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L Histoire et la Mémoire

In  a garden, near the grand staircase, in  the the 
vast transverse spaces, a gigantic head dreams 

beneath an azure sky; dainty shoes on the sidewalk 
ignore the houses lined up in rou’s o f toy models. 

Trying not to break any eggs, the green bottle 
departs for the mountain. Glancing sidelong a t the 
polychromatic M iddle Ages, the golden fish slips 

away into a magical swamp. Sovereign and 
solitary, the colour grey stands out, next to faces 

and images sensitive to black and white. In  
metallic fortn, i t  foreshadows monuments . . . .  

How many gestures, impressions and memories are 
awkwardly suggested in this disconnected 

fabrication o f a story?

N e ithe r the compression o f the w ritten  
word nor the meanderings o f discourse are 
able to define fu lly  the astonishing complex
ity  o f a w ork o f a rt and the autom atic p lu ra l
ity  o f a co llection o f works o f art. W h ile  they 
tack le  theory, c r it ic is m  and com m entary, 
words nevertheless also decline the orig ins 
and possible readings o f a w ork, the paramet
ric dimensions o f a co llection and the in ten 
tions and contingencies o f its presentation in 
an exh ib ition . Some 50 Québec works from  
the Musées co llection, which were acquired 
over the past two years, have been gathered 
here around the notions, both com patib le and 
im p lacab le , o f h is to ry  and memory. From 
vague a llusion to o u tr ig h t statement, from  
mere trace to fixed date, from  sign to signal, 
close yet c o n tra d ic to ry  re la tio n s h ip s  are 
established. Perm eability  and transparency, 
resistance and opaqueness w i l l  be topics o f 
discussion.

The genera l fasc in a tion  exerted by 
h is to ry , on a personal and a g rand  leve l, 
would  seem to be matched on ly by the m erits 
o f the simultaneous grasp o f the past and the 
present spontaneously a llo tte d  to memory. 
“The interest which we th in k  we take in the 
past,” w rites Lévi-Strauss in  Mythologiques IV, 
“ is on ly an interest in  the present. By con
necting i t  f irm ly  to the past, we th in k  we are 
m ak ing  the present more las ting , ty in g  i t  
dow n to prevent i t  from  flee ing  and its e lf 
becoming part o f the past.” ' W he ther freely 
emerging from  reminiscence or invested w ith  
h istorica l con firm ation , events and gestures, 
beings and th ings acquire pa rticu la r statuses 
and , d if fe re n t ly  o r in d if fe re n t ly ,  become 
s ig n ifica n t. A t  f irs t, the preponderance o f 
in t im is t recollection w ould  seem to lessen in  
the face o f  the rigorous, o ffic ia l nature o f 
docum enting and exp la in ing the outstanding 
events o f a given period. Actually, i t  is fa irly  
illu s o ry  to  consider h ie rarch ica lly decid ing 
between the respective, and sometimes recip
rocal, powers o f evocation o f the ind iv id u a l 
and co lle c tive  m em ory and the powers o f 
factual, selective inclusion in  some chapter o f 
history.

C atherine Lawless po in ts  o u t, in  an 
issue o f Cahiers devoted to  the presenting o f 
the w ork, tha t “ the w ork o f a rt meets h istory

1. Quoted by Dominique Poulot, in the article “Le reste dans les musées", 'mTravmei, No. 12, September 1978, p. 100.



in  several ways, which are unevenly observed. 
In  the firs t place, i t  partakes o f the h istory o f 
art and, when i t  is im portan t, i t  takes part in 
i t ,  i t  fo rm s, in fo rm s and transform s i t . ”  ̂
Accepted or re jected  to v a ry in g  degrees, 
according to the trends and movements, the 
essential con tribu tion  made by the w ork to 
history, its own and that o f its tim e, is linked 
in  an in c id e n ta l way to  its  en try  in to  the 
museum. “A r t  h istory in  museums is there
fore a co llection o f aesthetic objects w ith  a 
sta ted h is to r ic a l d im e n s io n , and an a rt 
m useum  is the A rch ive  o f  a rt to  the very 
e x ten t th a t i t  has conferred an h is to rica l 
d im ension on rhose aestheric objects, by the 
fact o f its preserving them. I t  thus proposes 
a tw ofo ld  va lidation — aesthetic and h is to ri
cal — o f the object. Referring to the r itua l 
votive offering made by a cirizen o f ancient 
Greece, Louis M arin  states that such an object 
“ retains the memory o f the event by showing 
its m em orial for all to see: i t  is, w ith  a ll the 
o th e r ob jec ts  amassed as treasure in  the 
te m p le , the  g re a t, v is ib le , m o n u m e n ta l 
archive o f the beneficent a c tiv ity  o f the g o d .” '* 
This deliberate coincidence o f archivistic and 
m nem on ic  fu n c tio n s  w ith in  the m useum  
in s titu tio n  brings our the special relationship 
between m em ory as a means o f passing on 
knowledge and h istory as a means o f access to 
the universal record.

A lth o u g h  a collection o f contemporary 
a rt is theo re tica lly  dedicated to  trea ting  a 
relative ly recent past, i t  is certa in ly not out 
o f the question for numerous references to the 
historica l dim ension to be observed, and even 
gathered, in  it .  The exh ib ition  L histoire et la  
Mémoire presents works by 15 Québec artisrs: 
Sylvie Bouchard, Françoise Boulet, Geneviève 
Cadieux, M iche l Campeau, Serge C lém ent, 
A ndrew  D u tkew ych , Yves Gaucher, B e tty  
G oodw in , M iche l G ou le t, Pierre Granche, 
Raymond Lavoie, G illes M ihalcean, B rig itte  
Radecki, Sam Tata and Irene W h irtom e . For 
most o f them — nine out o f 15 — the pieces 
shown are recent ones, da ting  from  between 
1985 and 1988 and acquired soon after they 
were completed. W h ile  i t  is undeniable that 
the Musée should reflect the latest s ign ificant 
a r t is t ic  p ractices, i t  m us t also keep on 
strengthening the foundation o f its co llection 
by locating earlier key works tha t round out 
or form  bodies o f w ork illu s tra tin g  the main 
trends in  contem porary art in  general, and in  
Québec, in  the present instance. A l l  o f the 
works in  the e xh ib itio n  contain obvious or

subtle connections w ith  the theme suggested 
by the t it le . However, none o f them may be 
summed up or lim ite d  solely by the consider
ations o f th is particu la r exh ib ition .

M em ory  and h is to ry  thus represent 
beacons m ark ing  a broad range o f investiga- 
rion  and experim entation. There are constant 
carryovers and reminders, m odu la ting  works 
w ith  diverse contents and styles. Sw ing ing 
between these two poles, m erging or conrrast- 
in g  them , the works selected arise our o f 
d iffe ring  in tentions. Some o f them  take the ir 
argument from  a memory o f places, coun ting  
on the ir fa m ilia rity  or srrangeness (Raymond 
Lavoie, Sylvie Bouchard). O thers explore the 
real or im a g in a ry  spaces o f  m em ory  and 
recreate, as i t  were, a new arch itecture  o f 
these places (M ichel G ou le t, Pierre Granche, 
G ille s  M iha lcean). Superim posed on th is  
to p o g ra p h ica l m em ory  is the m em ory o f 
people (Geneviève Cadieux), archetypes (A n 
drew D utkewych) and the th ings, both o rd i
nary and e loquent (B e tty  G oodw in , Irene 
W h itto m e ), tha t m ark and fix  the passage 
o f tim e.

The referential content favoured by the 
docum entary  approach fo llow ed  in  p h o to 
g raphy (Sam Tata, Serge C lém ent, M iche l 
Campeau) records sociocultural realities and 
id e n tit ie s  w ith in  an a rt is t ic  practice. The 
shifts from  one m edium  ro the next underlie 
the critica l analysis o f the models o f a rtis tic  
tra d itio n  (B rig itte  Radecki), they trace and 
continue its history. The historica l nature o f 
certain works is ind isputable (Yves Gaucher); 
the ir place in  the ind iv id u a l creative experi
ence and the sharpness and resonance o f the 
aesthe tic  quest guaran tee  th e ir  in t r in s ic  
belonging to the h istory o f art. The judicious 
choice o f materials, supports and techniques 
is not accidental: i t  connotes and transcends 
schools and eras and, in  so do in g , i t  chal
lenges and redefines genres, and gives new 
meaning to systems o f representation.

W he the r d raw ing  (Françoise Boule t, 
Raymond Lavoie), p rin tm a k in g  (B e tty  Good
w in ) ,  p a in t in g  (S y lv ie  B oucha rd , Yves 
G aucher), scu lp tu re  (A nd rew  D u tkew ych , 
M ic h e l G o u le t, G ille s  M iha lcean , P ierre 
G ranche , B r ig i t te  R adeck i), assemblage 
(Irene W h itto m e ), in s ta lla tio n  (Geneviève 
Cadieux) or photography (M ichel Campeau, 
Serge C lém ent, Sam Tata), the works chosen 
offer so many excursions in to  form al space, 
personal w orlds and factual know ledge, in 
short, the inexhaustible universe o f ideas.

2. In Cahiers o f the Musée national d ’art moderne, No. 17/18, “ L’œuvre et son accrochage’’ , Paris 1986, p. 3.

3. Jean-Marc Poinsot, “ La transformation du musée à Père de Part expose” , mTraverses, No. 36 ,January 1986, p. 42.

4. “ Fragments d’histoires de musées” , in Cahiers, op, c it,, p. 9.



S y l v i e  B o u c h a r d
M ontréal (Québec), 1959

U ntitled , 1986, watercolour on wood, 4 parts 

103 X 154.5 cm (each), 206 x 309 cm (overall) 

acquired in 1987

Sylvie  B ouchard ’s a r t is t ic  approach, 
w hich in it ia lly  f i t  more in to  the category o f 
ins ta lla tion , has always been characterized by 
the  p ic to r ia l and d raw n  tra n s p o s itio n  o f  
im ag ina ry  places and architectures defying 
a tte m p ts  at d e f in it io n  and re s o lu tio n . 
A lth o u g h  i t  is ce rta in ly  not im possible to 
recognize techniques and manners borrowed 
from  hallowed moments in  art history, like  
the M id d le  Ages or the Renaissance, i t  is

more a m atter o f exp loring the poten tia l o f 
f ig u ra t iv e  rep resen ta tion . W ith  salvaged 
wood as the support for the w ork , and water
colour taken out o f its usual context (paper 
and sm all w orks), U ntitled  (1986), a p o ly 
chrom atic po lyptych, presents an enigm atic, 
dream -like  landscape in  which the d iffe rent 
spaces o f m em ory blend together — real or 
fic titio u s , and fille d  or haunted by plausible 
or im aginary figures.

F r a n ç o i s e  B o u l e t
Killa rney (Manitoba), I960

Poisson d ’or, 1987

lead pencil and o il pigment on paper, 272 x 549 cm 

acquired in 1988

A t firs t glance, the lushness and flam 
boyance o f the colour in  Poisson d ’or (1987), a 
large, im p orta n t draw ing  by Françoise Bou
le t, suggest an inrush o f im m ediate im pres
sions and sensations. The p r im a ry  role  o f 
co lo u r — so m e th in g  new in  th is  a r t is t ’s 
p ra c tice  — s t i l l  does no t c o n tra d ic t the 
preponderance o f the gesture, which is v ig o r
ous, feverish and spontaneous. A t  the border

line  o f a k in d  o f abstract figu ra tion , the p lant 
m otifs  that abound and spread, nourish the 
metaphoric opulence, w hich is paradoxically 
related to the in t im is t im agina tion . Im pres
sive in  scale, the space o f the draw ing  reveals 
the inner region and the concrete and in ta n g i
ble traces o f the psychic universe subjected to 
alternative means o f representation.



G e n e v i è v e  C a d i e u x
Montréal (Québec), 1955

Since the early e igh ties , Geneviève 
Cadieux has pursued her investigation o f the 
system o f representation by creating s tr ik in g  
works focusing on the phenomenon o f vision 
and by analysing the technical and mechani
cal processes o f reproduction. The constants 
in pho tog raph ic  and cinem atograph ic lan
guage (camera, centring, focus, lig h t) , which 
are also those o f scientific , c lin ica l observa
tion , are stripped bare and restated in insta l
lations shedding lig h t  on the way the female 
id e n tity  is presented. In  L inconstance du désir 
(1988), the “ ravish ing” effect exerted by the 
unexpected association o f a p a ir o f ladies’

Llinconstunce du désir,

1988, 5 part,s 

concrete sidewalk 

12.7 X 261.5 X 1.52 cm 

black and white photograph 

122 X 261.5 X 5 cm 

porcelain shoes, size .57 

frame 45.7 x 60.6 cm 

acquired in 1988

pum ps in  pea rly  po rce la in  and a recon
struc ted  p o rt io n  o f a concrete sidew alk is 
obliterated by the presence on the w all o f a 
large black photograph w ith  a de ta il, in a 
small frame, o f two bare feet w ith  pointed 
toes. The asym m etrica l p o s itio n in g  o f the 
elements in  the w o rk , th e ir  differences in 
tre a tm e n t and the d ich o tom o u s  con tras t 
between the density and opacjueness o f the 
anonym ous concrete and the f ra g il i ty  and 
transparency o f the person’s traces all provide 
signs fo r a p p rehend ing  the presence and 
absence offered as memories to the viewers.

M i c h e l  C a m p e a u
Montréal (Québec), 1948

A  founding member o f G AP (Groupe 
d ’action  photograph ic jue) in  1971, M iche l 
Campeau questions the practice o f documen
ta ry  pho to g ra p hy  and the in te n tio n s  and 
social role o f the photographer. The pho to 
graphic image, ideally suited to a m eeting o f 
the social and ind iv idua l conscience, offers a 
simultaneous im p rin t o f the photographer’s 
biases and photographed reality. The series 
Week-end au ‘'Paradis terrestre’’ !  contains images 
captured between 197.5 and 1981, and dwells 
on certain manifestations o f popular Québec 
culture. Essentially devoted to the activ ities 
tha t m ark the weekend break, these shots 
bo ld ly  and accurately convey the r itu a l aspect 
o f  re lig io u s  ceremonies and so c io cu ltu ra l 
le isu re  t im e . T he  p h o to g ra p h e r invo lves 
h im se lf in the commentary, the revelation o f 
social roles and the expressive in ten t o f the 
visual form at.

black and white photographs 

from the series

Week-end au «Paradis Terrestre» ! ,  1973-1981 

recently printed, 40.5 x 50.5 cm 

acquired in 1987

Fête religieuse portugaise, 1980

D é fité  de la St-Jean, 1981



S e r g e  C l é m e n t
Valleyfield (Québec), 1950

Paris, France 1985; Paris, France 1986

black and white photographs from the series Notes urbaines  — suite européenne, 1984- 1986 

recently printed, 40.5 x 50.5 cm, acquired in 1987

Serge C lém ent is part o f the movement 
in  photography tha t con tribu ted  to the pro 
m inence o f the social docum entary d u rin g  
the 1970s. Focusing m ain ly  on socio-cultural 
realities, his approach comes under the head
ing o f comm entary and analysis o f the collec
tive  and in d iv id u a l id e n tity . In  his works 
w ith  a specifically Québec content, such as 
Les Québécois en vacances ( 1979), he investigates

the understand ing, in it ia l ly  in tu it iv e , o f a 
fa m il ia r  c u ltu re . The se lection  o f  p h o to 
graphs from  his series Notes urbaines — suite 
européenne (1984-1986) bears s im ila ritie s  to 
the no teb o o k  o f  a s tro lle r  spontaneously 
attracted by some m eaningful reality. I t  pro
poses a personal, eloquent vision o f society, 
observed according to the s ty lis tic  approach 
o f a com m itted  photographic aesthetic.

A n d r e w  D u t k e w y c h
Vienna (Austria), 1944

Daedalus’ Dream , 1986

steel, alum inum , varnish and water, 343 x 220 x 102 cm 

acquired in 1987

For some 20 years now, Andrew  D u t
kewych has form ulated, in  his sculpture and 
d ra w in g , a r ig o ro u s  aesthe tic  f ir s t  o f  a ll 
characterized by a re in te rp re ta tion  o f m in i
m alis t and form alist concerns and then, more 
recently, by the emergence o f  poe tic  and 
m etaphorical contents lin ked  to the m yths 
and archetypes o f nature and cu lture . Fa ith fu l 
to the a rtis t’s p red ilection for rough materials 
and structu ra l s im p lic ity , the founta in-scu lp
ture Daedalus' Dream ( 1986) commands atten
tio n  w ith  the serenity o f its v is ion and the 
c la rity  o f its form al qualities. The m o t if  o f the 
human head and its  m onum enta l scale predis
pose i t  to sym bolic evocation and summon up 
the protagonists o f the memory, or history, o f 
the w o rld . ( In  G reek m ythology, Daedalus 
was the sculptor and architect who designed 
the labyrin th  on Crete, in  which the M in o 
taur was im prisoned.)



Y v e s  G a u c h e r
Montréal (Québec), 1934

W ith  u n re le n t in g  r ig o u r ,  Y ves 
Gaucher has explored the lim its  o f p ic to ria l 
abstraction for the past 30 years. Since the 
early sixties, his p rin tm a k in g  has stood out 
as among the most o rig ina l and powerful in  
u p d a tin g  th is  m ed ium . I t  constitu tes  the 
im p r in t  o f a fo rm a l language whose very 
richness is its  ex trem e re d u c tio n , and is 
especially notable for the serial rhy thm  e n li
vening the monochromatic energy fields, the 
dynamic log ic o f the contrad ic tory proposi
tion  and the sh ift from  sym m etry to asym
metry. The Grey on Grey series o f paintings, 
done in 1968 and 1969, represents one o f the 
most decisive groups o f works in  the a rtis t’s 
production  and in  the development o f geo
m etric abstraction in  Québec. The un ifo rm ly  
grey surface is punctuated w ith  in d iv id u a l 
grey signals, governed by a s tr ic t tonal scale. 
I t  vibrates and becomes im m ateria l in  favour 
o f a v ir tu a l space w ith  deep, m uted  reso
nances.

YG I 0 / N ,  1968 

acrylic on canvas, 274,3 x 202 cm 

acquired in 1989

B e t t y  G o o d w i n
Montréal (Québec), 1923

Nest One, 1975', Nest Two, 1975', Nest Three, 1973 

etchings, 1/5, 42 x 35 cm (image) 

acquired in 1988

Since the early seventies, B e tty  Good
w in ’s w o rk  has developed in s is te n tly  and 
b r i ll ia n t ly  in  many d iffe rent directions: from  
p r in tm a k in g  to  d ra w in g , from  collage to 
assemblage, from  p roduc ing  the ob ject to 
restoring its  character as object, not to men
tion  p ic to ria l a c tiv ity  per se and insta lla tion . 
H er w ork broaches existential and metaphys
ica l co n s id e ra tio n s , and sc ru tin iz e s  the 
human cond ition  and memory. A n  examina

tion  o f her early drawn and graph ic w ork is 
especially revealing about the essence o f the 
a rtis tic  endeavour. The three etchings in  the 
Nest series (1973) conta in, in  th e ir  precise, 
energetic graphic style and the agile handling 
o f the m o tif, the a rtis t’s exemplary mastery 
o f the technique and her profound empathy 
fo r a n im a l evidences, a m e tapho r fo r the 
f ra g ility  o f human beings.



M i c h e l  G o u l e t
Asbestos (Québec), 1944

-fl?

Modèles, 1985

Steel, t in ,  wood, m ixed media and objects 

w a ll : 50 x 184 x 26 cm ; floor: 109 x 28 x 25 cm 

acquired in  1986

The scu lp tu re s  o f  M ic h e l G o u le t 
impose, qu ite  emphatically, several levels o f 
reading. In  the seventies, he created abstract 
works kept t ig h t ly  w ith in  the ir elected para
meters: p lan, articu la tions, balance, transpa
rency. Since the early eighties, the sculptura l 
object has become natura lly  associated w ith  
the object itse lf — whether found, made or 
im p lied . In  Modèles ( 1985), the in it ia l p layfu l 
delicacy and assurance fade in  favour o f d irect 
a llusion to the mass p roduction o f a k ind  o f 
domestic bliss. The use o f recycled manufac
tured materials like  t in  cans, an assortment 
o f brackets permeated w ith  the h is to ry  o f 
architecture and the characteristic position  o f 
the elements o f the w ork — on the w a ll, a 
shelf, and in the foreground, on the floor, a 
construction  — p rom pts  a reassessment o f 
the models o f consum ption, o f hom e-bu ild 
ing  and o f appropria ting  collective memory.

P i e r r e  G r a n c h e
Montréal (Québec), 1948

Thales au p ied  de la spirale, 1988, galvanized sheet metal, wood, 18 figures 

spiral : 235 x 800 cm (diameter) acquired in 1989 (partial view)

In  Thales au pied de la  spirale (1988), 
Pierre Granche continues the dialogue he has 
engaged in  w ith  h is to ry — the h is to ry o f art 
and architecture, geometry, and the a rtis t — 
fo r close to 20 years now. (Thales was the 
Greek m athem atician and philosopher said to 
have b rought back the p rincip les o f geometry 
from  E g yp t to  Greece in  the 6 th  cen tu ry  
B .C .) He is known p rinc ipa lly  for his w ork 
on the frus tum  shape (a truncated pyram id), 
w hich gave rise to m u ltip les  and com binatory 
form al arrangements as w ell as in  situ insta lla 

tions o f extraord inary s ty lis tic  richness, and 
for his discerning in te rp re ta tion  o f the M o n t
réal topography. Here, the a rtis t presents an 
im p o rta n t piece, indoor or outdoor, which 
makes s im u ltaneous  use o f  a rc h ite c tu ra l, 
m onum enta l and scu lp tura l space. Eighteen 
figures, fa m ilia r to the a rtis t’s vocabulary and 
in sc r ib e d  in  the  arches o f  the s p ira l, are 
s ilhoue tted  w ith  hum our and poetry in  its 
real and v ir tu a l extension and thus sustain the 
m nem onic metaphor.



R a y m o n d  L a v o i e
Montréal (Québec), 1950

Kéférence-sotivenir de Bournemouth, dessin n" 5, 1979 

graphite and watercolour on paper, 122 x 183 crn 

acquired in 1987

In  Référence-souvenir de Bournemouth 
(1979), Raymond Lavoie perceptively ques
tions the m odern is t p ic to r ia l p ropos ition . 
Even more appropria te ly, he paradoxica lly  
uses d ra w in g  techniques to  do so. To the 
p r in c ip le s  o f  c o m p a t ib i l i ty  o f  fo rm  and 
ground, he thus adds, w ith in  the support and 
surface, a m o tif  subordinated to perspective 
and the no tion  o f re fe ren tia lity  o f content. 
Suddenly loom ing  out o f nowhere, or out o f 
the memories alluded to in  the t it le ,  a vague 
sort o f fence merges w ith  the broad gestural

sweeping. There is in  th is a diversion o f the 
specific nature o f pa in ting  and an extension 
o f its history. The a rtis t’s later works give a 
convincing account o f the relevance o f other 
places — Arènes-lices (19H0), Effet cathédrale 
( 1982) — and figures — the Venus de M ilo , 
the a rtis t as model. However, beyond anec
dote and personal mem ory, i t  is f irs t  and 
foremost a question o f pa in ting  (Les tableaux 
sont sourds (1988)), and o f eve ry th ing  tha t 
fades away before it.

G i l l e s  M i h a l c e a n
Montréal (Québec), 1946

he marais, 1986

mixed media: plaster, glass, polyurethane, resin, wood, fibre, aluminum 

190 X 457 cm (diameter), acquired in 1987 (partial view)

Since 1968, G illes M ihalcean has prac
tised a sculpture based m ain ly  on the notion 
o f  assem blage, f i r s t  o f  a ll o f  a rt ic u la te d  
ce llu lar components and then, gradually, o f 
more com posite, in terconnected elements. 
The unusual associations between the various 
m ateria ls employed (wood, concrete, glass, 
plaster, etc.), the natura l, ind ic ia l or indus
tr ia l m orphology assigned to them , and the 
found, manufactured and reinvented objects

used seem to g ive  free re in  to  p lu ra l and 
personal in te rp re ta tion . A  w onderfu l s to ry
te lle r ,  the  a r t is t  nevertheless b r in g s  the  
scu lp tura l narrative back w ith in  the confines 
o f his aesthetic concerns. In  Le marais ( 1986), 
the colours, textures and materials, m agn i
fied by the s k ilfu l play o f shadow and lig h t,  
result from  a poetic archeology o f memories 
— memories o f childhood and memories o f 
art and styles.



B r i g i t t e  R a d e c k i
Germany, 1940

N ature morte avec montagne et bouteille verte, 1986 

oxidized cement, fibreglass, 73.6 x 99 x 40.6 cm 

acquired in 1987

In  the ve ry  l i te r a l ly  named w o rk  
Nature morte avec montagne et bouteille verte 
(1986), B r ig it te  Radecki tackles the tra d i
t io n a l p ic to r ia l genre o f  s t i l l  l i fe  by the 
uncom m on means o f scu lp tu ra l treatm ent. 
Nevertheless c la im ing  am b ig u ity  as the basis 
o f an approach that also falls under the head
ings o f insta lla tion  and draw ing , she makes 
use o f the expressive values o f colour and the 
s u b tle ty  o f  m on o ch ro m a tic  v a ria tio n s  to 
define and accentuate the forms and m otifs 
evocative o f man’s firs t contacts w ith  matter. 
The in tro d u c tio n  o f the plane surface, the 
a llusion to  landscape and the traces o f per
spective co n firm  the h yb rid  character and 
de libera te  con tra d ic tio n s  proposed by the 
w ork and are just as im portan t as the p r in c i
pal attachment to the gesture o f the hand.

S a m  T a t a
Shanghai (China), 1911

Parade, 

Shanghai 1949 

black and white 

photograph 

recently printed, 

35.5 X 28 cm 

acquired in 1988

Photographer 

B i l l  B randt, 

London 1978 

black and white 

photograph 

recently printed,

35.5 X 28cm  

acquired in 1988

Royal V is it, 

Montreal 1949 

black and white 

photograph 

recently printed, 

28 X 35.5 cm 

acquired in 1988

Sam Tata’s body o f photographic w ork 
is considerable. For more than 50 years, firs t 
in  China and Ind ia , and then since 1956 in  
M ontréa l, where he settled permanently, he 
has observed and recorded events, the crowds 
pa rtic ip a tin g  in  or undergoing them , and the 
faces experiencing them . He has been p r iv i
leged to witness great h is to ric  upheavals — 
the Chinese revolution, the height o f G andh i’s 
influence — as w e ll as everyday events and 
gestures. H is  1948 m eeting in  Bombay w ith  
the  fam ous p h o to g ra p h e r H e n r i C a rtie r-  
Bresson was a decid ing  factor for h im , and 
enabled h im  to break w ith  the academicism 
o f trad itio n a l photography. W he ther they be 
sobre, g r ip p in g  documents in  the tra d itio n  o f

pho to jou rna lism , or extraord inary portra its  
o f artists, the photographs produced by Sam 
Tata th ro u g h o u t h is career stem from  an 
in tu i t iv e ,  d ire c t approach to  re a lity  and 
express the hum an ity  and hum anism  o f the 
gaze he focuses on beings and th ings.



I r e n e  W h i t t o m e
Vancouver (B ritish  Colombia), 1942

Egg, 1970

mixed media and objects 

70.5 X 58 X 23.5 cm 

acquired in 1986

(1969-1970) — a glass-covered 
box enclosing an odd, organized collection o f 
found and made objects — constitutes the 
leaven o f a rich a rtis tic  o u tpu t that has con
tinued to develop and surprise for more than 
two decades, and is carried on in  the current 
w ork devoted to the a rtis t’s Alusee des Traces. 
As is indicated by the t it le ,  which is spelled 
out inside the w ork, the egg, microcosm o f 
the universe and embryo o f all actions, power
fu lly  suggests the notions o f envelope and 
receptacle and, by extension, the notions o f 
the s tu d io  con ta ined  in  a box and o f  the 
museum shell, both o f these being favoured 
places for gathering, classifying and catalogu
in g  ob jec ts . P rec ious ly  en sh rin e d , these 
recreated artifacts  (bu ttons, fabrics, cotton 
ba tting  . . .) emerge out o f a patient archeolo
gy o f m em ory and knowledge, o f natural and 
cu ltu ra l history. Irene W h itto m e  explores and 
pushes to its u ltim a te  lim its  the fo rm ing  o f 
the object in private, and its presentation in 
pub lic .
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L i s t  o f  W o r k s

Sylvie Bouchard 
Untitled, 1986
watercolour on wood, 4 parts 
103 X 154.5 cm (each)
206 X 309 cm (overall) 
acquired in 1987

Françoise Boulet 
Poisson d ’or, 1987 
lead pencil and 
o il pigment on paper 
272 X 549 cm 
acquired in 1988

Geneviève Cadieu x  
Linconstance du désir, 1988 
5 parts
concrete sidewalk 
12.7 X 261.5 X 132 cm 
black and white photograph 
122 X 261.5 X 5 cm 
porcelain shoes, size 37 
frame 45.7 x 60.6 cm 
acquired in 1988

M ichel Campeau 
8 black and white photographs 
from the series
Week-end au «Paradis Terrestre» !,  
1973— 1981, recently printed 
acquired in  1987

Jardin botanique, 1980
50.5 X 40.3 cm

Fête religieuse portugaise, 1980
40.5 X 50.5 cm

Saojoao de Argo, Portugal 1985
40.5 X 50.5 cm

Paris, France 1985
40.5 X 50.5 cm

Paris, France 1986
40.5 X 50.5 cm

Pointe-du-Raz, Brittany 1986
40.5 X 50.5 cm

Pointe-du-Raz, Brittany 1986
50.5 X 40.5 cm

Niont Saint-Michel, France 1986
50.5 X 40.5 cm

Andrew  D utkew ych 
Daedalus' Dream, 1986 
Steel, a lum inum , varnish and water 
343 X 220 X 102 cm 
acquired in 1987

Y ves Gaucher 
YG I 0 / N ,  1968 
acrylic on canvas 
274.3 X 202 cm 
acquired in 1989

Betty Goodw in
Nest One, 1973 
Nest Two, 1973 
Nest Three, 1973 
etchings, 1/5 
42 X 35 cm (image) 
acquired in 1988

Flenri Cartier-Bresson, 
Bombay 1948
35.5 X 28 cm

Calcutta, Bombay 1948 
28 X 35 cm

Rickshaw-Coolie. “Tea Break” , 
Shanghai 1949 
35 X 28 cm

Bird Fancier, Shanghai 1949 
28 X 35.5 cm

Refugees, North Station, 
Shanghai 1949 
28 X 35.5 cm

Babysitter, Shanghai 1949 
28 X 35 cm

Parade, Shanghai 1949
35.5 X 28 cm

Coolie Woman. Moonsoon, 
Bombay 1949 
28 X 35.5 cm

Kashmiri Woman and Child, 
Srinagar 1955
35.5 X 28 cm

Royal Visit, Montreal 1959 
28 X 35.5 cm

Siesta, Florence 1959 
35 X 25.5 cm

Fête religieuse portugaise, 1980
40.2 X 50.3 cm

Parc Belmont, 1980
40.3 X 50.5 cm

Washington Square, 1981
40.5 X 50.4 cm

île Ste-Hélène, 1981
40.5 X 50.5 cm

Piscine olympique, 1981
40.5 X 50.5 cm

Défilé de la St-Jean, 1981
40.5 X 50.5 cm

Serge Clément
13 black and white photographs
from the series
Notes urbaines — suite européenne, 
1984- 1986, recently printed 
acquired in 1987

Jardin des plantes, Paris 1984
40.5 X 50.5 cm

Venise, Ita ly  1984
40.5 X 50.5 cm

Pise, Ita ly 1984
40.5 X 50.5 cm

Florence, Ita ly 1984
40.5 X 50.5 cm

Colisée, Rome 1984
40.5 X 50.5 cm

Vatican, Rome 1984
40.5 X 50.5 cm

Palais de Tokyo, Paris 1984
40.5 X 50.5 cm

M ichel Goulet 
Modèles, 1985 
steel, tin , wood, 
mixed media and objects 
wall : 50 x 184 x 26 cm 
floor: 109 X 28 X 25 cm 
acquired in 1986

Pierre Granche 
Thales au pied de la spirale, 1988 
galvanized sheet metal, wood 
18 figures
spiral : 235 x 800 cm (diameter) 
acquired in 1989

Raymond Lavoie
Référence-souvenir de Bournemouth,
dessin n° 5, 1979
graphite and watercolour on paper
122 X 183 cm
acquired in 1987

G illes M ihalcean 
Le marais, 1986 
mixed media
plaster, glass, polyurethane, 
resin, wood, fibre, aluminum 
190 X 457 cm (diameter) 
acquired in 1987

Brig itte  Radecki
Nature morte avec montagne et 
bouteille verte, 1986 
oxidized cement, fibreglass
73.6 X 99 X 40.6 cm 
acquired in 1987

Sam Tata 
22 black and white 
photographs, 1948-1982, 
recently printed 
acquired in 1988

Bathing Boy, Bombay 1948 
28 X 35.5 cm

Painter-Photographer Charles Gagnon, 
Montréal 1971
30.5 X 23 cm

Hasidic Jews, Rosh Hashanah, 
Montreal 1971 
28 X 35.5 cm

Theatre, Tokyo 1973 
28 X 35.5 cm

Artist Jacques de Tonnancour, 
Montréal 1973 
30 X 23 cm

Axtor Donald Sutherland,
London 1976
35.5 X 28 cm

Jacques-Henri Lartigue, 
photographer,
Paris 1976 
35 X 25 cm

Painter Guido Molinari,
Montréal 1976
30.5 X 23 cm

Photographer B i l l Brandt,
London 1978
35.5 X 28 cm

Painter Yves Gaucher,
Montréal 1978 
23 X 30.5 cm

Painter Claude Tousignant,
Montréal 1982 
23 X 30.5 cm

I rene W hittome
Egg, 1970
mixed media and objects
70.5 X 58 X 23.5 cm 
acquired in 1986
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