quebec
City (see attached map). Near Saint-Anselme it becomesa basin-shaped, shallow stream.
Here, four peasants, dressed like the Canadien (no. 22) fish in the river, with the
· stone houses of their village in the background. Legare's use of light to pick out
details and create reflections in the water is particularly effective in this work.
This serene pastoral scene is a visual poem to the beauty of the countryside, developed
and domesticated by the settlers who now have the leisure to enjoy it.

65.

The Jacques Cartier River Falls, oil on canvas, 80.8 x 111.4 em., Seminaire de Quebec,
Quebec City.
The Jacques Cartier River flows into the Saint Lawrence from the north shore, west of
Quebec City (see attached map). Legare has here painted one of the numerous sets of
falls along its length, although their exact location is difficult to determine. The
frontal view accentuates the division of the falls in the foreground and leads our
eye in towards the buildings in the background.

16.

Bridge on the Chaudiere River c. 1831, graphite and oil on paper, 37.5 x 52.7 em.,
Seminaire de Quebec, Quebec City.
Legare has depicted the bridge over the Chaudiere River which flows into the St.
Lawrence opposite Quebec City (see attached map). The bridge, unusual and difficult

15.
to build, was completed in 1831 by Frnnr;oiR and Jt:dounrd Normnnd on a HheJtcred Rltl'
near the mouth of the river. Legare's detailed depiction of the Rtructure of the
bridge, the raised quay with boat masts, and the forest behind, emphasizes his
interest not only in contemporary events, but in the contrast between advancing technology and the wilderness.
18.

Baie Saint-Paul, oil on paper, 36.8 x 55.9 em., Seminaire de Quebec, Quebec City.
Baie Saint-Paul is located on the north shore of the St. Lawrence, 90 kilometres
northeast of Quebec City (see attached map). Legare's splendid, panoramic view of
the area includes the du Gouffre River at the left, meandering through farmlands
towards the St. Lawrence in the distance with Ile-aux-Coudres behind. This wideranging and accurate landscape reminds us of the artist's interest in portraying his
surroundings.

26.

Quebec City at Sunset c. 1835, oil on cardboard pasted on canvas, 37.1 x 53.6 em.,
Musee du Quebec, Quebec City.
As it was discovered in England in 1958, this painting may have been commissioned as
a souvenir by someone returning to Britain. It reminds us too, that many of Legare's
clients were British. The view of Quebec City from Levis (see attached map), then
considered one of the finest in the world, is here made even more romantic by the
sunset sky. Various buildings in Quebec can be identified, and along with the boats
on the river and the Indian encampment in the foreground, remind us of Legare's
interest in the connections between Indian and European civilizations, and of the
importance of transportation to the development of the Canadian economy.

27.

Chateau Haldimand and the Citadel, oil on paper, 36.2 x 54.0 em., Seminaire de Quebec,
Quebec City.
Another romantic sunset here illuminates the view from the inner courtyard of the
Chateau Saint-Louis, the old residence of the Governor, in Quebec City. To the left
are the outbuildings of the Chateau; in the centre background are the fortifications
of the Citadel, a signal station, and the top of the monument to Wolfe and Montcalm;
while at the right is part of the Chateau Haldimand, residence of the Governor from
1787 to 1811, and housing offices in Legare's time. Symbols of British strength in
North America, the buildings are devoid of human life and leave us with a general
feeling of unease.

28.

The Hopital-General, guebec City, oil on paper, 35.1 x 51.1 em., Seminaire de Quebec,
Quebec City.
The Hopital-General, seen in this painting and still in use today, was founded in 1692
in a former Recollect monastery near the St. Charles River (see attached map).
Augustinian Sisters ran it as a hospital, boarding school and insane asylum. Legare
has recorded the appearance of the building between 1825 and 1850, with the long
fa~ade relieved by two slightly projecting sections with bull's-eye windows and
curiously contoured roofs. The lightning conductors were installed in 1824. To the
right can be seen the kitchen and bakery wing, and a water mill, powered by the stream
which passes under the bridge in the foreground (also see no. 29). Like Corpus Christi
at Nicolet (no. 20), the broad expanse of the lower half of the painting helps to
set off the buildings of the upper half.

29.

The Old Water Mill of the Hopital-General de Quebec, oil and graphite on paper,
34.3 x 49.5 em., Seminaire de Quebec, Quebec City.
This painting shows the water mill of the Hopital-G~nera l, which appeared at the
extreme right of no. 28. The water mill, built in 1702 and demolished in 1859, enabled
the nuns to grind and sell the wheat from their seigneury of Notre-Dame-des-Anges.
This strong, complex and unusual composition shows the mill from the side, separated
from us by a gully in the foreground, into which a drainpipe is emptying. However,
all the planes of the painting are linked by the feathery trees whi ch grow on the edge
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of the gully and draw our eye ·towards the beautiful, domesticated landscape of the
Saint-Charles River Valley.
21.

The Church of Sainte-Foy, oil on canvas, 37.5 x 50.2 em., (irregular) Seminaire de
Quebec, Quebec City.
The church of Sainte-Foy, in the village of the same name near Quebec City (see
attached map), was built in 1698. After the Battle of Sainte-Foy (see no. 81), the
retreating General Murra~who had used it to store munitions, partially destroyed it.
A year later, in 1761, he donated a sum of money to help rebuild it. It was finally
destroyed in 1878. Apart from his painting of the Battle of Sainte-Foy, Legare
had other connections with the area, as he had done some paintings for the interior
of the church, and owned land nearby. Despite its three-tiered steeple and elaborate
doorway, the church is an austere one which fits quietly into the surrounding
country-side. The stakes in front may have been used for tying up horses.

WATERFALLS
Excursions to natural beauty spots were a very popular form of amusement at the beginning
of the nineteenth century. The publication of topographical descriptions by the SurveyorGeneral Bouchette for example, or numerous articles in local newspapers, were a strong
encouragement to the general public to devote their free time to such activities. Legare
was the first Canadian artist to devote so much of his talent to painting landscape. Like
certain topographical painters in the British garrison at Quebec, he owned both a camera
obscura and a camera lucida. The camera obscura is an ancestor of the modern camera - a
sort of enclosed box, without a film, in which an image is projected by a mirror onto an
opaqued piece of glass. The camera lucida consists of a lens mounted on a vertical strut
that allows the artist to see both the image projected onto a piece of paper and the
landscape itself. These two devices obviously made the task of the landscapist much
easier. Legare not only taught the use of the camera obscura and lucida to the Ursulines,
but also advertised in the newspapers his willingness to allow the general public to use
the camera obscura set on the roof of his Quebec Gallery of Painting. From this point
they could admire the landscape in the vicinity of the city. Even in this way Legare was
an educator sharing his interest in landscape with his fellow-citizens.
47.

The Huron Village of Jeune Lorette, oil and gouache on paper, squared off and mounted,
36.5 x 50.5 em., Seminaire de Quebec, Quebec City.
Jeune Lorette was the village north-west of Quebec City on the Saint-Charles River
(see attached map) where the Hurons finally settled in 1698. Legare painted a series
of views of the picturesque falls nearby. This first one, a squared-off sketch for
a lost painting, was painted from the top of the escarpment south of the falls. The
foreground is taken up by the swirling river, while the village spreads out along the
horizon. At the right can be seen the mission church and presbytery, with a road
leading to the Lorette mills.

48.

The Saint Charles River Falls at Jeune Lorette, charcoal, gouache, and oil on paper,
38.4 x 53.4 em., Seminaire de Quebec, Quebec City.
The second view in the Jeune Lorette series (nos. 47-51) is painted from the bottom
of the escarpment mentioned in no. 47. The bridge and a few village houses can still
be seen in the background, but we have now followed the river downstream to a righthand bend near the mill, whose walls can be seen on the right. The impressionistic
rush of the water is the dominating feature in this work.

49.

The Saint Charles River Falls at Jeune Lorette, oil on canvas, 57.2 x 83.7 em., Musee
du Quebec, Quebec City.
Rounding the bend of the river that we saw in no. 48, we are now standing on the bank
beside the Lorette mills, looking across the river at the steep and overgrown opposite
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shore. Two of the buildings seen to the left of the bridge in nos. 47 and 48 can be
seen here at the top right. The drama of the composition is heightened by the small
sky area, the diagonal lines, and the effects of light on foliage, rocks and moving
water.
50.

The Jeune Lorette Mills and the Saint Charles River Falls, oil on paper, 30.2 x
49.5 em., Seminaire de Quebec, Quebec City.
Fourth in the Jeune Lorette series, this view relates to no. 51, and was painted from
high above the bend in the river by the Lorette mills. The flour mill and saw mill,
dating from the French regime, are seen on the right, while on the left is a dense
forest. On a rock in the foreground, silhouetted against the river, are two men,
whose tiny figures, out of proportion to the rest of the landscape, seem to emphasize
the romantic vastness of the surrounding wilderness.

51.

The Jeune Lorette Mills and the Saint Ch!rles River Falls c. 1842, oil on paper,
12.4 x 15.9 em., Monastere des Ursulines de Quebec, Quebec City.
The final view in the Jeune Lorette series is an oil on paper used to illustrate an
album given by the Ursuline Sisters to their chaplain, the Abbe Maguire. Although
similar to no. 50, the angle is slightly different, the forest takes up more space,
the river is wider, and the two foreground figures have been replaced by two Huron
Indians, painted to scale.

37.

The Chaudiere Falls, oil on paper, 36.8 x 55.3 em., Seminaire de Quebec, Quebec City.
These waterfalls are located on the Chaudiere River which flows into the St. Lawrence
opposite Quebec City (see attached map). The falls are viewed from the rocky edge
of the pool at their base. The yellowish colour of the sky may result from the use
of much oil in the paint, or from paper discolouration.

61. · The Chaudiere Falls, oil on canvas, 54.9 x 85.0 em., private collection.
Considered one of Legare's best landscapes, this work was probably taken to England
as a souvenir during the artist's lifetime. It was acquired there a few years ago by
a private collector. The point of view chosen by Legare corresponds exactly to
Bouchette's topographical description, published in 1831. The narrow, high precipice
can clearly be seen, from which the falls drop in three sections.
39.

The Montmorency Falls c. 1838, oil on canvas, 55.6 x 81.4 em., private collection.
Like The Chaudiere Falls (no. 61) this painting was found in England. The picturesque
view of the famous Montmorency Falls near Quebec City (see attached map) doubtless
appealed to the British visitor of the time, not only for its popular romantic subject
and style, but as a reminder of his visit. This is one of several views of these
falls, and may have been painted from an existing sketch (no. 38). Both Indians and
Europeans have been added to the composition.

38.

The Montmorency Falls c. 1839, graphite, gouache, and oil on paper, 31.9 x 54.0 em.,
Seminaire de Quebec, Quebec City.
With its impressionistic brush strokes and limited colour, this was probably a
preparatory sketch for no. 39. Painted from the left bank of the basin below the
Montmorency. Falls, it emphasizes their height (250 ft., higher than Niagara) and that
of the rocks on either side.

35.

The St. Anne River Falls c. 1839, oil on paper, 38.4 x 53.3 em., Seminaire de Quebec,
Quebec City.
A highly picturesque and unusual view of falls on the Sainte-Anne River, east of
Quebec City (see attached map). The subject matter, the dense, rocky composition with
no sky showing, and the rich colours, make this work very much part of the European
romantic tradition. The movement of the water hurtling down chasms, hollowing out
rocks, and rising again as spray, adds to the wild and atmospheric mood of the painting.
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36.

The Sault-h-la-Puce Falls c. 1838, oil on paper, 47.0 x 58.7 em., Seminaire de
Quebec, Quebec City.
Sault-a-la-Puce is a small stream near Chateau-Richer, east of Quebec City, which
falls into the St. Lawrence (see attached map). Here, the lower falls create a large
triangle in the foreground which is echoed by the smaller triangle of the sky. The
rough outlines of some of the rocks, and the obvious shortening of a dead tree-trunk
in the foreground, suggest that this was a sketch for other paintings.

32.

Niagara Falls c. 1838, oil on canvas, 73.6 x 99.1 em., Seminaire de Quebec, Quebec
City.
In this general view of Niagara Falls, where Lake Erie meets Lake Ontario on the
border of Ontario and the United States, the American Falls are seen to the left, and
the Great (or Horseshoe) Falls to the right, separated by Goat Island. Legare was
the first Quebec painter to depict these famous and picturesque Falls, although it
is not known if he actually saw them or simply copied them from engravings.

31.

Niagara Falls c. 1838, oil on canvas, 95.3 x 152.4 em., Seminaire de Quebec, Quebec
City.
This is a closer view of Niagara Falls in which the Falls are seen through an
effective screen of undergrowth and the dead trees which Legare so often employed in
his paintings.

45.

The Saint-Ferreol Falls, oil on paper pasted on cardboard, 37.1 x 54.6 em., Seminaire
de Quebec, Quebec City.
Saint-Ferreol is a parish on the Cote de Beaupre, the north shore of the St. Lawrence
east of Quebec City (see attached map). These falls may be on either the Sainte-Anne
or Jean-Larose Rivers nearby. The foaming white water and rising spray are contrasted
with the dark colours of the forest, which crowds in to the very edge of the river.

46.

The Saint-Ferreol Falls c. 1842, oil on paper, 12.1 x 16.5 em., Monast~re des
Ursulines de Quebec, Quebec City.
A lighter and sketchier view of the falls seen in no. 45, this painting was
commissioned for an album given by the Ursulines to their chaplain, the Abbe Maguire.
The Indian hunters who have been added to the lower left-hand corner are evidence of
Legare's continuing interest in Indians.

STUDIES AND STILL-LIFES
A group of several oils on paper in the Seminaire de Quebec, mostly waterfalls and landcapes, have for a long time been wrongly attributed to an artist thought to have the
initials "R.B." A comparison of subjects and style has allowed a firm reattribution of
these works to Legare. Their quality and their state of conservation vary greatly.
Simple sketches or studies made on site stand side by side with fully finished works. At
the same time, Legare always shows a complete command of colour. He also did works on
paper which are now in other collections. The masterly Still-Life with Grapes, incidentally,
gives a completely different idea of the artist's palette.
33.

Landscape, oil on paper, 26.0 x 45.6 em., Seminaire de Quebec, Quebec City.
An apparently unfinished oil sketch, this landscape may represent the Ile d'Orleans
on the St. Lawrence River, seen from a high point on the Cote de Beaupre, the north
shore east of Quebec City. However, the dramatic sky and tree trunks, the colour,
and the variety of planes combine ··to make this almost a landscape of fantasy.

62.

~,

oil on paper, 59.7 x 47.2 em., Seminaire de Quebec, Quebec City.
This beautiful study of a gnarled old tree reminds us of the work of Salvator Rosa,
an Italian artist represented in Legare's own collection. The composition is one of
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balanced diagonal lines, and Legare has used light effectively to enhance the subtle
colours and naturalistic details, and to create a sense of depth in this serene
forest.
63.

Tree and Castle, oil on paper, 59.0 x 46.7 em., Seminaire de Quebec, Quebec City.
Like no. 62, this tree study reminds us of the works of Salvator Rosa, and is made
even more romantic by the addition of a fairy-tale castle in the distance. The tree
in the foreground seems to have a life of its own, its roots working down into the
rocks, and is similar to trees seen in other landscapes.

67.

Still-Life with Grapes, oil
This is probably a copy of a
collection (see catalogue).
the heavy clusters of grapes

68.

Still-Life with Grapes, oil on canvas, 95.0 x 126.4 em., National Gallery of Canada.
Like no. 67, Legare copied this painting from one in his collection (see catalogue).
However, here he has varied the composition, representing the still-life beside a
mysterious, leafy sort of gateway, opening out into a romantic and beautiful landscape.
At the left is a tree trunk, with butterfly.

on canvas, 88.9 x 73.8 em., Musee du Quebec, Quebec City.
seventeenth-century Italian painting in Legare's
Legare's technical skill is evident in the detailing of
and the green, lush foliage.
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