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PRESENTATION 

Ce tte ed ition d'Archilecturc Canada conti ent un bon 
echa ntill on d 'approches en ca racter isa ti on, en ana lyse e t 

en interpreta ti on du paysage construit. 
La presentation du Luminous Veil erige sur le parapet du 

Prince Edwa rd Viaduct de Toronto permet a Marco Polo d 'ex
plorer la complexite semantique du proje t architectural qui, se 
superposa nt a un monument reconnu, en reconstruit la lecture. 
Objet utile e t necessaire, Ia barriere anti-su icide peut etre banale 
e t passer inapen;ue - c'est le cas du garde-fou bricole qui a ete 
installe sur le pont Jacques-Cartier a Montreal en 2004 - ou 
stimuler I'imaginaire collectif au point de forcer Ia main aux 
dec ideurs, souvent peu enclins a appuyer !' innovation. 

DansIe reg istre des etudes de caracteri sation, on peut noter 
avec bonheu r que les recherches sur Ie patrimoine religieux du 
Canada prosperen t. Malcolm Thurlby, hi storien d'architecture 
epicurien, retrace, preuves visuelles a l'appui, Ia genese form elle 
d'un corpus neo-roman developpe pour I'Eglise catholique ro
maine par Joseph Connoly, proclame Pugin irl ando-ca nad ien 
meme s' il delaissa I'ogival, et Arthur Holmes, moins habile, qui 
prit sa releve. Les monuments ontariens sont habilement repla
ces dans un contexte ca nadien elargi e t offrent notamment un 
ecla irage nouveau sur quelques g randes egli ses montrea laises. 
Dans Ia meme lig nee, Paula Wubbenhorst reper torie les ingre
dients formels, sources europeennes e t e tasuniennes confon
dues, de Ia cathedrale Christ the King d 'Hami lton pour conclure 
a une reelle americanite que l'architecte William R. Souter aura it 
habilement imposee a un eveque medieva li sant. 

De son cote, Anne-Marie Broudehoux revisite Ie Chatea u 
Frontenac par le biais d 'une histoire sociale de sa construction 
iconique. Erige sur un site conteste, !'hotel du Canadien Pacifi
que a d 'abord gra ndi en marge d 'un Vieux-Quebec qu'il a pris 
du temps a apprivoiser, en s' inserant dans l'imag inaire loca l, en 
participant a Ia construction identitaire de !a cite de Champlain. 
Aujourd'hui synonyme du Vieux-Quebec, le baronial Chateau 
pretend me me, curieux re tour des choses, au titre de figure 
emblematiq ue de la capitale dite nationale du Quebec. Dans Ie 
meme registre de !'analyse des representations, ancrage loca l en 
moi ns, l'essa i de Jonathan Cha sur I'enchinoiscment par e tapes 
de !'ancien quartier Dufferin a Montrea l pose Ia question de Ia 
ghettoi'sation positive a des fins de mise en tourisme OU, plus 
ordinairement, de tou ri stification. 

Dans ce numero aussi, paraft le rapport de Michel Pelletier 
qui a permis a la Commission des lieux et monuments histori
ques de reconnaft re !'arrondi ssement historique de Senneville 
com me lieu de villegiature de ce qui etait a l'epoque !'elite finan
ciere de Ia metropole du Canada : Montreal. 

Luc Noppen 
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PRESENTATION 

This issue of Architrcture Canada demonstrates a varie ty of 
approaches to characterization, analysis, and interpretation 

of the architechtrallandscape. 
Through its presentation of the Luminous Veil erec ted on 

the parapet of Toronto's Prince Edward Viaduct, Marco Polo ex
plores and gives a new interpretation to the semantic complex i
ty of that architectural scheme, superposed on a well-known 
monument. Useful and even necessary, a suicide barrier can be 
unorigi nal and go unnoticed-such as the cobbled-up railing on 
Montreal's Jacques-Cartier Bridge (2004)-or it can stimulate the 
collective imagination to the point of influencing decision-ma
kers, not very prone to support innova tion. 

As regards characterization, it is fortunate to rea lize that 
research on Canada's religious heritage has advanced. Through 
vi sual support, Malcolm Thurlby, an epicurea n architectural 
historian, traces the formal history of a Roman Renaissa nce 
style developed for the Roman Ca tholic church by Joseph 
Connolly-decla red the Irish-Canadian Pugin even though he 
disregarded gothic principles- and hi s less-talented successor, 
Arthur Holmes. The Ontarian monuments are cleverly placed 
in a wider Canadian context and notably shed new li ght on 
some of Montreal churches. In the same line of thought, Paula 
Wubbenhorst records for mal ingredients, including European 
and American sources, to conclude to the influence of America 
on the Cathedral of Chri st the King in Hamilton, which was 
cleverly imposed on an "Old World" bishop by a rchitec t 
William R. Souter. 

As for Anne-Marie Broudehoux, she revisits the Chateau 
Frontenac through the social hi story of its iconic landmarks. 
Built on a controversia l location, the Canadian Pacific hotel 
originally developed on the fringe of Old Quebec where it was 
difficult to find local recognition, even though it served the cul
tural construction of the city of Champlain . Nowadays sy nony
mous with Old Quebec, the Baronia l Chateau even became the 
symbol-strange turnabout-of the so-called national capital of 
Quebec. Tn the same line of representation analysis, apart from 
local roots, Jonathan Cha's essay on the step-by-step chinezation 
of the old Dufferi n a rea in Montreal brings up the issue of po
sitive ghettoiza ti on aimed at touri stication or, more commonly, 
tou ristification. 

This issue also presents Michel Pelletier's report that al
lowed the Historic Sites and Monuments Board to acknowledge 
the historic district of Sen neville as vacation resort of what was 
then the financial elite of Ca nada's Metropolis: Montreal. 

Luc Noppe11 



IlL 1. L' enchinoisement symbolique dans !e contexte de Ia mondialisatlon. Arche Cpor1e) du quartier 
chinois devant le gratte-ciel d' Hydro-Quebec. 
<Photo : Jonathan ChaJ 
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Jonathan Cha 

La representation symbolique 
dans le contexte de Ia 
mondialisation1 

L'exemple de Ia construction identitaire 

du quartier chinois de Montreal 

La com munaute chinoise de Montreal s'est forge 
une identite collective, cu ltu rel le et tres spatialisee 

(i ll. 1). A l'heure de Ia mondialisation, elle s'ancre dans 
un quartier montrealais par des phases successives 
d'enchinoisement et de mise en symbole d 'envergure, 

en ayant recours a une vision paysagere issue d 'ima
ges, d'ideologies et de traditions architectura les chi noises 
distinctes. 

Le quartier chinois s'est, dans un premier temps, affirme 
comme Je lieu des Chinois a Montreal, alors que, dans un se
cond temps, Ia communaute s'est adaptee a Ia rea lite actuelle en 
utilisant cette plage urbaine pour se representer comme com
munaute culture lle dans Ia ville. Sans necessairement y resider, 
les Chinois de !'agglomeration affichent Ia leur identite par un 
ensemble de comportements e t de dispositi fs qui affirm en t le 
caractere resolument chinois des lieux. Cette terre premiere de 
tousles Chinois de Montreal apparalt ainsi comme le quartier Je 
plus thematise de Ja metropole; c'est aussi, au Canada, celui qui, 
a notre avis, presente Je plus d ' icones chinoises. Dans le pay
sage canadien, Le Chinatown de Montreal s'est ainsi acquis une 
image de marque par le biais d 'une representation symbolique 
qui lui assure une universalite reconnue. 

Autrefois zone d'exclusion, d 'insalubrite -refuge du mys
terieux Chinaman - et meme ghetto a une certaine epoque, le 
quartier chinois a subi depuis le debut des annees 1980 une 
rehabilitation dans l'imaginaire collectif. Le renversement de 
Ia situat ion est tel que !'on peut conclure a un processus de 
<< ghettoi·sation positive>>. En effet, la communaute chinoise de 
Montreal cherche a se demarquer spatialement dans la ville, en 
utilisant des referents ex ternes qui renforcent et dramatisent 
son image de veritable quar tier (( chinois >>. 

Au terme de Ia derniere phase d'enc/rinoisemenl, le quartier 
chinois de Mon treal s'offre a Ia touristification. C'est un lieu bien 

3 
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defini avec des limites et des entrees commerciales claires, un 
nombre e t une diversite de boutiques e t de res taurants au x pro
duits exotiques. Son caractere chinois se veut « authentique » : 

!'omnipresence d 'artefacts, d 'odeurs e t de decoration typiques 
et une activite constante qui se deroule dans une certaine ca
copholl ie urbaine forgent depuis long temps l'imaginaire collecti f 
chinois. 

La na issance du ·· quart ie r chinois •·2 

C'est en 1902 qu'apparaft offi cieusement, dans un quotidien 
montrea lais, !'appellation quartier chinois: << Toutle monde sa it 
que Ia partie de Ia rue de La Ga uchetiere, compri se entre Saint
Charles-Borromee3 et Chenev ille, est en gra nde partie habitee 
pa r des Chinois. C'est Ia ce qu'on appelle le quar tier chinois de 
Mont rea l'. » La, les epiceries, les associations et les missions 
chretiennes chinoises ont pignon sur rue et signalen t Ia pre
sence d 'une enclave chinoise a Montrea l. 

C'est au debut de Ia vag ue d 'industri alisation (1877-1911) 
et dans un qua rtier oi:t vivent deja des immigra nts pauv res, 
notamment les Irlandais, que les premiers Cantonais ouvrent 
deux commerces de blanchisserie a Montrea l ; d 'autres buan
der ies chinoises viendront par Ia suite s'installer sur les rues 
Sa in t-Antoine e t de Bleury. Ma is les Ca ntonais aspirent a de
veni r proprie taires et commen;a nts; ils s' insta llent au cceur 
du nouveau pole marchand de Ia metropole, pres de Ia secti on 
Ia plus ancienne du boulevard Sa int-Laurent, au sud de Ia rue 
Sa inte-Catherine. Durant les annees 1890, les p remiers elements 
du futur quartier chinois de Montrea l trouvent place su r Ia rue 
de La Ga uchetiere, entre les rues Sa int-Urbain e t Clark, dans le 
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Ill. 2. ~ John Chinaman ... Portrait d'un homme 
chinois inconnu. M ontreal. 1895. 
<Col!ecuon Notman. M usee M cCOfd Il- l 09594 1) 

quartier Du fferin du faubourg Saint-Laurent. Au debut des an
nees 1900, pres d 'un millier' de Cantonais y resident. Les lieux 
de travail se metamorphosent : les arrieres-boutiques autrefois 
utiles aux artisans se transforment en cu isines, en dortoirs e t en 
lieux de rencontres et de jeux. 

Cependant, et inevitablement, Ia communaute chinoise se 
heurte a Ia discrimination, au racisme et a Ia segregation6 De
va nt !'importance des blanchisseries occupees par des Chinois, 
ce qui vaudra d 'ailleu rs a Montreal le titre de << capitale de la 
blanchisserie chinoise au Canada7 >>, les commen;ants blancs 
a ffi rment que les Chinois subtilisent leu rs emplois et que, en 
somme, « fohn Clr inaman8 » est de trop (ill. 2). Les Chinois et 
leu rs coutumes, leur mode vestimentaire, leurs odeu rs, leurs 
parfums et leur mode de vie par ticulier representent defini
tivement l'inconnu, l'exotisme, le pittoresque, le wilderness le 
plus etrange vecu par Ia socie te montrealaise. Les immig rants 
chinois vivent ainsi en communaute fermee en raison de Ia 
xenophobie des Canadiens-fran\ais, de Ia concurrence deloyale 
imposee par certains corps professionnels et de !'ex ploitation 
de ceux-ci par le patronat loca l. Apparu en partie par les preju
ges et la discriminati on ouverte de Ia com munaute blanche, le 
quart ier chinois s'est aussi consti tue dans le desir de perpetuer 
une cultu re e t des coutumes de vie propres, de repondre a des 
besoins economiques, d'etabl ir un reseau social e t d ' influencer 
Ia chaine migratoire. 

De plus, les Chinois sont restes fid eles a leurs pr incipes 
cultu rels au sein d 'une communaute relativement close sur elle
meme, alors que Ia societe montrea laise, fra ncophone ou anglo
phone, a toujou rs cru qu'e lle arr ivera it a assimiler completement 
les immigrants. Les Chinois creent leur marche du trava il e t 
du capita l, demeurent majoritairement endoga mes, perpetuent 
leu rs usages cantonais e t s'identi fient selon des referents de leur 
socie te d'orig ine, en se regroupant en des associations claniques 
et des pa rtis politiques e trangers a Ia vie culturelle et sociale 
de Montreal. Les Montrea lais se representent, par ces pratiques 
ethniques meconnues, !'image d'une Chine transplantee dans 
leur ville. A cela s'ajoute Ia barriere culturelle ling uistique, 
puisque Ia majorite des immigra nts chinois ne pa rlent pas ou 
tres peu l'anglais et ont une claire difficulte de communica
tion. En outre, les Chinois ignorent Ia culture et les coutumes 
occidentales. Cepend an t, le fa it de vivre reuni s leur permet de 
parler leur propre langue, de manger leur propre nourritu re et 
d 'adorer leu r propre Dieu, tout comme ils le fera ient en Ch ine. 
C'est pou r serv ir et subveni r aux besoins de Ia communaute 
chinoise e t des trava illeu rs, notamment par les restau ra nts et 
les commerces, qu'est ne le quar tier chinois. Aujourd'hui, Ia 



Ill. 3. BAtiments de pierre grise du boulevard Saint-Laurent . dissimules derriere une couche 
chi noise signaletique. 1110-1116. boulevard Saint-Laurent. 
<Photo . Jonathan Cha) 

Ill. 4. E:dtfice Brunet. 1076-1080. boulevard Saint-Laurent. 
<Photo : Jonathan Cha) 

concentration chinoise en un quartier repond toujours aux 
besoins de Ia communaute asiatique, mais est aussi un objet 
touri stique par excellence dans Ia metropole. 

Un quartier chinois d'architecture montrealaise 

Le quartier chinois de Montreal s'est cree, dans les vingt der
nieres annees e t sous differentes phases, une identite urbaine 
propre, une ident ite chinoise universelle. Ce patrimoine de 
culture chinoise n'emane pas des referents historiques du site 
pas plus qu'il ne se deve loppe dans Ia valorisation du cadre 
bat i. Les traces des communautes juive, ecossaise et irlanda ise 
sont d'ailleurs disparues de l' imaginaire collectif. Ce qui portait 
autrefois le nom de Petit Dubli11 est aujourd 'hui devenu le quar
tier des Chinois e t des Asiatiques et !'image d'un quartier ayant 
vecu !'evolution socia le montreala ise disparaft sous une couche 
ch i noise, com me si ce lieu ava it toujours ete une petite Chine. 

Ill. 5. Edifice Drapeau et Savignac. 1068-1074. boulevard Saint-Laurent 
<Photo : Jonathan Cha) 

On pen;oit aujourd'hui le quartier chinois comme aya nt tou
jours ete le quartier chinois, puisque le caractere identitaire du 
lieu est extremement fort. Il est a ce point fort qu'il permet au x 
visi teurs d'oublier que le quartier est morcele par de nombreux 
terrains vaca nts presents depuis les annees 1970 et de ne plus 
remarquer le caractere montrea lais du lieu, un quartier au passe 
a Ia fois residentiel e t commercial, avec de nombreux batiments 
construits avec Ia celebre pierre grise de Montreal. II y a ainsi 
une tendance genera lisee a ne pas voir le cadre bah montrea lais 
dans le quartier chinois, mais d 'y remarquer principalement ses 
chinoi series (ill. 3). En effet, Ia force de Ia couche chinoise voi le 
l'identite montrea laise du quartier au profit de Ia representation 
symbolique chinoise. 

Les Champs-Eiysees dans le quartier chinois ! 

De g randes visions anim aient Ia bourgeoisie francophone de 
Montreal a Ia fin du di x-neuvieme siecle (1885-1895). C'est le 
moment ou est elarg i le boulevard Saint-Laurent dans l'optique 
d'en faire une voie prestigieuse a !'image des Champs-Elysees 
de Paris. Cette restructuration prend forme sur le flanc ouest du 
boulevard Saint-Laurent entre Ia rue Saint-Antoine et !'avenue 
des Pin s. Ce grand projet met d'ailleurs en vedette une archi
tecture inspiree de !'ecole de Chicago et du style neo-roma n et 
le Monument national en est assurement le batiment phare. Le 
boulevard Saint-Laurent se demarque desormais par ses thea
tres, ses commerces et ses bureaux et quelques biltiments du 
quartier chinois temoignent de ce passe glorieux du boulevard 
Sa int-Laurent. Ces batiments sont caracterises par des fa<;ades 
en pierres grises, par de larges ouvertures avec des arcs en plein 
cintre et des structures a composantes de fonte . Les architectes 
montrealais Daoust e t Gendron ont d 'ailleurs la isse, en 1889 et 
1890, un heritage de trois batiments remarquables sur le terri
toire actuel du quartier chinois. L'edifice qui temoigne le plus 
ces ca racteristiques est sans aucun doute l'ed ifice Brunet (ill. 4) 
qui eta it dote, a l'epoque, d 'une sa lle de concert a l'etage. A ses 
cotes s'elevent les edi fices Drapeau et Savignac (ill. 5) et, plus 
au sud, J'edifice Robill ard (i ll. 6), lieu de Ia premiere projection 
cinematographique a Montreal. Outre les batiments residentiels 

5 



JSSAC I JSEAC 29 . no• 3. 4 <2004l 

et commerciaux en pierres grises, il y a !'edi fice Trudel (ill. 7) de 
l'a rchitecte J.-H. Bernard qui se demarque par son eclecti sme et 
sa predominance de colori s rouge. 

Outre ce legs architectural de la bourgeoisie francophone 
au centre-ville de Montrea l, le qua rtier chinois est parseme de 
bat iments purement montrea la is qui evoquent le passe resi
dentiel, industriel, instituti onnel et religieux du qua rtier. On 
trou ve ai nsi des anciennes maisons datant du di x-neuvierne 
siecle sur les rues de La Gauchetiere, Clark, Sa int-Domi nique 
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Ill. 6. Edifice Robillard, 972-976. boulevard Saint-Laurent 
(Photo : Jo11athar. ChaJ 

Ill. 7. Edince Trudel . I 0 14-1016. boulevard Saint-Laurent 
tPhoto : Jonathan Cha) 

et Saint-Urbain, ainsi que des batiments u lterieurs de p ierres 
grises disperses dans le quartier. On remarque ega lement des 
anciens batiments a !'architecture industrielle de la Canadian 
Cork Cutting Co. (1887, 1030, ru e Cheneville), de la George and 
Hodge and Sons (1901, 205, avenue Viger ouest) et de l'hopital 
Saint-Charles-Borromee (66, boul. Rene-Levesque). On observe 
ensuite des edifices au passe institutionnel et reli gieux, soit 
!'ecole ecossaise Briti sh and Canadi an School rea lisee par l'a r
chi tecte O'Donnell (1826, 120, rue de La Gauchetiere), I'egli se 
ecossaise Secessionist Church of Scotland9 (1835, 205, rue de La 
Gauchetiere) et le patronage Saint-Vincent-de-Paul, propriete du 
seminaire de Saint-Sulpice (1893, 209, rue de La Gauchetiere) . 

Ce bref inventai re nous indique que le quar tier chinois s'est 
implante dans un environnement montreala is e t qu'il s'est deve
loppe a par ti r du cadre bati existant. La communaute chinoise 
s'est done integree au tissu urbain montrea lais e t s'est graduel
lement approprie son espace en superposant ses referents cultu
re Is. Cette portion du fa ubourg Sa int-Laurent est aujourd'hui un 
palimpseste des allees et venues des montrealais (francophones, 
anglophones, a llemands, ecossais, irlandais, juifs et chinois) qui 
laisse entrevoir plusieurs traces perceptibles de leur presence 
sur le territoire. La lecture du lieu ne se fait pas seulement au 
present, de sorte que les Chinois n'ont pas fa it table rase pour 
se construire une identite spatiale, mais ont plutot superpose 
au x couches precedentes leur at tachement au lieu par ce que 
!'on peut defi nir comme un par tage cu lture!. On se trouve done 
aujourd'hui avec un quartier ch inois purement montrealais. 

Le processus d'enchinoisement du quartier chinois 

Cadre conceptue/ 
Definition, hybridation et mondial isation 

II est de premiere importance de definir le concept d'enchinoise
merrt qui s'avere, dans le cas present, l'ancrage de ]'arg umenta
tion. Broudehoux, dans son recent article portant sur Ia ville de 
Beijing, intitule Learning from Ch inatown: The Search for a Modem 
Chinese Architectural Identity, 1911. -1998, util ise les concepts de 
re-sinicization, de c/rinatownisation et d'orientalization de !'a rchitec
ture chinoise. Preferant conserver les racines du mot « chinois », 

nous proposons d 'utili ser, pour les fins de ce t a rticle, le terme 
enchirwisement pour representer Ia mise en symbole du quart ier 
chinois de Montreal. 

Le tenn e encirinoisement provient en pa rtie du mot « chi
noiserie " qu i, selon sa definition, represente un obje t de lu xe 
ou de fantaisie venu de Chine ou de gout de Chine et pouva nt 



s'ex primer comme motif ornementa l, decor ou 02uvre d 'art 
d ' inspiration chinoi se. Suivant les traces logiques de cette defi
nition, le terme encilinoisemwt sera utili se dans !'idee de rmdre 
un caractt're chinois a /'objet, au lieu 11c /'etant pas au depart, par une 
reinterpretatio11 se vou/ant manifeste, 1nais 11011 pastiche. Planifie 
ou spontane, I'enchinoisement se rt principalement des interets 
sy mboliques et identitaires, comme c'est le cas pour le qua rtier 
chinoi s de Montreal. 

II est evident que I'enchinoisement de Montrea l s'est for te
ment inspire d 'images de lieux authentiques en Chine, sans pour 
autant les copier betement. Pa r contre, l'cnchinoisement a procede 
a une reinterpretation propre des artefacts e t des icones chinois, 
purement montrea laise, selon les desirs des representants de !a 
communaute chinoise e t de !a ville de Montreal. ll ne fa ut ai nsi 
pas chercher une origine incontestable, un modele precis, une 
purete e t une exactitude dans les act ions posees pour enchinoiscr 
le quar tier chinois de Montreal, mais plu tot observer le caractere 
vernaculaire qui se degage de ces objets au gout de Chine. 

Les phases d'enchinoisement, au nombre de cinq, ont ine
vitablement donne, au cours des cent trente dernieres annees, 
un caractere hybride au quartier. De composite a ex plicite, le 
ca ractere chinois du lieu s'est graduellement impose comme 
langage predominant. Selon Simon, J'hybridite se definit com me 
la diffusion de traits culturels selon une logique previsible et 
imprev isib]e e t Ce, a partir des elementS en presence 10 C'est 
done di re qu 'une nouvelle couche s'i mplante a l'existante. Pour 
Venturi 11

, ce qu'il aime des choses, c'est qu'elles soient hybrides 
plutot que pures. 

Alors que Simon developpe I'identite hybride du quartier 
Mile-End construite a la foi s sur la memoire et sur l'oubli, le 
quartier chinois, inversement, construit son identite par le 
recours a une monumentalite chinoise sy mbol ique. L'identite 
du Mile-End persiste grace aux ecrits et aux traces, alors que 
l'identite du quartier chinois se recree grace a un enchinoisement 
recent. Les arches seraien t-elles les gardien nes de la memoi re 
ch inoise? L' identite chinoise se defi nit moins par le rapport a 
l'histoire, mais davantage par un tissu d 'associa tions e t de re
ferences m aterielles, issues de l'enchinoisement, di stribuees dans 
l'espace e t dans le present. 

Le quartier chinois entre tient vigoureusement le symbole 
comme si l'identite y e tai t dependante. En se refera nt a Simon, 
on reinterprete et on constate de fac;o n eloquente que le quartier 
chinois ne tend nullement vers l'homogeneisa tion, mais davan
tage vers l'hyperdifferenciation ou Ia re-ethnicisati on 12

• Dans le 
contexte de la mondiali sation, Ia communaute chinoise se sera it 
done mise en situatio11 de fron tiere afin de marquer sa presence 

territoriale. Dans ces temps de mondialisation et d 'hybridation 
culturelle des identites, Broudehoux n, en prenant l'exemple 
de Beijing, parle d 'une recherche de local dis tinctiveness : '' Glo
bali zation has thus been accompanied by the exacerbation of 
societa l and ethnic self-consciousness and the resurgence of 
expressions of collective identity. » 

Dans cette periode de mondialisation, il a ete e t il est 
valorise de simuler un paysage chinoi s en s' inspirant d'une 
image d 'une Chine monumentale plutot que celle d 'une Chine 
vern aculaire davantage rurale. Par une idealisation d 'une Chi ne 
<< revolue » et le recours aux elements traditionnels se cree une 
image stereotypee devenant une att raction touristique mon
diale : « Over time, this image spread to other Chinatowns 
and became consecrated as the physica l manifestation of the 
presence of ethn ic Chinese communities around the world 14

• » 

Le quartier chinois de Montreal est done a Ia recherche d 'UNE 
image sy mbolique qui le reconnaftrait e t le di stinguerait dans 
un systeme plus global, plus universe!. 

Phase 0 (1877-1893),; 

L'apparition des Chinois dans le faubourg 

Les Chinois arrivent dans la metropole a partir de !a seconde 
partie du di x-neuvieme siecle, mais !a periode 1877-1893 ma rque 
!a veritable premiere periode d'arrivee e t d ' insertion d ' immi
gra nts cantonais a Montreal, notamment par l'ouverture des 
premieres buanderies chinoises1

", dont la Troy Steam Laundry 
et Ia Montreal Steam Laundry. La premiere colonie chinoise ne 
compte que quelques trente membres en 1888 e t voit ce nom
bre aug menter jusqu 'a cinq cents membres sur une periode de 
quin ze ans. La majorite de ces immigrants s'insta llent dans le 
faubou rg Sa int-Laurent et c'est de cette fac;on que les bases d'un 
futur qua rt ier chinois sont posees. C'est a insi que se manifeste 
!a prem iere presence chi noise a Montreal ou quelques centa ines 
de nouveaux arr ivants vivent pauvrement et travaillent dure
ment dans des industries legeres du secteur adjacent ala vieille 
ville. 

Phase 1 (1894-1923)17 

Percee commerciale' 8 cantonaise et signaletique 

Apres vingt annees d 'acc\imatation, la communaute chinoise, 
qui atteint mille personnes au debut des annees 19001• et deux 
mille au debut des annees 1920, peut se permettre de reorienter 
ses activi tes en raison de sa population grandi ssante. Avec une 
popula tion qui demeure dans une zone ouvriere, la demande 
croissante de restaurants, de cafes, de blanchisseries et d'autres 
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services est rencontree par les immigrants chinois. II y a done 
une graduelle transformation des bati ments et des locaux et, 
peu a peu, se cree une image distincte dans le secteur. Ainsi, 
selon les ecrits20

, c'est en 1894 que des marchands cantonais sus
pendent leurs enseignes dans Ia rue (ill. 8), soit sur Ia rue de La 
Gauchetiere, entre les rues de Bleury et Saint-Urbain. L'hybridite 
entra!ne l'ouverture de nou veaux espaces d'enonciation et c'est 
dans ce contexte qu'apparalt en 1894 le premier signal visuel 
iden titaire lie a Ia communaute chinoise. 

Plusieurs sa lles a manger21 apparaissent au debut des 
annees 1900 et Ia concentration de population et de produits 
chinois amene le quotidien La Presse, en 1902, a declarer pour 
Ia p remiere fois le secteur comme etant le quartier chinois de 
Montreal. Le quartier est desormais connu par une appellation 
precise, un paysage distinct, des odeurs et des caracteres etran
gers. Cette phase marque Ia mise en place d'objets sensoriels 
singuliers qui rendent le quartier chinois unique a Montreal. La 
communaute chinoise profite de cette conjoncture pour pour
sui vre son expansion commercia le, de sorte qu'on y trouve en 
1915 pres d'une cinquantaine de commerces et de restaurants22

. 

Ce premier geste d'enchinoisement, par le recours a !'ideogram
me, au signe g raphique dans l'espace, deviendra !'arch itecture 

8 

Ill . 8. Exemple d'enseigne. 1106. rue Clark. 
Les premieres enseignes etaient principalement 
horizontales. sabres et limitees aux caracteres 
chinois. 
<Photo Jon(lthan Cha) 

Ill . 9 . Afflchage. enseigne du restaurant YEN KING, 
1020. bouL Saint-Laurent. 
<Photo Jonathan Chal 

meme de ce paysage urbain, une 
architecture de communication 
et une couche dominante de 
signification litteraire appliquees 
au quartier. 

Phase 2 (1924-1964) 
Affichage, superposition 
chinoise et theorie du 
hangar decore 

Desormais implantee a Mon
treal, Ia communaute chinoise 
poursuit son evolution durant 
Ia periode 1924-196423

: la po
pulation chinoise de Montreal 
passe de deux mille a dix mille 
personnes durant cette periode. 
Elle est affectee par les crises 
economiques, Ia concurrence, le 
racisme, la guerre et l'acte d'ex
clusion (1924-1947), en vertu du
quel aucun Chinois n'est autorise 
a entrer au pays. C'est dans cette 
periode difficile que les Chinois 
sont forces de vivre en ghetto, epreuve importante qu'il s sur
montent en comrnunaute. 

C'est au milieu de ces difficultes que s'ouvrent de grandes 
institutions ch inoises : dans les annees 1920, le Sun Cafe et le 
Montreal Chop Suey, suiv is en 1933 par le celebre Nanking Cafe, 
en 1939 par le Paradise Cabaret et le restaurant Lotus Garden 
et, finalement en 1946, par une fabrique de biscuits et de pates 
a limentaires, Wing Hung Lung Noodles. La signaletique et 
l'affichage des noms des commerces se poursuivent et se multi
plient et il n'y a plus de doute sur l'emprise culturelle du quar
tier. Poursuivant Ia tradition amorcee en 1894, tout commerce 
s'affiche par une grande enseigne ver ticale ou horizontale et se 
demarque par ses caracteres chinois et par son alphabet latin 
sty lise « a la chi noise ,, (ill. 9). Cet affichage de symboles chinois, 
plaque aux fa<;ades, prend de plus en plus d'espace et presente 
davantage d'interet visuel. Graduellement, tous les batiments 
situes dans le perimetre du quartier ch inois se modelen t sur un 
caractere chinois par l'ajout d'une couche signaletique faisant 
etat de !'appropriation culturelle des lieux. Le cadre bati devient 
un palimpseste ou Ia couche Ia plus recente et Ia plus lisible est 
!a couche chinoise. Par des gestes simples, et sans avoir modifie 



Ies s tructures en place, Ia communaute ca ntona ise de Montrea l 
prend symboliquement possession du sec teur. 

Outre les affiches et les enseignes, se substituent aux fa<;a
des de briques et de pierres g rises, dans des gestes heroi'ques et 
planifies, une decoration et une ornementation completes de Ia 
fa <;ade de plusieurs batiments (ill. 10, 11, 12). On applique done 
volontairement un nouveau visage a des batiments afin de leur 
donner un caractere chinois plus authentique ou, plut6t, plus 
demonstratif. La tendance dominante dans le quartier chinois 
est celle de !'applica tion d 'un nouveaufn{:ndisllle ornemente aux 
bati ments deja ex is tants Oll !'usage a repetition de briques e t 
de toitures de tuiles vernies a rapidement des repercussions 
menta les e t identitaires: « chinoiseries, such as tiled roof had 

111 10 JuxtapOSition d'une nouvelle fa(.ade 
au b8timent existan t. restaurant Lotte 
Furama. 1115. rue Clark 
!Photo Jont~th<'ln Cha 1 

IlL 11. Juxtaposi tion d. une nouvelle fac;ade 
au bAtiment ex•stant. restauran t M ING DO . 
1 050. rue Clark 
CPhoto Jonalhan Cha) 

Ill. 12 . Remodelage et coloration d'une 
fa.;ade, restaurant KEUNG KEE . 70. rue de 
La Gaucheth~re . 
<Photo : Jonathan Cl1aJ 

become eye-catching emblems 
of Chinese identity »24 

Puis, il y a Ia coloration 
(peinture) des fa<;ades (ill. 13, 
14, 15, 16), qui se poursuit 
d 'a illeurs encore aujourd ' hui, 
e t Ia mise en couleur des bri
ques ornant Ia fa <;ade des 
edifices. Ce processus de de
coration permet d 'ajouter !'as
pect couleu r au quartier e t c'est 
notamment par le rouge que 
s'effec tue ce marquage cultu
re!. La cas type d 'application 
d'une coloration est l'exem
ple de Ia British and Cana
dian School, aujourd'hui, e t, 
depuis 1946, Ia Maison Wing's 
Noodles25 (il l. 17), laquelle a ete 
comple tement errchinoisee par 
une peinture blanche, verte 
et rouge afin d'en marquer Ia 
nouvelle occupation. Ce g rand 
geste artistique a entierement 
modifie Ia perception de ce ba
timent ecossn is ins titutionnel 
a un point te l qu'il apparalt 
aujourd 'hui comme un veri
table temple ch inois, un legs 
d 'une autre epoque. Ce cas de
montre comment le processus 
d'enclrinoisenren t contribue de 
fa<;on remarquable a modifier 
les perceptions et les lectures 
du paysage urbain et du cadre 
bati. II y avait done intention 
de substitution et d 'ancrage du 
ca ractere chinois dans un sec
teur e t sur un batiment qui 
n'ava ient aucun re ferent chi
nois a prime abord. 

Cet exemple fort interes
sant et conclua nt n'est pas sans 

Ill. 13. Colorauon d'un mur de bnque 
pres du pare Sun Yat ·Sen. rue de 
La Gauchetiere . 
CPhoto . Jonathan Cha) 

Il l. 14 . Coloration et decoration de Ia fa((ade 
d'un restaurant. aujourd'hw disparu. 
{Photo · Sandra Donaldson) 

Il l. 1 5. Coloration d' une entree (brique. 
portal! et porte). 1093. rue Clark. 
(Photo Jor\athan Ch<lol 

Ill. 16. Detail de Ia fac;ade du Centre 
catholique communautaire chinois, 
979. rue C6te. 
(Photo Jonathan Cha) 

rappeler Ia theorie du hanga r decore de Venturi. Pour ce der
nier~", le hanga r decore est un abri traditionnel sur lequel des 
symboles sont appliques « quand les systemes d 'espace e t de 
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Il l. 17. Cas-type d'app!lcation d'une colora tion et d'une omementat1on. M aison Wing's N oodles. 
fabrique de biscuits e t de pates alimentaires. 120, rue de La Gauchetiere. 
<Photo · Jonathan Cha) 

Ill. 18. Le restaurant MON NAN est un exemple
synthese de Ia phase 2 d' encilinoisement. 
puisqu'il presente a Ia fois l'affichage, Ia 
coloration. Ia juxtaposi tion de fac;ade e t 
l'omementation . 1096 . rue Clark 
(Photo Jonatha11 Cha) 

structure sont directement au serv ice du prog ra mme et que l'or
nementation est appliquee independamment d 'eux >>. Ainsi, on 
trou ve dans le quartier chinois de Montreal des constructions 
trad itionnelles auxquell es, dans une deuxieme phase d'enchinoi
semenl, sont apposees un~ decora tion e t une ornementation con
tras tantes avec Ia nature originale du bati (ilL 18). L'architecture 
est ainsi surmontee de sy mboles et, dans cette theorie du hangar 
decore, le symbolisme devient plus important que !'architec ture 
sous-jacente. Ce geste cree immediatement un lien associatif 
entre l'observateur et ]a perception qu'il se fait de !'obje t ar
chitectural. Le symboli sme applique au bati devient Je cadre 
d 'une expression et d'un ren forcement du caractere chinoi s. On 
retiendra ici les termes affich age, coloration, decoration, orne
mentation e t Jaradisme. 

Phase 3 ·(1965-1970) 
Camouflage et naissance d'une identite 

La troisieme phase se situe dans Ia periode moderne de la 
metropole Otl !' image de Ia ville est orientee vers ]'innovation, 
Ia moderni te et .Ia nouveaute. Cest dans ce contex te qu'a lieu 
!' Ex position universell e de 1967, moment ou des milliers de 
v isiteurs, de touristes et de dignitaires etrangers viennent vi-
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HI. 19. Kiosque et panneaux metalliques (blanc. rouge et vert) couronnes par une stylistique .. a Ia 
chinoise • carnouflant un stationnement du quartier chinois. aujourd 'hui disparus. 
(Photo : Sandra Donaldson) 

Ill 20 . AueUe et arche peinte (aujourd'hui disparue) , adjacentes 
a Ia place Sun Yat-Sen. M ontreal. 1965 
<Collection Notman. Musee M·:Cord M P-1987.4 1.2) 

siter Montreal. A cette epoque, le quartier chinois conna!t des 
difficultes et la salubrite et l'esthetisme du quartier sont remises 
en cause. Durant les annees 1950 et 196027, Ia valeur des proprie
tes autour du quartier augmente fortement et les specul ateurs 
achetent des vieux batiments afin de les demolir, d 'utiliser les 
terrains a des fins de stationnement et de les revendre quand 
ils re<;oivent des offres allecha ntes. Ces actions defigurent large
ment le quartier puisqu e plus de dix lots vacants d' importance 
parsement toujours le quartier chinois. C'est dans les an nees 
1960 qu'un premier plan de developpement du quartier est rea
li se, mais celui-ci n'est jamais applique en rai son des desaccords 
dans la communaute e t du manque d'interet. La communaute 
chinoise e tant tres di visee politiquement e t religieu sement, il est 
difficile d'en arriver a un consensus communautaire. 

La ville de Montreal, soucieuse de son image internationale 
lors de !'Expo 67, decide alors d 'insta ller un peu par tout dans 
le quartier de grands panneau x metalliques couronnes par une 
styli stique << a la chinoise ,, (ill. 19). Cette intervention, de l'or
dre de l'ephemere, ne vise pas a renforcer le caractere chinois 
du lieu, mais plutot a lui donner une meilleure apparence en 
ayant recours au placage et a Ia diversion pour di ssimuler les 



Ill . 21 Pagode commemorative. pare de Ia Pagode . angle de La Gauchetiere et Saint-Urbain, 
aujourd"hui disparue. A noter les panneaux colore~s (rouge et blanc) 

delimitant I" espace public de Ia ruelle arriere. 
(Photo Sandra Donaldson) 

nombreux lots vaca nts. Un exemple eloquent de ce geste est Ia 
construction tempora ire d'une arche coloree suspendue au-des
sus d'une ruelle du quartier chinois (ill. 20). II s'agit Ia d'un geste 
d'enc!Iinoisement certes, mais dava ntage de camouflage d 'une 
plaie urbaine qu'on ne veut la isser transparaitre. Nea nmoins, Ia 
ville a recours a un referent enc!Iinoise pour respecter le ca rac tere 
du lieu . 

Dans Ia meme periode, un des projets de construction 
« communautaire » important est Ia realisation d'un petit << pare 
de Ia Pagode >> en 1967, dedie a Ia cause de Ia paix et de l'har
monie entre les Canadiens et aussi dans le but de celebrer le 
centenaire de Ia fondation du Canada. Cette pagode (ill. 21), a 
l'esthetisme somme toute primaire, a ete donnee par un mem
bre de Ia communaute, non pas seulement pour des ideaux 
canadiens, ma is encore plus afin de donner une veritable iden
tite chinoise au quartier. L'instauration du pare de Ia Pagode 
avait pour objectif premier une volonte collec tive d'identifier 
les Chinois dans le domaine public. Ce n'etait plus seulement 
une question d 'affichage, c'etait desormais un espace public et 
un monument commemorant Ia spec ificite de Ia communaute 
chinoise de Montreal. Les deux projets ci-dessus retiennent 
!'attention et marquent une e tape importante dans le processus 
d'enchinoisement du quartier chinois. 

Phase 4 (1980-1990) 
Affirmation culturelle, folklorisation 
et renouveau urbain 

La fin des an nees 1970 e t le debut des annees 1980 constituent 
une periode noire du qua rtier chinois. Un vaste quartier residen
tiel comprenant notamment une ecole, deux egli ses, un grand 
pare, des commerces et des industries legeres disparaissent au 
profit de << !'axe culture! et institutionnel >> du centre-ville est, 
dans lequel se construisent notam ment les projets immobiliers 
majeurs du palais des Congres de Montreal, du complexe fe
dera l Guy-Fav reau et du complexe Desjardins. Seule l'eglise 
catholique resiste a cette destruction massive, elle qui vient tout 
juste d 'etre classee monument historique en 1977. Le palais des 
Cong res et le complexe Guy-Favreau sont pen;us comme une 
<< moti va tion e t le catalyseur de Ia revita lisation >> du quartier 
chinois, meme s'ils n'ont presque aucun lien tangible avec lui et 
que les intentions sont plut6t de degager un sec teur de taudis. 

Au meme moment, Ia ville decide d'elargir Ia rue Sa int
Urbain afin, notam ment, d'y construire le complexe Place du 
Quartier, amenant par consequent Ia demolition du pare de Ia 
Pagode, lieu identitaire chinois. Le complexe Guy-Favreau e t 
Ia Place du Quartier defigurent le qua rtier, mais amenent par 
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contre une clientele de Ia classe moyenne en son cceur, lui as
surant ainsi un rendement economique accru. La communaute 
a peu contest€ les projets en raison a Ia fois de sa nature et de 
ses conflits internes e t elle s'est fait mettre en garde par le con
seiller municipal Abraham Cohen : << as long as the community 
rema ined broken in rebellious and irreconcilable elements, not 
only would Chinatown continue to stagnate, but it would be 
extirpated by a gradual incursion of speculators >>28 

Avec Ia demolition de plusieurs ilots, une perte de popula
tion considerable et Ia dispari tion du pare de Ia Pagode, projet 
phare de Ia troisieme phase d'enchinoisement, l'identite et la 
surv ie du quartier chinois sont remises en cause. Le processus 
identita ire du quartier chinois a evolue en un siecle d 'existence, 
mais jamais son cadre bati et son cad re de vie n'ont e te aussi 
menaces. 

Cependant, l'avenir du quartier chinois rev ient au pro
gramme en 1981-198229 lorsqu'un imposant dispositif d 'enchi
noisement est mis en bra nle afin de re tablir l'identite chinoise 
du quartier et de lui con ferer une image unique e t ce, malgre Ia 
perte du tiers de son espace. La reprise du quartier est rendue 
possible grace a Ia creation d 'un comite de trava il, dirige par 
l'architecte Henry Ng, forme de representants communautai res 
chinois, dont le Pere Tou30

, fi g ure emblematique du quartier 
chinois, e t de representants de Ia vi lle de Montreal, dont Gabriel 
Deschambault et Wendy Gra ham. II s'agit d 'a bord d 'un projet de 
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Il l. 22. Couronnement d'un lampadaire stylise ·a Ia 
chinoise • (representant I' envoi d'un oiseau), present sur 
tout le terri toire du quartier Chinois. aquarelle. Ill. 25. Centre catholique communautaire 

chinois. 1982. 979. rue COte. <Photo : Jonathan Chal 

Ill. 23 . Bas-relief • Le Roi Singe • de !'artiste Pang Ting 
Neon. si tue a !'intersection des rues de La Gauchetiere 
et Saint·Urbain. 
({Photo : Jonathan Chal 

Ill. 24. ME!dai llon au sol. situe sur Ia rue 
de La GauchetiE!re. 
{Photo : Jona than Chal 

reamenagement, d 'embelli sse
ment urbain, de revitalisation, 
mais aussi de consolidation de 
l'identite chinoise. II est alors 
important qu'une e troite col
laboration soit etablie entre Ia 
communaute e t les amenagis
tes pour que le projet atteig ne 
correctement a ses objectifs. 

A l'instar du mouvement 
de Renouveau urbain ou de 
Renaissance urbaine qui est 
actif a Montreal, le comite de 
trava il decide de faire de Ia rue 
de La Gauchetiere une a rtere 
pie tonne, tout comme l'ont ete 
les rues Prince-Arthur et Du
luth . Le comite est convaincu 
que, si l'on fait un amenage
ment joli, !'interet et les inves
ti ssements arriveront de facto. 
Mais comment rendre l'identite 
chinoise perceptible, visible et 
evocatrice par un projet d'ame
nagement plut6t que par du 
cas par cas indiv iduel comme 
cela avait toujours ete le cas 
depuis Ia na issa nce du quar
tier? Le comite decide done 
de faire appel a des artistes et 
a des ar ti sans chinois et de les 
faire par ticiper activement afin 
qu'ils reinterpretent l' identite 
chinoise montrealaise. 

Le projet, enclenche a par
tir de 1982, debute avec !'ins-
ta ll ation de mobilier urbain 

reparti sur tout le terri toire et Ia construction du Centre catho
lique communautaire et de Ia maison de retraite Bo Ai Lou. A 
cela s'ajoute !'element majeur, soit Ia conversion de Ia rue de La 
Gauchetiere en un mail pieton, pave de brique, plante d 'arbres, 
muni de deux arches decoratives, le tout conclu par Ia creation 
d'un nouveau pare, le pare Sun Yat-Sen. Ont done ete realises 
dans cette quatrieme phase d'ellchilloisemellt, a compter de 1982, 
un mobilier urbain, des batiments, des ic6nes et un pare chinois 
un iques. 
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Le mobilier urbain (ill. 22, 
23, 24) consiste en des cabines 
telephoniques sty li sees, une 
murale e t un bas-relief repre
sentant Ia mythologie chi noise, 
des pierres, des meda illons au 
sol et des lampadaires aux for
mes e t aux figures ornementa
les chinoises. Tous stylises «a 
Ia chinoise >>, ce mobilier ur
bain, ces batiments et ces ic6nes 
se rattachent ideologiquement 
a un paysage folklorique evo
ca teur pour Ia communaute 
principa le me nt cantonaise 
du Guangdong qui habite le 
quartier chinois de Montreal. 
Ce grand projet d 'enchinoise
ment est en fait une adaptation 
simpliste de symboles chinois 
qui puise ses referents dans 
Ia mythologie, !'horoscope, les 
cartes, les trad itions, les vertus 
e t les croyances popu !aires. II 
s'ag it d'une phase de fo lklori
sation destinee surtout a une 
communaute issue d'un milieu 
paysa n qui accorde beaucoup 

<Photo Jonathan Chal 

Ill. 26. Habitation a Ioyer modique Wah Yen 
Tai Lou. 1983. 1001 . rue Saint·Dominique. 
(Photo Jonathan Cha) 

d'importance a toutes ces references legendaires et populaires. 
Les batiments construits sont, pour leur part, des piliers 

pour le quartier et Ia communaute. D'une part, ils permettent 
d 'effacer des lots vaca nts et de consolider le cad re bilt i et, d 'aut re 
par t, ils posent Jes assises de lieux qui repondent aux besoins 
collectifs des Chinoi s. II s'ag it ainsi du Centre catholique com
munautaire chinois (ill. 25), de Ia maison de retraite Bo Ai Lou e t 
d 'une tour d'habitations a Ioyer modique, Wah Yen Tai Lou (Chi
nese United Building) (ill. 26). Ces trois batiments relat ivement 
sobres et orientes fonctionnellement plut6t qu'esthetiquement 
presentent tout de meme (principalement le Centre catholique 
communautaire chinois et le Wah Yen Tai Lou) un revetement 
aux motifs, aux couleu rs, aux textures et aux rappels identitaires 
chinois. Ils constituent les premiers bat iments construits par Ia 
communaute e t dotes d 'une enveloppe styli stique chi noise. 

Ces deux preceden ts don nent un cadre de reference sans 
pa reil pour Ia construction d'un quatrieme batiment de gra n
de taille, plus tardi vement et plus contemporain, soit !'hotel 



Holiday Inn (ill. 27). Delaissant Ia brique au x teintes orangees ou 
rougeatres, !'hotel opte pour un revetement de couleur jaunatre 
qui se differencie du cadre bati envi ronnant. Construit selon 
les principes rigides du feng-shui, le batiment presente une 
ornementation remarquee qui fait office de rappel culture! en 
ce qui a trait aux balcons superieurs, aux icones inserees dans 
les fa<;ades, a Ia toiture et, surtout, a Ia decoration ultime situee 
sur le toit de !'edifice, soi t deux temples-pagodes31 d 'inspiration 
imperia le. Leur presence a immediatement eut l'effe t escompte, 
soit une representation spatiale assuree de l'identite du lieu. 
En fa isant allusion a des formes evocatrices, le symbolisme des 
temples-pagodes est devenu un systeme de communication qui 
temoigne de !'affirmation culturelle de Ia communaute chi noise. 
Le quartier chinois, par ce point de repere, ce vaste monument 
couronne de deu x icones incontestables, imposants landmarks de 
l'enchinoisement, ancre definitivement sa presence par ce geste 
d'affi rmation culturelle. Ghettoi'sation positive et touri stifica
tion sont assurement derriere ce geste peu banal que d'affirmer 
haut et fort le centre nevra lgique d 'une communaute. En effe t, 
les temples-pagodes marq uent desormais !'horizon du centre
vi lle montrea lais. 

A ces deux icones de marque s'ajoute un autre temple
pagode a l'interieur de !'hotel, ou se trouvent un bassin et une 
promenade. L'aspect symbolique e t visuel dev ient palpable dans 
ce jardin interieu r fidele a Ia conception chinoise du feng-shui . 
Au niveau de Ia rue, deux arches (i ll. 28), repliques contempo
ra ines montrealaises de portes chinoi ses, sont installees sur Ia 
rue pie tonne de La Gauchetiere en plein creur commercia l du 
quartier chinois. En plus d 'encadrer, elles protegent les passants 
et donnent toutle ca ractere chinois au lieu, en plein milieu du 
quartier. Elles sont les pieces maftresses de l'a menagement du 
quartier avec le temple-pagode qui se trouve dans le nouveau 
pa re Sun Yat-Sen. Situe au centre commercia l du quartier, le pare 
prend Ia place d'un ancien stationnement, diversifie le paysage 
a l'echell e humaine du quartier e t represente le point de rassem-

Ill. 27. HOtel Holiday Inn Select et ses deux temples-pagodes . 
99. avenue Viger. 
CPhoto : Jonathan Cha) 

blement de Ia communaute et de !'esprit 
chinoi s. En effe t, il plonge les passants au 
creur d 'une mini-Chine, puisque, a cet en
droit precis- angle des rues de La Gauche
here et Clark-, arches, temples-pagodes, 
la mpadaires, banes, affiches, enseignes 
et caracteres symboliques ch inois sont 
tous perceptibles. II s'agit Ia d 'une expe
rience unique ou quatre phases successi
ves d'enchinoisement ont cree une couche 
paysagere urba ine veritablement chinoi-
se. On ne camoufle plus des parcelles du 

quartier, on les amenage, on les decore et on reinterprete 
Ia culture chinoise. 

En 1985, de vives protestations de Ia communaute s'elevent 
contre Ia decision du maire Drapeau de zoner Ia rue de La Gau
chetiere et le boulevard Sa int-Laurent comme des aires residen
tiell es plutot que commerciales. La situation change finalement 
e t c'est ainsi que le visage du boulevard Saint-Laurent dev ient 
un axe commercia l majeur dans le quartier chinoi s. La meme 
annee, on propose un plan de developpement connu sous !'ap
pell ation de Re11aissance Chinatown, qui consiste en !'expansion 
commercia le et residentielle vers !'est, soit jusqu'a Ia rue Sainte
Eli sabeth . En 1987, a Ia suite d 'une demarche de concertation, 
un comite consu ltatif sur le developpement du quartier chinois 
(Chinatown Development Consultative Committee) est cree. 
Les preoccupations premieres de Ia ville et de ses partenaires 
dans !'elaboration de ce plan sont Ia protection et Ia promotion 
de l'identite e t de !'heritage culturels de Ia communaute par 
l'etablissement d'une image de quartier for te. Les annees 1987-
1990 amenent plusieurs nouvea ux proje ts de developpements 
qui aident a revitaliser le quartier chinois, tels les foyers pour 
personnes agees e t Ia renovation de l'ancienne egli se. Les annees 
1990 montrent que le quartier chi nois est toujours le point de 
rencontre de Ia communaute chi noi se, meme s'i l est delai sse sur 
le plan residentiel. Son amenagement et son architecture rap
pellent Ia tradition et jouent plus que jamais un role symbolique 
dans le quartier. 

Phase 5 (1998-2001) 

Appropriation spatiale, habillage 
et confirmation culturelle 

La periode 1998-2001 marque un vif regain dans le desir d'ellchi
llOisement du quartier chinois de Mon treal. L'annee 1998 marq ue 
le depot du premier plan de developpement du quartier chinois 
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1!1. 28. Arche chino1se enJambant Ia rue de La Gauchetiere . 
<Photo Jonathan Chal 

Ill 29. Arche <porte) du quartier chinois enjambant le boulevard Saint-Laurent. aquarelle. 
<Servrce des Par es. Vllle de Montreal. gracreusete de Wendy Graham) 

de Montrea P' . A cette occasion, !'a ncien maire de Montreal, 
Pie rre Bourque, presente le quarti er comme e tant a Ia fois un 
sy mbole culture!, un pole touri stique inte rn ation a l et un centre 
nevra lg ique, au cceur de Ia ville, qui constitue une force et un 
pouvoir d'attraction de Montreal. Les objectifs du plan sont de 
contribuer a Ia relance e ta Ia prosper ite du quartie r chinoi s, de 
renforcer les liens entre le quar tier chinoi s e t les autres secteurs 
touri st iques, commerciaux e t residentie ls environnants e t de le 
rendre plu s a ttraya nt. Une attention particuliere est portee aux 
entrees principales du quartier et aux elements qui souli gnent 
!'ex istence du quartier chinois. 

Ayant developpe des relations privileg iees avec Ia ville de 
Shanghai·, no tamment depuis Ia rea li sa tion du ja rdin de Chine 
au jardin botanique de Montreal en 1990, Ia ville de Montrea l 
poursuit ses echanges e t fait venir des a rti sa ns chinoi s a Mont
rea l a fin de rea li se r les deu x icones qui vont surpasser en ta ille 
Jes temples-pagodes de !' hote l Holiday Inn e t devenir Jes objets 
sym boliques pa r excell ence du quartie r chinoi s de Montrea l. 
C'est diri ge par une dynamique politique, un vouloir economi
que, !' idee d 'un renforcement de J'identite culturelle et d 'une pe-
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Ill . 30 . Arche <porte) du quartier chinois enjambant le boulevard Saint-Laurent. 
<Photo Jonathan Chal 

Il l. 3 1. Temple-pagode situe sur Ia place Sun Yat -Sen. 
(Photo Jonathan Cha) 

rennite te rrito ri a le qu e na lt Ia cinquieme phase d 'a menagement 
'' a Ia chi noi se >> . Apres avoir a ffirm e son identite culturelle Iars 
de Ia quatrieme phase d 'e ncliinoiselllellt, Ia communaute chi noi se 
decide de confirmer cell e-ci en se dota nt d 'une image de mar
qu e claire, reconnaissable e t universelle. II s'agit desormais non 
seulement d 'exprimer le ca ractere chinoi s du li eu, mais encore 
d ava ntage de s'a ncre r d ans le contexte de Ia mondia li sation 
pa r un proje t marque pa r Ia specia li sa tion, le ra ffin ement e t Ia 
ri chesse esthe tique. Le geste se veut sy mbolique, certes, mais 
fo rtement ori ente vers Ia touri sti fi cation et le deve loppement 
economique du secteur. II n'est a lors pas etonnant de voir, par 



Il l. 32. Detail du temple-pagode situe sur Ia place Sun Yat-Sen . 
<Photo Jonathan Chal 

le nouveau mobilier urbain 
et les ic6nes, un ell cizi llo i

selll ell l flamboya nt inspire 
de !'image grandiose de Ia 
Chine imperi a le. 

Le geste le plus signi
fi catif, celui de creer une 
image forte, est Ia construc
tion de deux immenses a r
ches d 'un rouge e t or vif 
qui enjambe l'emblematique 
boul e va rd Sa int-Laurent 
(ill. 29, 30). L'objectif e ta it 
au depa rt d 'ajouter des ele
ments sig nale tiques aux 

111 . 33 . Porte du !Bfdin de rhopi tal chinois de entrees du qu a rti e r, des 
~~~~~~-e~!·n~t~;~;~;,~>nueViger. ~uv res d'art originates et 

contemporaines ma rqu ant Ia presence des Chinois a Mont rea l 
e t a idant culturellement et touri stiquement a ca racte ri ser le 
quar tie r. Les a rches, a !'a rchitec ture traditionnelle plut6t que 
contempora ine, en cad rent, annoncent les points d 'acces e t, selon 
Ia communaute chinoise, jouent un role d 'ouverture e t de mar
qu age spati a l ve nant con firmer leur fi erte e t leu r presence sur le 
te rritoire montrea la is. Pa r contre, il faut constater que ces a rches 
cessent Ia continuite du bouleva rd Sa int-Laurent et << pri va ti
sent ,, au profit de Ia communaute chi noise l'espace de cette rue 
qui definit Montrea l sous toutes ses traditions et ses cultures. 
O n parle a lors d 'une appropriation spa ti a le sa ns precedent a 

Montrea l et d 'un geste su
preme de ghettoi·sa tion po
siti ve du quarti er chinois. 
La lec ture des arches de
voile une nouveaute d ans 
l 'ellcizi ll oisemelll du quartier, 
puisqu'une pa rtie du sens 
des obje ts est dela issee au 
profit d 'une comprehension 
nord-america ine e t plus glo
bale du ca racte re e t du sym
boli sme chinois. Ainsi, les 
arches, qui se trou vent ha
bituellement au cceur d 'un 
pa rcours, se trou vent desor-

111. 34 . Sta l ue de Confucius devant IMpital mais aux ex t rem ites de Ia 
chinois de Montreal. 189. avenue Viger. 
(Photo Jo,a<ha,Cha) zone commerciale chinoise 

e t ce, afin d'en ma rque r les limites spati a les e t de fac iliter leur 
lisibilite. II y a done un transfert qui s'e ffec tue entre folklori sa
tion I a ffirm ati on culturelle e t touri sti fica ti on I appropriation 
spati a le. 

A cela s'ajoute Ia crea ti on d 'un nouvea u temple-pagode, sur 
!a place Sun Yat-Sen (ill. 31,32), dont les eclatants colori s, rouge 
e t or, contrastent avec les parois delabrees des bat iments adja
cents e t s' imposent en quelque sorte au paysage environnant. 
Cette intervention imperi aliste de l'espace urbain est a Ia limite 
de Ia domination culturelle. Le visiteur est auj ourd 'hui enti ere
ment projete d ans un paysage chinois e t Ia dema rca tion de l'es
pace est sig nifica ti ve. Les a rches prese ntent a insi le passage d ~un 

etat urbain a un aut re, d 'une rea lite montrea laise a une Chme 
achala ndee, bourdonnante d 'ac ti vites, de kiosques pele-mele, 
d 'obje ts sensoriels e t de symboles omnipresents. Aux a rtefac ts 
chinois deja presents s'ajoutent des banes stylises et une g rande 
murale a Ia place Sun Yat-Sen, des lions protecteurs (ga rdi ens de 
!'entree) au pied des a rches sur le bouleva rd Sa int-Laurent, des 
!ante rnes suspendues, une porte de jardin (ill. 33) e t une statue 
de Confuciu s (ill. 34) deva nt l'h6pita l chinois. 

En plus, le complexe Guy-Fav reau qui, lors de son implan, 
tation, ava it demoli une superfi cie considerable du quartier 
chinois, restructure completement son ja rdin exte ri eur. D'un 
caractere plut6t moderne et sobre, le ja rdin est tra nsfo rme par 
l'a jout de temples-pagodes (ill. 35) e t de vegetation qui en font 
un jardin a !'a llure chinoise. L'appropriation de ce lieu par Ia 
communaute chinoise, notamment pou r le Tai·-chY, mene tm a
lement contre toute attente a l 'ellcizillo isement d 'un li eu qui se 
voula it initia lement neutre. 
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Ces derniers gestes consistent reellement en l'habillage du 
cadre bati du quartier. Cette nouvelle image d'une Chine nord
americanisee ouverte e t flamboyante s' insere dans un veritable 
processus de museification amorce Iars de Ia quatrieme phase et 
atteignant son apogee en 2001. Le quartier chinois ne represente 
plus dans l'i maginaire un lieu delabre, un refuge d ' immig rants 
chinois et un simple espace de tra nsit; il est desormais pen;u 
comme un quartier thematique, un Disneyland e11chi110ise, ou 
tout !'effort conceptuel est axe sur une couche chinoise ap
pliquee a une structure. L'architecture est ainsi cachee par ce 
mouve ment de reconstruction identitaire et symbolique. Le 
quartier chinois est aujourd'hui vecu de l'exterieur, ou le visiteur 
deambule dans un decor cree de toutes pieces par des phases 
successives d'ellchilloisemellt. Le decor est a ce point evocateur 
et a Ia limite de Ia surrepresentation, que le quartier chinois 
de Montreal peut paraltre davantage chinois qu 'u n quarti er en 
Chine. Est-ce que !'affirmation d'une identite culturelle ne lai sse 
pas tra nquillement sa place a Ia touristification, un espace signi
ficatif ce rtes pour Ia communaute chinoise, mais combien plus 
pour le visiteur etra nger? 

Phase 6 
Vers une reappropriation montrealaise et asiatique ? 

Apres cinq phases d'ellchilloisemell l, dont les deux dernieres ont 
ete marquantes, il est interessant de se demander s'il y aura ou 
non une sixieme phase d'mchi11oisemellf. Une autre mise en sym
bole gra ndiose paralt derisoire a premiere vue et peu envisagea
ble a court terme, alors qu'une renovation I restauration du cadre 
bati et de l'espace urbain apparalt comme souhaitee, afin de ne 
pas perdre le caractere montrealais cache derriere cet habillage 
chinoi s. Ainsi, une reappropriation montrea laise pourrait avoir 
lieu, sans toutefois alterer le caractere chinois du quartier. Ou 
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Ill. 35. Temple-pagode du jardin du Complexe 
Guy·Favreau. 165. rue de La Gauchetiere . 
(Photo Jonathan ChaJ 

peut-etre pourrait-on voir le retour 
et une continuite de Ia deuxieme 
phase d'e11ch inoisement, ou une cou
che chinoise serait appliquee aux 
batiments du quartier? 

L'impact du symbolisme dans 

le quartier chinois 

Contrairement aux autres quartiers 
chinoi s au Canada, notamment 
ceux d'Edmonton, de Toronto, de 
Vancouver, de Victoria et de Win
nipeg, qui ont aussi traverse des 
periodes de revitalisation urbaine, 

le quartier chinois de Montreal a Ia particularite d'avoir eu 
recours a quatre phases (2 a 5) importantes d'amenagement 
et de mise en scene de f'idwtite chi11oise et d 'avoir surutili se le 
symboli sme pour marquer e t ancrer sa presence sur le terri toire. 
Ce processus d'enchi11oisement a fait du quartier chinois de Mont
rea l le quartier le plus « chinois >> du Canada, une constatation 
exemplaire ou impressionnante. A titre d 'exemple, on trouve 
neuf a rches distribuees dans cinq quartiers ch inois au Canada. 
Les villes d'Edmonton, de Victoria e t de Winnipeg possedent 
chacune une arche e t Vancouver en possede deu x, a lors que 
Montreal en possede pas mains de quatre. 

Le quartier ch inois de Montreal « apparalt >> com me le 
plus authentique et le plus chinoi s des quartiers chinois, alors 
que Ia rea lite est autre (deterioration du cadre bati, absence de 
population, espaces vacants, peu de vitalite economique). Cela 
nous permet de constater que le sursymboli sme est un outil fort 
efficace pour cacher les lacunes du quartier chinois. La lecture 
du lieu en est amelioree et le quartier profite d 'une visibilite sans 
pareille. Le symboli sme, par le processus d'e11chinoisemelll, est 
devenu une abstraction architecturale expressive au profit d 'une 
affirmation identitaire. L'impact esthetique ou Ia beaute du lieu 
provient principalement de sources symboliques vehiculees par 
une culture de l'ornementation . A terme, le processus d'ellchilloi
sement, de sobrie te a extravaga nce, aura ajoute une imagibilite et 
une li sibilite au lieu, contribue a !'orientation spatiale e t cree un 
lieu distinct et thematique. 

Les conditions gagnantes du quartier chinois 

Les elements ou cond itions gagna ntes du quartier chinois 
de Montreal, dans le contexte de Ia mondiali sation, sont : 
d'etre situe au centre-v ille, a proximite de plusieurs commerces, 



bureaux et activites; d 'avoir une artere principale commerciale, 
vibrante, animee, coloree et dense ; de posseder des institutions 
communautaires (associations claniques, centre communau
taire, centre culture!, chambre de commerce, ecole de langue, 
hopital, lieux de culte) ; d'y tenir des festivals, des ceremonies et 
des expositions culturelles; d'avoir un pare ou une place publi
que central et d'avoir un mobilier urbain specifique et des icones 
(arches, pagodes, temples, lanternes). Avec ses composantes, le 
quartier chinois s'assure une perennite et cela en fait l'exemple 
par excellence de !'adaptation d'un lieu a Ia mondialisation. 

Le guide Michelin parle d'un quartier au cachet ethnique 
bien particulier et un pittoresque but de promenade, alors que le 
guide de voyage Ulysse presente le quartier chinois de Montreal 
comme un lieu de promenade agreable encadre par de belles 
portes a !'architecture d'inspiration chinoise. Pour sa part, le 
guide touristique officiel de Ia ville de Montreal explique que 
les grandes arches qui ornent !'entree du quartier et les pagodes 
du toit de !'hotel Holiday Inn Select rappellent !'architecture tra
ditionnelle chinoise, que le quar tier a une atmosphere asiatique, 
des rues animees avec un amenagement qui favori se Ia visite a 
pied ou l'on pourrait facilement se croire dans une petite ville 
de Chine. 

Le quartier chinois de Montreal est aujourd'hui un espace 
charge d'attaches symboliques et de lieux de consommation 
culturelle. Le quartier chinois base desormais l'attachement du 
quartier sur une representation qui evoque un lieu d'expression 
des traditions pour Ia communaute de descendance chinoise et 
asiatique et encore davantage sur Ia venue a terme du processu s 
d'enchinoisemen t oriente sur Ia ghettolsation positive et Ia touri s
tification des lieux. 
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Fig. 1: Aerial view of Prince Edward Viaduct. 
<Cay of Toronto Archives) 
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Marco L. Polo 

The Luminous Veil: 
Transforming Memory and 
Meaning at Toronto's "Bridge 
of Death" 

Completed in 1919, the Prince Edward Viaduct 
ranks among Toronto's most highly-rega rded civic 

monuments. The viaduct spans the Don Valley, largest 
of Toronto's twenty-seven ravines, and represents a moment in 
the city's hi story when public infrastructure was considered an 
ar tefact of aesthe tic and cultural sig nificance (figs. 1 and 2). 

Designed by city eng ineer Thomas Taylor and consulting 
a rchitect Edmund Burke under the direction of Commissioner 
of Public Works Roland C. Harri s, the project was rejected twice 
by the citi zens of Toronto in plebiscites held in 1910 and 1912. 
It was finally approved in a third plebiscite in 1913, prompting 
Tay lor to remark in the pages of Tile journal of the Engilzeering In s
titute of Cazzada that "The verdicts rendered at the three elec tions 
indicate, on the pa rt of the Toronto public, a growing apprecia
tion of civic improve ments."1 

Na med after the then Prince of Wales in honour of hi s 
first visit to Toronto shortl y after the bridge's completion, the 
viaduct is a landmark structure in the city, towering 130 feet 
(39.6 m) above the Don Ri ver and offering dramatic views over 
the valley. Desig nated a National Historic Civil Enginee ring 
Site in 1986, its importa nt pl ace in Toronto's civic consc iousness 
was celeb rated in Michael Ondaatje's 1987 novel /11 the Skin of a 
Lion,2 which described in fictionalized form the construction of 
the viaduct as a definin g moment in the physical and cultural 
development of the ci ty. 

The viaduct a lso represents the ea rly twentie th century 
faith in progress and constitutes a prescient anticipation of To
ronto's future growth . In addition to providing a ve hicular and 
pedestri an link connecting Bloor Street on the west with Dan
forth Avenue on the east, the bridge was constructed with provi
sion to accommodate a lower deck for a subway line that would 
not be constructed for another half-century (figs. 3 and 4). 

But, in addition to its ennobling fea tures, the viaduct has as
sumed a darker notorie ty in Toronto's collective consciou sness. 
Over the course of its hi story, the Prince Edward Viaduct has 
been the site of some 480 suicides-one quarter of those since 
1990-and has ea rned, a mong the mental hea lth community, the 
title "The Bridge of Death."3 
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Fig. 2 : M ap o f downtown Toronto showing location of viaduct. 
(Photo: Dereck Revmgton Stud1ol 

Following a number of high-profile incidents, in June of 
1997 a loca l chapter of the Schi zophrenia Society of Ontario 
formed a Bridge Committee4 and, enlisting the help of other 
agencies and mental hea lth professionals, spea rheaded efforts 
to construct a suicide barrie r at the viaduct. Sensitive to the 
cultural and civic significance of the monument, the Bridge 
Committee understood the importance of crea ting a barrier th at 
would respect the ex isting structure. 

Undeterred by arguments that potentia l suicides would 
simply find other sites, the Bridge Committee noted th at the 
viaduct acted as a "suicide mag net," second in North America 
only to San Francisco's Golden Gate Bridge5 The committee 
presented ex pert opinion and studies indicating that a sig ni
ficant majority of failed suicides at magnets such as the Prince 
Edward Viaduct did not re-attempt, and that deterring suicide at 
that pa rticul ar location would result in many lives being saved . 
Following intensive lobbying by the Bridge Committee, in July 
of 1998 Toronto city council announced a two-stage national 
competition for the design of a barrier. 

The Luminous Veil 

The winning entry was the Luminous Veil, designed by Dereck 
Revington Studio of Toronto, with the Yolles Par tnership as 
structural engineers (fig. 5) . The proposa l stood out for its effort 
to transcend its prag matic function and create a memorable 
piece of public art, and for what the jury considered its sympa
theti c relationship to the ex isting viaduct-a criti ca l factor in se
curing the support of Heritage Toronto, the city's preservationi st 
watchdog agency. 
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.1 BLOOR STREET VIADUCT 

Fig. 3: Plan of Prince Edward Viaduct. 
<C1ty of Toronto Arch1vesl 
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BLOOR STREET VIADUCT 

Fig. 4 : Cross section of viaduct showing accommodation for subway tracks 
<C1ty of Toronto Arch1ves> 

The Luminous Veil a lso built on a recently reinvigorated 
tradition of a rtfully designed public infrastructure in Toronto. 
In contrast to the object-oriented public art of late modernism, a 
number of recent projects adopted a more integrated approach 
to civic ar t and infras tructure. Exa mples include the Humber 
Ri ver Bicycle Pedestrian Bridge by Montgomery and Sisam Ar
chitects w ith Delcan Corporation acting as structural engineers, 
and the BCE Place Galleria designed by Santiago Ca latrava with 
Yolles as engineers. Although the Luminous Veil is clearly par t 
of thi s lineage, it is unique in that it has to simultaneously fu lfil 
an important public safety requirement and respond to a power
ful civic icon of massive sca le. 

The parti cular challenge of the design was to affirm the 
att ributes and gra ndeur of the ex isting viaduct while providing 
the necessa ry sa fety barrier. The designers of the Luminous 
Vei l described the three primary compositional elements of the 
grand bridge as Point, Line, and Veil (the vertical piers, hori
zonta l deck, and interstitia l open webbing of crescent-shaped 
steel arches, respectively) (fig. 6). Their response was to propose 
three complementary elements-Bow, Veil, and Truss-as the es
senti a l components of the new intervention. 



Fig. 5: Successful submission to the national design competition for a suicide barrier by D ereck 
Revington Studio. '" The Luminous Veil.·· 
(Photo: Dereck Aev1ngton Stud1ol 

Fig. 6 : View of viaduct from valley floor. illustrating elements identified as "point. line. and veil. H 

(Photo: M orden Yollesl 

The Luminous Veil brings those elements together to create 
a tremulous spatial fabric that extends from bank to bank on 
each side of the bridge. A series of galvanized steel bowstring 
masts suspend a hori zontal "V" truss of welded rolled steel 
plate sixteen feet (4.87 m) above the bridge deck. That truss 
and the balustrade below, fitted w ith a wood handrail of natu
rally-finished cultivated Brazilian Ipe, hold in tension the Veil's 
oscillating double layer of stainless steel rods and cables that 
create the essential barrier between the sidewalk and the va lley 
below (fig. 7) . 

An inner layer of irregularly spaced 3/ 8" (1.14 em) stainless 
steel rods creates an undulating visual field, set in syncopation 
with the regular six-inch (15.25 em) increment of an outer layer 
of cables (fig. 8) . At each of the viaduct's monumental concrete 
piers, the inner veil is interrupted and the outer layer of cables 
forms a crescent-shaped membrane corresponding to each of 
the existing lookout points without compromising the safety 
features of the barrier (figs. 9-12). 

The layered vertical fields act in parall ax to provide a range 
of perceptual effects varying with distance, direction, and ve
locity of movement, offering a variety of spat ial effects to mo
torists, cycl ists, and pedestri ans as they cross one of Toronto's 
most powerful sites. 

Fig . 7: Oblique view of Luminous Veil from pedestrian sidewalk on bridge deck. 
(Photo: Marco Polo) 

Architecture and Engineering 

While it takes certain cues from the viaduct-such as its response 
to the spacing and rhy thm of the ex isting steel arch framing-the 
Luminous Veil distingui shes itself as a contemporary work, 
eschewing allusion to hi stori ca l type. It also differs from its 
host structure in its seamless integration of architecture and 
engineering. 

In the viaduct, the work of the two disciplines is clearly 
distinguishable in both for mal and material terms. Early propo
sa ls for the Prince Edward Viaduct embody many of the values 
of the City Beautiful movement, which gained favour in North 
America following the 1893 Columbian Exposition in Chicago. 
That is clear in its adoption of Beaux-Arts Classicism as an 
expressive as seen in ea rly proposa ls (figs. 13 and 14). 

In its fin al form, however, the di stinction between the pro
ject's architectural and engineering ambitions is clea rly draw n. 
The primary structure consists of three-hinged steel arches, 
wi th the crown pin in the upper chord, while the lower chord is 
provided with a slip joint at the middle.6 These are completely 
devoid of architectural ornament. The piers and bridge deck, on 
the other hand, are constructed of concrete, which was conside
red for the entire bridge but aba ndoned since it was a relatively 
new material w ith which Thomas Taylor readily adm itted the 
engineers were not entirely comfortable? The piers are of mas
sive sca le, and the baluster and hand rail-modestly sca led con
sidering the otherwise monumental quality of the bridge-are 
finished to expose the red gra ni te aggregate (fig. 15) . 
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Fig. 8: View between layers of steel cable. 
<Photo: Marco Polo> 

Fig. g, Typical lookout at top of bridge pier. 
<Photo: Marco Polo> 

Fig. 1 0: Detail of Veil at projecting lookout. 
(Photo: Marco Polo) 

Fig. 11 : Plan detail of veil at projecting lookout. 
<Dereck Revmgton Stud1ol 
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Fig. 12: Section detail of veil at projecting lookout. 
<Photo: Dereck Revmgton Studiol 

Fig. 13: Unsuccessful proposal for viaduct. Mouchel and Partners. Toronto. 
<City of Toronto Archrves> 

Fig. 14: Unsuccessful proposal for viaduct in Beaux-Arts style. 
<City of Toronto Archives) 

Fig. 15: The original baluster and handrail were very modestly scaled 
in relation to the grand viaduct. 
<City of Toronto Archives) 



Fig. 16 : Elevation drawing of Luminous Veil. 
<DenK:k Revmgton Stud1ol 
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Fig. 17 : Cross section of Luminous Veil. 
<Dereck Revington Studio) 

Fig. 18: Panoramic view of Luminous Veil. 
<Photo: Peter A. Seltar/ KUIQ 
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Fig. 19: The detailing is integral to the spirit of the Veil and its delicate relationship 
to the host structure. 
<Photo: Marco Polol 
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The Luminous Veil reveals no such distinction between 
disciplines. Following the rhetoric of modernism, function and 
expression are one, with no superfluous ornament that could 
be deleted without compromising the barrier's performance. 
However, in contrast to orthodox modernism, the Veil's design 
is not reductive; rather, it is accretive and multi-layered. Occu
pying its host structure like a benign parasite, its relationship 
to the viaduct is both additive and symbiotic, its formal and 
conceptual complexity providing an appropriate metaphor for 
its multivalent agenda (figs. 16-19). 
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Despite the competition jury's support for the proposal, 
there has been mixed public response to the Veil, most notably 
regarding imagery. Writing in the May 8, 2003 ed ition of Now, a 
Toronto alternative news weekly, Pat Capponi noted the resem
blance of the bowstring masts to Christian crosses8

. The writer 
saw that as a morbid reference to the viaduct's role as a suicide 
magnet, but they could just as easily be read as memorials to 
those who lost their lives at the site (figs. 20 and 21). Similarly, 
the stone slabs designed to mediate between the existing con
crete baluster and the new veil can be read as tomb markers 
(fig. 22). Most importantly, the shimmering, tremulous quality 
of the veil of cables suggests the ephemeral and tenuous nature 
of the divide between life and death (fig. 23). 

Following the design competition, the Luminous Veil was 
selected for a 1999 Canadian Architect Award of Excellence, the 
highest honour bestowed by Canada's architectural community 
for projects in the design stage. Picking up on its deft resolution 
of a complex set of design issues, awards jury member Barry 
Sampson wrote that "The design accomplishes the most difficult 
of tasks, adding to an historic monument and satisfying needs 
never imagined within the notions of civility that inspired the 
original bridge designers. The current generation of designers 
have entered into a discourse with the first and brought to 
their work a sympathetic new layer that represents a similarly 
vigorous notion of art and civility."9 But in spite of that type 
of endorsement, the Luminous Veil soon became mired in 
bureaucratic and budgetary complications that threatened its 
construction. 

Politics and Process 

The budget for a suicide barrier initially set at the time the 
competition was announced was $1.5 million;10 it soon became 
apparent that the complexity of construction on the existing 
viaduct, especially with respect to the continuous operation of 
the subway, would result in higher costs, and the City increased 
the budget to $2.5 million .11 As the competition-winning sche
me, the Luminous Veil was confirmed to be on budget by cost 
consultants retained by the City. However, a six-month delay 
in tendering due to concerns expressed by the Toronto Transit 
Commission regarding maintenance of the viaduct's subway 
deck and a huge jump in the price of steel due to unanticipa
ted material shortages increased costs so dramatically that the 
lowest bid came in at $5.5 million .12 

That marked the beginning of what would become a 
sometimes bitter struggle between proponents of the Luminous 
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Fig. 2 1 : Altern ately, the cross forms may be read as memorials to those 
who lost their lives at the site. 
<Photo: Marco Polo) 

Veil and a cost-conscious city council intent on managing the 
bottom line. It also unleashed an unprecedented instance of a 
citizen group taking the lead in the provision of a piece of civic 
infrastructure. In January 2000, the City's Works Committee 
voted to scrap the project and start the process all over again 
in an effort to secure a design-build contract for a barrier based 
on the previously approved budget of $2.5 million.13 Based on 
the Works Department's own estimates, that would have resul
ted in, at worst, a chain-link fence or, at best, a continuous bus 
shelter-like structure running the length of the bridge. Neither 
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Fig . 20: The cruciform structure has been interpreted 
as a morbid reference to the viaduct's role as a suicide 
magnet. 
<Photo: Dereck Revington Studio) 

Fig. 22: Stone slabs can also be read as tomb markers. 
<Photo: Marco Polo) 

of those alternatives would have been acceptable additions to an 
historic monument and neither had been tested to ensure that 
it would serve its intended primary function of public safety. 
By contrast, the Veil had undergone rigorous and exhaustive 
simulations at the University of Toronto Engineering Faculty's 
Structure Laboratory. 

In an effort to pre-empt the Works Committee's recom
mendation to council to abandon the project, supporters of the 
Luminous Veil met with Mayor Mel Lastman and secured a 
promise to keep the project alive provided that the City would 
contribute only the already committed $2.5 million. The ba
lance would have to be fundraised by the Bloor Viaduct Steering 
Committee, an organization that included representatives from 
the Schizophrenia Society of Ontario and other mental health 
agencies and professionals. 

The fundraising process, which took about a year, resulted 
in a local advertising company coming forward with an offer to 
contribute $3.5 million towards the cost of the Veil in exchange 
for the right to erect electronic signage alongside one of Toron
to's highway thoroughfares. That met with a mixed reaction 
from city councillors, leading to more months of debate and 
committee reviews, further delaying the implementation of the 
project. 

The issue of delay had been a profoundly important one 
over the course of the project. Proponents of the barrier, many 
of whom had lost family members to the viaduct's fatal magne
tism, made impassioned pleas to a variety of City committees 



and councillors that bureaucratic delays in the approva l process 
were costing lives. In 1997 and 1998, two peak years in the via
duct's dark history, seventeen and nineteen people, respectively, 
jumped to their deaths. Public meetings became increasingly 
emotionally charged and included testimonies from victims' fa
milies, from mental hea lth professionals, and from firemen and 
police officers ca lled to the scene of those tragic emergencies. 

Local media accounts became increasingly sympathetic to 
the Luminous Veil, applying pressure for the speedy resolution 
of outstanding concerns. In June 2001-three full yea rs after the 
competition announcement- Toronto city council voted to pro
ceed w ith the construction of the p roject, providing full funding 
w ith the understand ing that the offer of $3.5 million would be 
recovered at a later date once an agreement was negoti ated w ith 
the donor company. 

Some ci ty councillors opposed the project th roughout the 
process, expressing scepticism as to its effectiveness and ar
guing that delays were in fact being caused by supporters who 
wouldn't abandon the Luminous Veil for a cheaper barrier. The 
Bloor Viaduct Steering Committee maintained that the historic 
bridge demanded a solution of sign ificant desig n merit, not an 
ex pedient, unsightly barrier that would be opposed by Heritage 
Toronto and that could create public resentment towards the 
mental health com munity for defacing one of the city's most 
significant civic monuments. 

What might have seemed, at its inception, a stra ightforward 
public works project costing a few million dollars and taking a 
few months to build emerged as an exercise of extraordinary 
complexity on many levels-politica l, social, logistical, historica l, 
philosophica l, emotional, and aesthetic. While many architec
tu ral projects seek to integrate a similarly complex palette of 
concerns, ra rely are they so publicly and overtly galvanized in 
a si ngle p roject. 

Fig. 23: The tremulous quality of the veil of cables suggests 
the ephemeral and tenuous nature of the divide between life 
and death. 
(Photo: Marco Polo) 

The process also illustrated some of the limitations of the 
politi ca l/ bureaucratic process, repeatedly causing delays and 
reducing complex issues to budgetary line items. It was argued, 
for instance, that sav ing only four li ves would more that offset 
the $3 million budget overrun . A 1996 New Brunswick Study 
ca lculated that costs associated w ith a single suicide worked out 
to $849,000. That figure rep resents di rect costs such as health 
care, ambulances, police investigations, autopsies and funerals, 
and ind irect costs such as lost productiv ity and discounted 
future earnings.14 Despite such evidence, some city politicians 
could only see the overrun in the context of a potential political 
liability. 

Some of the project's critics took exception not to the speci
fic solution, but to any efforts to construct a suicide barrier on 
the viaduct. Arguing that the barrier 's supporters were mispla
cing their efforts, one letter to Canadian Architect stated that the 
barrier proved that "public officials are more concerned w ith a 
band-aid solution to suicide than w ith getting to the root of the 
social problems that contribute to it."15 According to such voices, 
citi zen activism should have been d irected to the p rovincial go
vernment responsible for public health, not to the construction 
of a barrier in one par ticular location . 

As a project straddling the realms of civic art, infrastruc
ture, and public sa fety, the Luminous Veil has brought to the 
fore important questions about civ ic values, about short-term 
poli tica l ex pediency, and about attitudes towards vulnerable 
communities and their representation in the public realm. Re
cently completed, it may come to represent and embody the 
cu rrent stage of Toronto's development, much as the viaduct 
did for an ea rlier era. Like its endur ing host structure, the Veil 
promises to transcend its immediate function to enrich the lives 
of generations of Torontonians. 
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Fig . 1. Toronto . St. Paul. Power Street at Queen Street East . interior to E. Joseph Connolly ( 1887). 
(Photo: Malcolm Thurlbyl 
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Malcolm Thurlby 

The "Roman Renaissance" 
Churches of Joseph Connolly 
and Arthur Holmes and their 
Place in Roman Catholic 
Church Architecture 

Following his move to Toronto in 1873, Joseph Con
nolly (1840-1904) soon became the major architect 

for the Roman Catholic church in Ontario, a position 
he enjoyed for nea rly a qua rter of a century. Born in 
Limerick, Ireland, and trained in the Dublin office of 
James Joseph McCarthy (1817-1881), Connolly advan
ced to become McCarthy's chief assistant in the late 
1860s.' He subsequently made a study tour in Europe 
and, in 1871, he was in practice for himself in Dublin, 
although no records survive of any commissions2 By 
13 August 1873, he had moved to Toronto where he 

entered into partnership with the engineer, surveyor, architect, 
Silas James, an association that was di ssolved by 23 April 1877, 
after which Connolly practised alone3 

Connolly has been designated the "Iri sh-Canadian Pugin" 
on the strength of the large number of Gothic churches he desi
g ned in Ontario' In all, he was responsible for designing or re
modelling twenty-eight Roman Catholic churches and chapels 
in the Gothic style in the province, plus the Roman Catholic ca
thedral (1881) in Sault-Sainte-Marie, Michigan, and James Street 
Baptist Church (1879) in Hamilton. Moreover, hi s churches of 
Holy Cross at Kemptville (1887-1889)5, St. John the Evangelist at 
Ga nanoque (1891),6 and St. Dismas at Portsmouth (1894-1894)7, 
were inspired by the round-arched Hiberno-Romanesque style 
introduced by Augustus Welby Pugin at St. Michael's, Gorey 
(Wexford) (1838-1839).8 That style was subsequently adopted by 
J.J. McCarthy in St. Laurence at Ballitore (Kildare) (1860) and 
elsewhere, and enjoyed considerable popularity in late nine
teenth-century Ireland• Quite against the Gothic principles of 
Pugin, or the Hiberno-Romanesque tradition, Connolly also de
sig ned two closely related churches in Ontario in what ONE [a] 
contemporary account called the 'Roman Renai ssance' style10 

They are St. Joseph's, Wellington Street at Queen Street, Cha
tham, and St. Paul's, Power Street at Queen Street East, Toronto, 
and they are the focus of this paper. 
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The foundation stone of St. Joseph's, Chatham, was laid 
on 17 October 1886 and construction was completed in the fol
lowing year. " At St. Paul's, Toronto, the foundation stone was 
laid on 9 October 1887 and the dedication was performed on 
22 December 1889.12 A report on the dedication of St Paul's is 
most complimentary on the architecture of the church: "Perhaps 
on the continent there is not a more chaste temple in thi s style of 
architecture." It is observed that when the fa<;ade is completed it 
"will present a combination of architectural beauty as magnifi
cent as anything in its style in the world, and the Italian style is 
perhaps beyond all others beautiful." The writer concluded that 
"[n]ot a fault can be found anywhere and it may be sa id that 
the architect, Mr Connolly, RCA, has in this splendid structure 
erected a monument to his own time." 13 Eric Arthur called the 
latter "quite the most beautiful church interior in Toronto,"" 
although such praise came after the less complimentary ob
servation that "[t]he church was a rather courageous attempt 
at a design in the Italian Renaissance manner in a city where 
nearly all churches were Gothic." '5 Why are St. Paul's, Toronto, 
and St. Joseph's, Chatham, so different from other churches by 
Connolly?'6 Why are they not Gothic? How are they associated 
with Roman Catholic church architecture of the late nineteenth 
century in Canada and elsewhere? What sources did Connolly 
use? We will consider those questions in detail, after which we 
will examine the influence of Connolly's Roman Renaissance 
churches on those of his former assistant, Arthur W. Holmes 
(1863-1944), in Ontario. Our study will end with a brief review 
of the Church of the Holy Family, King Street West, Toronto, 
wh ich was rebuilt in the Roman Renaissance style from 1999 to 
2001, after fire had destroyed its early twentieth-century Gothic 
predecessor in 1997. 

St. Joseph's, Chatham, and St. Paul's, 
Toronto - Description 

Both churches adopt essentially the same basilican plan with 
ten-bay arcades that terminate in an apsidal sanctuary (figs. 1 
and 2).17 Groin-vaulted aisles flank the nave, and from the 
second and third bays-counting from the east-, single-story 
chapels project one bay beyond the aisles (figs. 1-4).18 The two
story elevation comprises a round-headed main arcade carried 
on Ionic columns, a full entablature, and a clerestory that 
penetrates the lath-and-plaster high barrel vault. Between the 
windows, pilasters-single in Toronto, paired at Chatham-rise 
to carry transverse arches of the high vault. The semi-dome in 
the apse is set at the same height as the nave vault in Toronto, 
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Fig. 2. Chatham. St. Joseph. Wellington Street at Queen Street. interior toE CSJ. 
Joseph Connolly ( t 886). 
<Photo: Malcolm Thurtbyl 

Fig. 3. Toronto. St . Paul. exterior from NW. Joseph Connolly (1887l. 
<Photo: Malcolm Thurtbyl 

but is placed lower at Chatham where it springs from the top 
of the entablature. At the entrance to the apse at Chatham, a 
triumphal arch on Corinthi an columns emphasizes the impor
tance of the sanctuary space, and a blind arcade on Corinthian 
pilasters continues the rhythm of the nave arcades into the apse. 
The exterior wa lls at Toronto are of hammer-dressed sa nds-



Fig. 4. Chatham . St. Joseph . exterior from NE CSEl ( t 886) . 
<Photo: Malcolm Thurlbyl 

Fig . 5. Toronto. S t. Paul. exterior from E. Joseph Connolly ( 1887l. 
CPhoto: Malcolm TI1urlbyl 

tone w ith red sandstone d ressings, while at Chatha m the red 
brick superstructure sits on a limestone basement (fi gs. 3 and 
4) . On both churches single pilas ters di vide the aisle bays. The 
same articul ation is used in the clerestory at Toronto, while at 
Chatham there are twin pilasters. The aisle and tra nsept wa ll s 
at Chatham are furth er enriched w ith recessed square panels 
beneath the w indows, and that moti f is continued round the 
apse. At Toronto, there are simila r panels, loca ted higher on the 
apse wa ll , in which a centrally placed cross is framed in red 
sandstone (fi g. 5) . At Chatham, the upper wa ll of the apse is ar
ticul ated w ith paired bl ind a rches in each bay, while at Toronto 
there are larger sing le blind arches. There is a th ree-apse east 
end at Toronto-the southeastern apse is enclosed in the vestry- , 

Fig. 6 . Toronto. St. Paul. S aisle confessional. Joseph Connolly ( 1887l. 
<Photo: Malcolm Thurlbyl 

while at Chatham the side chapels end in a fl at east wall (figs. 4 
and 5). Projecting confessionals a re incorporated in bays six and 
eight at Toronto, but there are none at Chatham (fig. 6). Chatham 
boasts a tw in-towered fa<;ade, although the superstructure of 
the towers was not completed until 1916 (fig. 7). At Toronto the 
bell tower p rojects to the north of the fa<;ade and is an integral 
part of the original plan, although the superstructure was com
pleted by Arthur Holmes, only after Connolly's death (figs. 3 
and 8). Both fa<;ades are ar ticulated in two stories and fi ve bays; 
the three in the centre correspond w ith the nave, have a central 
doorway and are surmounted by a pediment (figs. 6 and 8). The 
doorway in each of the single outer bays communicates w ith an 
aisle. Pilas ters divide the bays of the Chatham fa<;a de, stone for 
the nave and brick for the aisles. There is furth er differentiation 
between the nave and aisle fa<;ades in the form of festoons that 
decorate the wa ll between the capitals in the nave, but not in 
the aisles. There is a wheel window in the middle of the upper 
story of the fa<;a de and a niche on either side. A full entablature 
separates two stories and there are Ionic capitals on the ground 
story and Composite for the upper story. On the Toronto fa<;ade, 
pilas ters di vide the nave and aisles and frame the outer angles 
(fig. 8) . Individual bays are more richly trea ted than at Chatham, 
w ith finely moulded, round-headed a rches on columns and ca r
ved tympana above the doorways. There are Ionic capitals on 
the ground fl oor and Corinthian capitals above, while coloured 
ma rble roundels enrich the spand rels. The juxtaposition of dif
feren t tex tures of beige and red sandstone further enhances the 
perma nent polych rome of the fa<;ade. 

Stylistic and Iconographic Associations 

The label 'Roman Renaissance' is derived from the second 
chapter of the thi rd volume of John Ruskin's The Stones of Ve
nice.'9 Rusk in initi ally di scussed the Casa Grimani in Venice 
as an exa mple of that style "because it is founded, both in its 
principles of superimposition, and in the style of its orn ament, 
upon the architectu re of classic Rome at its best period ." He li s
ted St. Peter's Basili ca in Rome as an exa mple of the style "in its 
purest and fullest form." In its external form, Ruskin observed 
that the Roman Renaissance style "differs from Romanesque 
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Fig. 7. Chatham. St . Joseph . W <Nl fa<;ade. Joseph Connolly (1887). 
<Photo: Malcolm Thurlbyl 

work in attaching great importance to the horizontal lintel or 
arch itrave above the arch ." That is used in Connolly's internal 
e levations above the main arcade, and on his fa~ades, although 
in the Toronto fa~ade vertical elements penetrate the entablature 
above the first story (figs. 1, 2, 7, and 8). 

The interior of St. Paul's, Toronto, has been convincingly 
compared with the great Roman basilica of St. Paul's outside the 
Walls. 20 The association might also be extended to San Clemente, 
Rome, which has been home to the Irish Dominicans in the city 
since 1667. However, both these Roman churches are wood
roofed, while Connolly's are vau lted in the manner of Rom an 
Baroque churches, as in Carlo Maderno's ex tension to the nave 
of St. Peter's Basil ica (1607-1612) . There, the two-story elevation, 
in which the clerestory lunettes cut into the high barrel vault, 
is derived from the nave of II Gesu, Rome, begun in 1568 by 
Vig nola. 21 The massive, compound piers of II Gesu and Roman 
Baroque churches were not suitable for Connolly's chu rches in 
which there was a preference for greater openness between the 
nave and aisles. Thus, Connolly's interiors read as a fu sion of 
the columnar main arcades of an Early Christian basilica w ith 
the high barrel vault and clerestory w indows from the Roman 
Baroque tradition . Be that as it may, Connolly's terms of refe
rence we re signi ficantly broader. The immediate inspiration 
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Fig. 8. Toronto. St. Paul. W fa<;ade. Joseph Connolly (1887l. 
{Photo: Malcolm Thurlby> 

Fig. 9. Longford . St. Mel's Cathedral. Ireland . interior to E. J .B. Keane 0 840). 
(Photo: M alcolm Thurlby) 

for the nave, the low, transeptally placed chapels, and the apse 
articulation, seems to have been St. Mel's Cathed ra l, Longford 
(1840-1856), Ireland, by J.B. Keane (fig. 9) .22 The churches share 
the same Ionic order for the main arcade columns and, in par
ticular, the same arrangement of the low transepts, except that 
there are three bays at Longford . At Longford, the vault is based 
on Palladian principles, as in hi s churches of II Redentore (1576-
1591) and San Giorgio Maggiore (1560-1580), Venice, in which 
the clerestory w indows are cut into the high barrel vault that 
springs from the entablature above the main arcade. 23 However, 
Connolly chose not to adopt this scheme, or that of most Roman 
Baroque churches. Rather than springing the high vault imme
diately above the entablature, Connolly introduced a more full y 
articul ated upper story in which the shallow pilasters that carry 
the tra nsverse arches of the vault provide an illusion of height 



Fig. I 0. Thurles Cathedral Clipperaryl. W front. J .J . McCarthy (1865-1872). 
(Photo: Malcolm TI1U1ibyl 

far greater than their actual sca le (figs. 1, 2, and 9). That is an 
arrangement encountered in eighteenth-century France in the 
churches of Contant d ' Ivry, as in the nave of Sa int-Vaast at Arras, 
begun in 1755, and in La Madeleine in Pari s, begun in 1764.24 

A furth er Veneti an associati on is suggested in the plan 
of Torcello Cathedral, which is reproduced by Ruskin .25 It 
has ten-bay arcades like both the Connolly churches, and a 
three-apse east end as at St. Paul's, Toronto. In light of thi s, it is 
interesting that in Connolly's obitua ry, in the Canadia 11 Architect 
and Builder, St. Paul's is labelled as "Ita li an Romanesque," an 
association that best fits aspects of the fa<;ade and the campanile 
(figs. 3 and 8) 26 

The fa<;ade of St. Paul 's (fig. 8) is a brilli ant amalga m of 
the Tuscan Romanesque San Miniato al Monte in Florence and 
Veneti an church fa<;ades of And rea Pall adia (1508-1580); San 
Giorgio Maggiore, Sant' Andrea della Vigne (1570), and Il Re
dentore.27 The roundels in the spandrels of the fa<;a de also reca ll 
Venice and Rusk in, as at the Fondaco della Turchi and the Pa
lazzo Dario/ 8 while the coloured ma rble insets may derive from 
the "Decoration by Discs," on the Palazzo Badoari Pa rtici azzi, 
which Ruskin illustrated in colour.29 Be that as it may, the set
ting of the roundels adjacent to the capitals of the main pilas ters 
reca ll s the Arch of Augustus at Rimini, which may also have 
supplied the inspiration for the continuation of the verti ca l a rti
culation into the entablature. Alberti's fa<;ade of San Francesco, 
Rimini (1450), itself modeled on the Arch of Aug ustus, may also 
have been a point of reference here. 30 The superimposition of 
the Corinthian over the Ionic order follows Vitruvian principles 
as di scussed in Joseph Gwilt's 1867 E11cyclopedia of Architecture.31 

MALCOLM THURLBY r;J~r.!.1l'~WI.!.1~·~1:1 

The bell tower is set off to the side in the tradition of the Itali an 
Romanesque campan ile, as at Santa Maria in Cosmed in, and 
San Giorgio in Velabro, in Rome, to cite just two examples. 

J.J. McCarthy's Thurles Ca thedral (Tipperary) (1865-1872) 
may have played an intermediary role for the Itali an Roma
nesque-style campanile offset to the left of the St. Paul's fa<;ade, 
Toronto (fig. 10).32 The divi sion of the ground floor of the Thur
les fa<;ade is a lso related to St. Paul's. In both, there are three 
round-headed doorways with ca rved tympana, one in the cen
tre to the nave and one each to the aisles, separated by slightly 
narrower blind arches. At Thurles, there is no clea r separation 
between the nave and aisle fa<;ades, whereas Connolly provided 
this with bold Ionic pilasters, a motif that he also used at the 
outside angles of the front. Moreover, Connolly incorporated 
a full entablature between the lower and upper sections of the 
fa<;ade, a feature entirely lacking at Thurles. The rose window in 
the upper fa<;a de at Thurles is repeated by Connolly at Chatham 
(figs. 7 and 10), and may be further associated w ith Alberti 's 
fa<;ade of Santa Maria Novella, Florence (1470), and Santa Cate
rina dei Funari, Rome (c. 1549-1564) 33 The latter also provides a 
close parallel for the niches that fl ank the round w indow of the 
upper story of the Chatham fa<;ade and for the fes toons between 
the capitals. Giacomo dell a Porta's fa<;a de of Sant ' Atanasio dei 
Greci, Rome, supplies an analogue for a fi ve-bay, two-story fa
<;ade w ith towers over the outer bays and a pediment above the 
three central bays.34 

The architectural confessionals that project from the aisle 
wa ll s in St. Paul's, Toronto (fig. 6), are taken neither from a 
Roman nor a classicising tradition, but are adapted from A.W. 
Pugin and his followers. In an account of St. George's, Lambeth 
(Southwark), published in The Ecclesiologist, it is recorded that 
"Mr Pugin has ingeniously met with the question of confes
sionals, which are indispensable to a modern Roman Catholic 
church, by m aking them constructional, and placing them 
between the buttresses, approached of course by a series of 
doors from the nave. That was an afterthought, but is more 
felicitous than architectural a fterthoughts genera lly a re."35 They 
are then adopted by J.J. McCarthy at St. Saviour, Dublin (1852-
1861),36 and St. Ignatius, Ga lway (1860),37 and subsequently by 
Edwa rd Welby Pugin and George Ashlin in St. Augustine's, Du
blin (1860), and Cobh Cathedral (1867-1919)38 Connolly included 
them in a number of his Gothic churches, including the chapel 
of St. John that he added to the northeast of St. Michael's Cathe
d ra l, Toronto (1890). There, a small pointed gable is placed above 
the window in the middle of the confessional, while at St. Paul's 
the confess ional is somewhat higher and is topped with a pedi-
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F;g. II . Toronto. Our Lady of Lourdes. ;nterior to E <Wl. F. C. Law (1 885-1886). 
<Photo: Malcolm Thurlbyl 

ment in the tradition of a Greco-Roman temple. 
The choice of the Roman Renaissance style for St. Jose

ph's, Chatham, is not documented. The first church had been 
built in 1847 and was run by Jesuit priests, a group that had 
always championed the ultramontane cause of the promotion 
of centrali za tion of authority and influence in the papal Curia. 39 

However, in 1874 the Jesuits departed and, from 1878 to 1921, 
Franciscan fathers ran the church . That 1847 church was in a 
simple, round-arched style and the fa<;ade was articulated with 
pilasters and included a wheel window in the gable.'° Connolly's 
design may therefore be read as a more elaborate version of that 
tradition and one that would express the Ita li an origins of the 
Franciscan order. 

For St. Paul's, Toronto, preference for the Roman Renaissan
ce style is dictated by John Joesph Lynch (1816-1888), Archbishop 
of Toronto from 1870 until hi s death, and the Right Reverend Ti
mothy O'Mahony (1825-1892), the pastor of St. Paul's. O'Mahony 
was born in Cork, Ireland, and had completed his priestly trai
ning in Rome.' ' In 1879, he met Archbishop Lynch in Rome and 
he was invited to Canada to become Lynch's auxi liary. Bishop 
O'Mahony was made pastor of St. Paul's and he determined to 
replace the small brick church of 1823.'2 There is no written do
cumentation to record di scussion between either Bishop O'Ma
hony or Archbishop Lynch and Connolly on the question of the 
s tyle of the church. However, a letter from Kennedy, McVittie 
& Holland, Architects, Barrie, Ontario, dated 9 May 1883 and 
preserved in the Archives of the Roman Catholic Archdiocese 
of Toronto, records that Archbi shop Lynch preferred the "Italian 
Style of Church Arch itecture."43 That a rchitectural ultramonta-
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F;g. 12. M ontreal. Notre-Dame-de-GrAce. W <SJ fron t. John Ostell ( 1851 -1853). 
<Photo: Malcolm Thurlbyl 

nism is further witnessed in Toronto in the Church of Our Lady 
of Lourdes, Sherbourne Street (1885-1886), which was built for 
Archbi shop Lynch by Commander FC. Law4 4 Here, the nar thex 
of the original fa<;ade reca lls S. Lorenzo fuori le mura, Rome, 
whi le the articulation of the aisleless interior wi th a barrel vault 
carried on a full entablature and stepped Ion ic pilasters, plus 
the ribbed dome on a drum and pendentives, proudly proclaim 
Roman Baroque connections (fig. 11). The entrance and transept 
fa<;ades adapt elements from classical temple fa<;ades and, like 
St. Paul's, Toronto, a campanile projects to the left of the west 
(east) front. 

Loretto Abbey Church, located on Well ington Street near 
Spadi na, Toronto, built by Beaumont Jarvis in 1897 and demo
li shed in 1961, continues the Romanising theme.'5 It has a sin
gle-story elevation w ith coffered barrel vaults over the chancel, 
transepts and nave, and a ribbed dome on pendentives over the 
crossing. The walls of the chancel and transepts are ar ti cul ated 
wi th Corinthian pilasters. The lower, si ngle-bay chapels in the 
angles of the transepts and chancel com municate with the main 
spaces through a trabeated on plain Ionic pilasters. The slim 
Ionic columns that separate the nave and aisles may have been 
inspired by Connolly's nave at St. Pau l's. 

Elsewhere, the Rom an connection was well established in 
Quebec from the 1850s, as at Notre-Dame-de-Toutes-Graces, 
renamed Notre-Dame-de-Grace in 1867, Montreal (1851-1853), 
by John Ostell (1813-1892) (fig. 12), where the design of the 
fa<;ade belongs to the type established with II Gesu in Rome.'6 

Moreover, it reflects the eighteenth-century trad ition of fa<;ade 
design in Quebec and may be associated w ith French Baro-



Fig. 13. M ontreal. M ary Queen of the World . interior to E (SJ ( 1870-18941. 
<Photo: Malcolm Thurlbyl 

que churches like Val-de-Gnke, Paris (1645-1667), by Franc;ois 
Mansart and Jacques Lemercier. In 1852, Ostell built St. Anne, 
Griffintown (now destroyed) with a simila r fac;ade. 47 The Cathe
dral Basilica of Saint-Jacques-le-Majeur, renamed Mary Queen 
of the World in 1955, Montreal (figs. 13 and 14), is a miniature 
version of St. Peter's Basilica, Rome, in which the a rticulation of 
the dome, the fac;ade, and the interior are copied exactly. Even a 
version of Bernini's baldacchino was added in 1900.48 The project 
was conceived in 1854 by Ignace Bourget (1799-1885), Bishop of 
Montreal (1840-1876), as a replacement for the earl ier church des
troyed by fire in that year. Bourget had visited Rome and was 
pa rticula rly impressed with St. Peter's and, three years later, he 
sent Victor Bourgeau to study the site. Work did not commence 
until1870 and the church was finally completed in 1894. 

Continuity of classicising references, rather than Gothic, 
in the Roman Catholic churches of Montreal is witnessed in 
II Gesu (1864-1865) by the prolific New York architect, Patrick 
Charles Keely (1816-1896) (fig. 15).'9 That monumental cruciform 
basilica has a three-story elevation with round-headed main 
arcades on Corinthian columns, flanked by groin-vaulted aisles, 
and surmounted by a triforium and clerestory articulated by 
Corinthian pilasters, which carry the transverse arches of the 
high barrel vault. Keely has been credited w ith the design of 
over six hundred Roman Catholic churches in the United States, 
most of which are built in the Gothic style, as represented in 
Canada with hi s remodelling of St. Mary's Cathedral, Halifax. 50 

However, a classicising style was preferred for Jesuit churches 
by P.C. Keely, including the Church of the Immaculate Con
ception, Boston Massachusetts (1858-1861), St. Mary's, North 

MALCOLM THURLBY (i,~,_., •. Sl.l.<,~r_., •• S!I:I 

Fig. 14. Montreal. Mary Queen of the World. exterior from SW <NWJ (1870-1894). 
(Photo: Malcolm Thurlbyl 

Fig. 15. Montreal. II Gesu. interior to W <El. P.C. Keely ( 1864-1865). 
<Photo: Malcolm Thurlbyl 
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Fig . 16. Clonliffe College Chapel. interior to E. Fig . 17. Rome. S. Agata dei Goti. interior to E. 
J.J. M cCarthy ( 1873). (Photo. Malcolm Thurlby l 

<Photo: M alcolm Thurlbyl 

Boston (1875-1877), and St. Francis Xav ier, West 15'" Street, New 
York (1878-1882).51 Keely also employed a "Renaissance" style 
for St. Stanislaus Kostka (1877-1881), the mother Polish Catholic 
church in Chicago.s2 It is also worth noting that a pattern book 
devoted to Catholic church architecture published in New York 
in 1869, included one rich Baroque fa<;ade design.53 

Later examples of Baroque Classicism in Montrea l churches 
include: Chapelle Notre-Dame-de-Lourdes (1873-1876) by Napa
Jean Bourassa and Adolphe Leveque; Saint-Charles (1899-1905) 

by Albert Mesnard; Sa int-Raphael-Archange-de-I'l le-Bizard 
(1873-1874) by Victor Bourgeau and Alcibiade Leprophon; and 
Sainte-Brig ide (1878-1880) by Louis-Gustave Martin, and the 
t radition continued into the twentieth century.54 

In Nova Scotia, architectural ultramontani sm is in evidence 
at St. Ninian's Cathedral at Antigonish (1867-1874),55 St. Ambrose 
Cathedral, Yarmouth, by J.C. Dumaresque of Hali fax (1889 with 
transepts added in 1908),56 and at St. Pierre, Cheticamp (1893). 57 

The situation in England and Ireland allows us to view 
Connolly's Roman Renaissance chu rches in a wider perspective. 
Two unusual ea rly examples occur in England . First, there is 
the little-know n Chapel of the Virgin and St. Everilda at Everin
gham (Yorks. E.R.), by Agostino Giorgioli (1836-1839), in which 
Corinthian columns articulate the wa ll s of the unaisled nave 
and carry an entablature and a coffered barrel vault pierced by 
rectang ular lunettes. The articulation continues in the apsidal 
sanctua ry with Corinthian pilas ters and a coffered semi-dome 
with a Pantheon-like half oculus. Secondly, the Chapel at Prior 
Park, Bath (Somerset), commenced in 1844 by J.J. Scoles, and 
fini shed by his son, A.J. Scoles, to the original design almost 
forty years later. 58 The chapel has a Corinthi an colonnade, coffe
red ba rrel va ult, and apsidal east end and was described in Th e 
Builder as "the most perfect model of a Roman basilica existing 
in England ."59 Most importantly, Cardinal John Henry Newman 
(1801-1890) championed the Roman cause. New man converted 
to Catholicism in 1845, hav ing for merly been vicar of St. Mary's 
Church, Oxford, and founder of the Oxford Movement. In 1851, 

he ordered a "Style Latin" desig n for hi s proposed Oratory 
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Fig. 18. Waterford. Dominican C hurch. interior 
to E. George Gold;e (18 78l. 
<Photo: M alcolm Th urlbyl 

in Birmingham.60 In Ireland, he commissioned the Uni versity 
Church by John Hungerford Pollen (1853-1855) with a simple 
rectangular, wood-ceiled nave with simple round-headed cle
restory w indows and a semi-domed apse. It has the appea rance 
of an unaisled Ea rly Christian basilica.61 Prior to that, the Pro
Cathed ral in Dublin (1814-1825) boasted a barrel-vaulted nave 
on columns and an entablatu re of the Doric order62 Our Lady 
of Refuge, Rathmines, Dublin (1850-1856), by Patrick Byrne, 
adopted a centrali zed plan w ith four equal arms that support 
a dome63 It was at thi s time that The Ecclesiologist reported th at 
amongst Iri sh Oratori ans, "the ultra-par tisans add a dislike of 
Pointed, and a preference of modern Itali an architecture, as 
the architecture of present Rome ... "."4 Especia lly important in 
connecti on with Connolly is the Chapel of Holy Cross College, 
Clonliffe, Dublin (1873), by J.J McCarthy."5 Paul Cardinal Cullen 
(1803-1878), Archbi shop of Dublin from 1852, was a strong ad
vocate of the Classical style of church building to di stingui sh 
the Catholic chu rch from the Gothic of the Protestant church 
of Ire land ... He stipulated that the design of the chapel should 
fo llow Roman models, the fa<;ade on Santa Francesca Romana 
(Sa nta Maria Nova), and the interior on Sa nt' Agata dei Goti 
(fi gs. 16 and 17). McCarthy had ea rlier studied the two churches 
on a visit to Rome and re turned there with Dr. Verdon, president 
of the college, to further inspect the models. McCarthy fo llowed 
the prescribed models to the Jetter. Reference to Goldie and 
Child 's St. Saviou r's Dominican Church in Waterford (1878) is 
a lso pertinent in that context.•' Although wood-roofed, the nave 
has a two-story elevation w ith a round-headed main arcade 
on Corinthian columns and pilasters in the clerestory, and a 
tr iumphal arch leading to the apse that is similar to Connolly's 
version at Chatham (figs . 2 and 18) . 

Returning to England, John M. Bryson's St. Peter's, Hatton 
Wall, Hatton Garden, London (1863), is described in The Builder 
as "in the Roman basilica style, the only church of the same style 
in the kingdom."68 George Goldie's St. John of Jerusa lem, Great 
Ormond Street, London (1864), provides a good exa mple of re
ference to Rome, complete with marble pilasters, an entablature 



Fig. 19. London. Brompton Oratory. in terior to E. Herbert Gribble (1880-1884). 
<Photo: Malcolm Thurlbyl 

Fig. 20. London. Brompton Oratory. W front. Herbert Gribble (1880-1884). 
<Photo. Malcolm Thurlbyl 

and high barrel vault with lunettes in the nave, and a dome on 
a ta ll drum and pendentives above the high altar."9 The fa~ade 
adapts II Gesu and its followers to the aisleless nave, and fores
hadows aspects of Connolly's designs such as the superimposi
ti on of Corinthian above Ionic orders, delicate arch mouldings, 
niches, and festoons. In London, that a rchitectural ultramon
tani sm later inspired Francis Tasker's St. Patrick, Wapping 
(1879-1880), and similarly, in Lancashire, Ignatius Scoles and 
S.J. Nicholl's Jesuit Church of St. Wilfrid at Preston (1879-1880).70 

Also in Preston, is found St. Augustine's by Si nnott, Sinnott and 
Powell (1890) who created two massive towers to flank the 1838 
temple fa~ade, and an aisleless interior with giant pilasters and 
a coffered segmenta l barrel vault. 71 The key edifice, however, is 
the Brompton Oratory Church, built from 1880 to 1884 by archi
tect Herbert Gribble (1847-1894) (f igs. 19 and 20)-" Gribble wrote 
"those who had no opportunity of going to Ita ly to see an Italia n 
church had only to come here to see the model of one."73 Our 
Lady, Ch isw ick (1885-1886), by Adams and Kelly, a lso provides 
an interesting, a lbeit very plain, analogue for the fa~ade of Con-

nolly 's St. Paul's, Toronto. The fa~ade at Chiswick has a campa
nile to the south of the simple basilican fa~ade just as Connolly 
placed the campanile to the north of his west front. The Church 
of Our Most Holy Redeemer, Chelsea, London (1893), by Goldie, 
Ch ild and Goldie, follows an elongated octagonal plan w ith a 
coffered dome and lantern, a sanctuary to the east and aisled 
nave with compound piers.74 That church generated considera
ble debate in The Builder with regard to the choice of style. It was 
described as being of "Italian style of an English type, somewhat 
after the manner of our city churches."75 In an article entitled "A 
Question of Church Style," in the same issue of Th e Builder, the 
interior was compared with a "concert hall or the large reception 
room of a town hall."76 The writer then expressed a preference 
for Gothic, as in St. James, Spanish Place, London, also by Gol
die, Goldie and Child. In the subsequent number of The Builder, 
the "Notes" recorded that "we have received a communication 
from the architect Mr. E. Goldie, intimating that in regard to hi s 
ow n feeling he is not much at varia nce with us."77 Goldie added 
that "The Classica l style for the church[ ... ] was prescribed in ge
nera l terms by the clients." The case prov ides written testimony 
of a situation analogous to that faced by Connolly in Toronto, 
in which the Gothic of St. Mary's Bathurst Street (1885) stood 
aga inst the Roman Renaissance of St. Paul's. 

The "Roman Renaissance" Churches 
of Arthur Holmes'" 

Holy Name, Danforth Avenue East, Toronto, was commenced in 
1914 a nd dedicated in Ma rch 1926.79 The fa~ade is based on the 
eighteenth-century front of Sa nta Maria Maggiore in Rome, a l
though, as at Mary Queen of the World in Montreal, the "copy" 
is sca led down considerably (figs. 21 and 22). The interior is a n 
adaptation of Connolly's Roman Renaissance churches with a 
round-headed main arcade on Ionic columns flanked by groi n
vaulted a isles and surmoun ted with a round-headed cleres
tory and covered with a barrel vault (fig. 23). Unlike Connolly's 
churches, immediately before the apse in Holy Na me, there are 
two-bay transepts that rise the full height of the elevation. Also 
in contras t to Connolly, Holmes introduced low clerestory win
dows and ribs in the apse semi-dome. 

A contemporary account of St. Ann's Church (1913-1914), 
Gerrard Street East, Toronto, records that the design is inspired 
by "a Roman church of the sixteenth centu ry" (figs. 24 and 25) 80 

Be that as it may, the fa~ade follows a Palladian tradition, with 
a rusticated story below a temple fa~ade w ith giant columns 
that ar ticulate the upper centre of the fa~ade, a design that was 
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Fig. 21. Toronto. Holy Name. W 
<Sl fa<;ade. A.W Holmes <1914). 
(Photo Malcolm Thurlbyl 

Fig. 22 Rome. S. Maria 
Maggiore. fac;ade. Ferdinado 
Fuga (1741 -1743). 
CPhoto Malcolm Thurlbyl 

well establ ished in 
Toronto, as in 
St. Law rence H a ll 
(1850). Holmes takes 
over the projecting 
confessionals from 
Connolly. The apse 
is completely plain 
on the ex terior and 
is su rrounded by a 
polygonal ambula
tory. The nave uses 
a trabeated, rather 
tha n a n arcaded, 
first story, with Co
rinthi a n column s 
that support a n 
entablature, sur
mounted by round
headed clerestory 
w indows that cut 
into the barrel vault 
as in Connoll y's 
St. Paul's (figs. 1 and 
25) . The two-story 

trabeated elevation with high barrel vault reca ll s eighteenth
century French churches like St. Symphorien, Gy (Haute-Saone) 
(1769-1 785), by Henri Frignet and Cha rles Colombot8 1 

St. Clare (1913), St. Clair Street West at Westmount, Toronto, 
is a rather stark, red brick basilica with yellow brick dressings 
for a ll but the temple fa<;ade on which there is limestone ar ticu
lation (fig. 26). For the fa<;ade, Holmes eschews the Palladian in
teg ration of Connolly's St. Paul's, and opts for paired pilas ters to 
sepa rate the nave and aisles and single pilas ters to fl ank aisles, 
an entablature, and triple round-headed windows in the upper 
fa<;ade topped with the pediment. The interior has segmental 
a rches on uncomfortably thin, squa re piers, a large clerestory 
and panelled ceilings in the a isles and over the main span. 

The cornerstone of the Chu rch of the Immaculate Concep
tion at Peterborough was laid on 27 September 1914 (fig. 27) . 
The desig n is closely based on Connolly's Roman Renaissance 
chu rches. The fa<;ade takes St. Paul 's, Toronto, as its starting 
point, complete with the use of Corinthia n capitals for the upper 
story above Ionic on the ground story (figs. 8 and 27). However, 
Holmes cha nges the placement of the doorways so that a ll three 
open into the nave, as at Holy Na me, Toronto. The columns and 
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Fig. 23. Toronlo. Holy Name. interior to E <Nl. A.W Holmes (1913). 
<Photo: Malcolm Thurlbyl 

ca rved tympana on the St. Paul's portals are not repeated at Pe
terborough, and Holmes also d rops the marble roundels in the 
spandrels. On the other hand, he does add moulded keystones 
to the major arches of the nave fa<;ade-an emphatic reference 
to Rome-as well as a statue of the Virgin and carved reliefs 
above the doorways. Inside, the Connolly template is once aga in 
obv ious, although, as w ith the fa<;a de, Holmes has introduced 
modificati ons (fi gs. 1, 2, and 28). Peterborough has just seven 
bays as opposed to ten in Connolly's churches, and Holmes 
uses the Corinthian order rather than Connolly's Ioni c. Holmes 
also modifies the apse by substituting Corinthi an pilasters fo r 
the blind arches and by introducing clerestory windows and a 
three-bay rib vault rather than Connolly's unfenestra ted, semi
domed scheme. 

In addition to the Roman Renaissance churches of Arthur 
Holmes, some other twentieth-century Roman Ca tholi c chur
ches in Ontario fo llow the ult ra montane architectural principle 
of Romanising Classicism, as opposed to the Gothi c tradition. 
The Church of Our Lady of the Lake, Walkerville (1908), has a 
twin-towered fa<;ade and ba rrel-vaulted basilica n nave w ith a 
single story in which the entablature is ca rried on shouldered 
lintels atop Ionic columns. Sacred Hea rt, Windsor (1924-1927), 
has a basilican plan w ith a two-story elevation of an unmoul
ded, round-headed arcade on Corinthi an columns and a cleres
tory. A segmental groin vault covers the w ide nave a nd narrow 
aisles simply function as wa lkways rather than supplying room 



Fig. 24. Toronto. St. Ann. WIN) front . A.W Holmes 11913). 
(Photo: Malcolm Thurlbyl 

Fig. 25. Toronto. St . Ann. interior toE (8). A.W. Holmes <1913). 
<Photo: Malcolm TI1wibyl 

for additional seating. There are non-projecting transepts and 
a one-bay barrel-vaulted sanctuary that terminates in an apse 
with a mosa ic in the semi-dome based on that in San Clemente, 
Rome, and is flanked by side altars. The tw in-towered fa<;ade 
has a rose window and three doorways to the nave. 

Iconographica lly, the concept of the Roman Renaissance 
has continued into the twenty-fi rst centu ry. The Church of the 
Holy Family, 1372 King Street West, Toronto, was originally built 
in 1902 in the Gothic style to the design of Arthur Holmes. The 
bu ild ing was des troyed by fire on 13 June 1997. Work on the 
new church com menced on 7 October 1999 and the dedication 
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Fig. 26. Toronto. W IS) front. St. Clare. A.W. Holmes 11913). 
<Photo: Malcolm Thurlbyl 

was performed on 25 February 2001 (fig. 29). The rebuilt church 
is in the Roman Renaissance style that conform s perfectly to 
the w ishes of the Fathers of the Oratory of St. Philip Neri who 
have served the parish since 6 September 197982 The basilican 
plan includes a fully articulated crossing surmounted by a 
cupola, and tra nsepts that are the same height as the nave and 
do not project beyond the aisles. Those fea tures reca ll II Gesu, 
the founder Church of the Oratorians in Rome.83 II Gesu also 
supplied the ultimate model for the triple portals in the fa<;ade. 
O ther aspects, li ke red brick w ith stone d ressings of the fa<;ade, 
refl ect Holmes' St. Clare's, Toronto (figs. 26 and 29),84 while the 
internal elevation w ith an entablature for the first story is a 
Doric version of the Corinthian arrangement at St. Ann, Toronto. 
The church was designed by Brian Atkins of Atkins Architects, 
Mississauga, w ith Mau ro Franzoni as Project Architect. 

Conclusion 

Connolly's Roman Renaissance churches revea l the desire of the 
patrons to create a specific Roman Catholic architectural iden
tity, one that would affirm ultra montane beliefs and thereby 
give due emphasis to Rome. The Gothic style, so often adopted 
for Roman Catholic churches in Ontario, not least by Connolly 
himself, while appropriately Christi an, could still be confused 
with the Anglicans. In nineteenth-century Ontario, Gothic had 
also been appropriated for the churches of Bapti st, Method ist, 
and Presbyterian congrega tions. The 1880s w itnessed a heighte
ning of stylistic self-consciousness in church design in Ontario. 
That is well illustrated in Chatham where Connolly's Roman 
Renaissance St. Joseph's is quite distinct from the Gothic of 
Holy Trinity Anglican (1877), by the Detroit-based archi tect 
Gordon W. Lloyd, and the monumental, centrally planned Ri
chardsonian Romanesque First Presbyterian Church (1892), by 
local architect T.J. Rutley.85 In Toronto, the Anglicans remained 
true to Gothic, as in Strickland, and Symon's St. Matthew and 
St. John (1889), Richard Windeyer 's St. Alban 's (1891), and Eden 
Smith's St. Alban and St. Thomas (1892), Hu ron Stree t. The 1875 
split in the Presbyterian congregation of St. And rew's, Toronto, 
resu lted in the construction of two new churches: New Old 
St. Andrew's by Langley, Langley and Burke, was Gothic, while 
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Fig. 27. Peterborough. Immaculate Conception. fa<;ade. A.W. Holmes (1 9 141. 
(Photo: Malcolm Thurlbyl 

Fig. 28. Peterborough. Immaculate Conception. interior to E. A.W. Holmes (19 14). 
(Photo Malcolm Thurlbyl 
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Fig. 29. Toronto. Holy Family. fat;ade. Brian Atkins and M auro Franzoni for 
Atkins Architects ( 1999-200 1 l. 
<Photo. Malcolm Thurlbyl 

New St. Andrew's, by William George Storm, was Romanes
que.86 Not the Romanesque of Henry Hobson Richardson, but 
Romanesque intended to refl ect Norm an Scotland's style and 
thereby provide a geographica l, if not a temporal, association 
w ith the home of Presbyterianism.87 At the same time, the Bap
tist congregation of Jarvis Street adhered to the Gothic style for 
their new church by Langley, Langley and Burke (1874-1875). 
However, the amphitheatrical seating plan in the sanctuary of 
their church was quite distinct from either Anglican or Catholic 
Medieva l-inspired basilicas, and was the first use of this plan in 
the city.88 In 1886-1887, Langley and Burke used a similar plan for 
the Sherbourne Street Methodi st, Toronto, but, on that occasion, 
Gothi c gave way to their interpretation of Richardson ian Roma
nesque. That stylisti c choice eradicated any possible association 
between Methodi sm and either the "Papists" or the Anglicans 
that might be implied by a Gothic church. 89 

Connolly's Roman Renaissance churches in Chatham and 
Toronto are quite specifica lly Roman Catholic and are designed 
so as to avoid any possible association w ith the churches of other 
denomi nations. While they proudly announce the Roman-ness 
of the Roman Catholic church, Connolly's eclectic use of sources 
comes as some surpri se in the oeuvre of an architect so thorou
ghly grounded in Gothic. His selection and adaptation of motifs 
from Rome and Venice, Tuscan Romanesque, French Neo-clas
sicism, Irish Romanesque, and Baroque Reviva l styles, plus the 
adaptation of Gothic confessionals at St. Paul's, show Connolly's 
impressive command of hi storica l styles and hi s remarkable ta
lent in fu sing such di verse elements into well-proportioned new 
desig ns. While Arthur Holmes was to inherit Connolly's mantle 
as ch ief a rchitect for the Roman Catholi c church in Ontario, his 
work never matched that of his former employer. While he was 
capable of the pleasing adaptation of Santa Ma ri a Maggiore, 
Rome, in h is fac;ade of Holy Na me, Toronto, and even ex panded 
Connolly's reference to eighteenth-century French sources, for 
the most part his designs amount to little more than d ry and 
uninspired "copies" of Connolly's work. 
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Fig. I . Will iam R. Souter, Ca thedral of Christ the Ki ng, H amilton, 
Liturgical west (south) fa<;ade, 19)1-1933. 
(Photo: ~·l,tkolm Thurlby) 
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Paula Wubbenhorst 

America's Influence on the Cathedral 
of Christ the King in Hamilton1 

The Ca thedral of Christ the King (1931-1933) (fig. 1), Ham il ton, 
Ontario, is located on the north side of King Street West, and 

overlooks the east side of Highway 403. It tells the story of the 
conflicting motivations of an ambitious "Old World" bishop and 
a young American-trained architect. The bishop is the Most Re
verend John Thomas McNally (1871-1952), Bishop of the Roman 
Catholic Diocese of Ham ilton from 1924 to 1937, and the archi
tect is Wi ll iam Russell Souter (1894-1971), of the Hamilton firm 
Hutton and Souter. Commission ing a cathedral, a replacement 
seat, no less, at the onslaught of the Great Depression, McNa lly 
was an enterprising man who was wi lli ng to go to great lengths 
to promote Catholicism in Hamilton, English Catholicism in 
Canada, and, in the process, himself.2 Souter, on the other hand, 
was a young architect, trained at the Universi ty of Pennsylva
nia, who simply relished the opportunity of designing his first 
church in accordance w ith current architectural trends. 

While the cathedral suffers a couple of awkward com
promises between the Bishop and the architect, the conflict 
between the Bishop's grandiose aspirations and Souter 's practi
cal and contemporary architectural application is more appa rent 
upon comparing and contrasting the di scourse surrounding 
the cathedral to the structure itself. With little good news fit to 
print at the time, popular fo lk lore surrounding the construc
tion of the cathedra l was profuse. A seemingly authoritative 
summary of such fanfare is the Pigott Construction Company's 
monograph on their project entitled Cathedral of Christ the King, 
Hamilton , Canada: Being an arra ngement of Photographic Views and 
notes describing the new Cathedral opened at Hamilton , December 19"', 
1933. A compi lation of images w ith short desc riptive texts, the 
publicat ion concludes with the fo llowing paragraph: 

Such a re some of the chief architec tural and construct ional featu

res of this ed ifice modeled on the best exa mples in the Old World 
and placed in a new world setting. Thi s Cathedral, stand ing today 

in a busy manufacturing centre and on one of the principal arter ies 
of traffic, links up w ith those other structures of a more distant 

time and place. Though built w ith modern methods a nd ingenuity 
in much less time than cou ld have been drea med of in the days of 

the guild s, it breathes the sa me spiri t of craftsmanship and beauty 

of desig n3 
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Fig. 2. William R. Souter, Ca thed ral of Christ the King, H amilton, 
Detail of aisle window, 1931-1 933. 

!Photo: ~lalcolm Thurlby) 

Fig. 3. W illiam R. Souter, Cathedral of Christ the King, H amilton, 
Det C~ il of cleres tory w indow, 193 1-1933. 

(Photo: :VIakolm Thurlby) 

There is nothing to suggest that the Bishop authored thi s 
copy, nor, of course, the numerous newspaper ar ticles that 
reiterate the sa me such sentiments, associating the Hamilton 
cathedral with European ones. However, as the client, and no 
less, as a powerful fi gure, McNally is sure to have approved this 
tex t as well as what was publicized to the popular press. Such 
rhetoric was all par t of the Bishop 's public relations campaign. 
He wanted hi s cathedral to be held in the same high esteem as 
those in the Old World, the continent where hi s beloved religion 
was born. 

Though some romanticizing should be allowed for, es
pecially since the cathedral is Gothic in style (in architectural 
terms), such assertions are problematic. Remarks such as those 
published by the Pigott Construction Company suggest that 
European authority governs the design of Hamilton's Catho
lic cathedral and that-other than the employment of modern 
methods of construction-the edifice shares few similarities with 
contemporaneous architecture. 

Not only is the architectural style of the cathedral similar 
to conservative contemporaneous architecture, but also the chief 
architectural and constructional features are hardly modelled 
on Old World examples; rather, they are closer to American 
sources. Though the Cathedral of Christ the King employs a Go
thic vocabulary, Souter does not follow true Medieva l models, 
but relies on an American derivation of the style instead. Moreo
ver, even though the church resembles Gothic cathedrals, there 
are clearer formal connections with American architecture. The 
body of the church has closer affinities with American edifices 
than with European sermons in stone. Similarly, the tower and 
ciborium take after an American model rather than European 
ones. This essay will revea l that although the Cathedral of 
Christ the King shares similarities with the Gothic cathedrals 
of the Middle Ages, in terms of architectural source material, 
American authority governs it to a greater degree. 

The notion of American influence is absent from the little 
academic research that exists on Hamilton's Cathedral of Christ 
the King. Besides R.H. Hubbard 's di smissive half paragraph, 
in his article "Modern Gothic in Canada," for the Bulletin of the 
National Gallery of Canada, which erroneously labels the ca the
dral an "a isleless building," only two academic articles have 
been published on the architecture of the cathedral.4 Written 
at the conclusion of its construction, those essays include W.M. 
Shaw's "Basilica of Christ the King," in Construction (November
December 1933) and H.E. Murton's short "The Basilica of Christ 
the King," in the journal of the Royal Architectural Institute of Ca
nada (April 1934) .5 Consequently, thi s paper is primarily based 
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on archival record s, the popular press and the publications of 
Joseph M. Pigott (1885-1969), owner of the Pigott Construction 
Company. Utilizing formal analysis and/ or comparison, the 
following pages will undermine the architectural merits of the 
associative claims made in those documents and uncover closer 
ties to American sources. 

The most preva lent erroneous European association con
cerns the style of architecture. The Pigott Construction Com
pany, Murton, Shaw, and Hubbard all pinpointed a specifi c 
period of Medieval English Gothic as the architectural style 
of the cathedral. The Pigott Construction Company stated that 
"Gothic architecture of what is known as the middle period and 
of the English school was selected as the vehicle of design.'-6 
Murton concurred, estimating that the cathedral was "designed 
in the period of English fourteenth-century Gothic with its 
inherent softn ess of line."7 Shaw deemed that the Basilica was, 
"genera lly, of ea rly Engli sh Gothic desig n."8 Over thirty years 
later, Hubba rd argued that "its basic design is Perpendicular."9 

Though Decorated (middle-pointed) details do ex ist, such as 
the curvilinear window tracery (fig. 2 and fig. 3), ogee arches 
(fig. 4), and slender arcade piers (fig. 5), the desig n of the struc
ture does not adhere to any of those strains of Engli sh Gothi c. 
Rather, the cathedra l was designed in an American derivation of 
European Gothic, speci fically the Late Gothi c style espoused by 
Boston-based architect-theorist Ralph Adams Cram (1863-1942). 



It is necessary to understand the style of architecture to 
which Cram rebelled in order to comprehend his philosophy. 
Moreover, it is important to note that, by suggesting that Sou
ter's cathedral was designed in a specific English Gothic style, 
the Pigott Construction Company, Murton, Shaw, and Hubbard 
did not give him due credit, as they serve to suggest that he 
was an outmoded nineteenth-century copyist. By creating anew 
rather than imitating cathedrals of the Middle Ages, Souter 
and Cram dispensed with the ea rly Victorian archaeological 
approach to architecture zea lously advocated by English archi
tect-theorist Augustus Welby Northmore Pugin (1812-1852). In 
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Fig. 4. William R. Souter, Cathedra l of Christ the King, H amilton, 
Detail o f tower. 193 1-1933. 
(Photo: Malcolm Thurlbv) 

Fig. 5. William R. Souter, Cathedral of Christ the King, 
H amilton, Interior pier, 1931-1933. 
(Photo: M.tkolm Thurlby) 

an effort to banish the Classicist core from superficial early nine
teenth-century Gothic Revival architecture, Pugin led a whole 
generation of nineteenth-century Gothic Revivalists to study 
Medieval originals in order that those precedents be precisely 
studied for the sake of imitation, though adapted to contempo
rary circumstances. Although Puginian copyism was eclipsed 
by a more creative and flex ible Gothic Revival after the 1850s, its 
archaeological basis persisted into the twentieth century. 

Cram riled against this imitative approach, characterizing 
nineteenth-century Gothic architecture as "fraudulent."10 Rather 
than simply reproduce Medieval architecture, Cram wanted to 
re-create it as Henry Hobson Richardson (1838-1886) had with 
the Romanesque. Cram admired Richardson's churches because 
they were new, and thus at least partially valuable in the history 
of American architecture. However, Cram refined Richardson's 
bold, massive, and dominating forms with the grace of the Go
thic style. 

Specifically, Cram wanted to take up the English Gothic 
tradition where it left off when interrupted by the Protestant 
Reformation. He "discerned murder, not exhaustion" of Gothic 
motifs in the sixteenth century, and he believed that the Per
pendicular style still had force and promise in the nineteenth 
century.11 However, Cram did not copy Perpendicular models; 
rather his Gothic adapted Medieval principles to modern neces
sities. His colleague Henry Vaughan (1846-1917) initiated Cram 
into the more modern approach of his late Victorian Revivalist 
mentor, George Frederick Bodley (1827-1907). (The now demo
lished St. Augustine's Church (1874), Pendlebury, epitomizes 
Bodley's majestic late Gothic style.12

) Drawing on the Bodleyan 
aesthetic, Cram developed an original style that rejected Victo
rian copyism; his was "architecture, not archaeology."13 

Adhering to Cram's tenets, Souter's Cathedral of Christ 
the King is not a replication of an English Gothic cathedral but 
is "largely an original concept."14 After visiting the American 
cities of Boston and New York, unlike the Victorian Revivalists, 
Souter chose not to travel abroad to tour European churches. He 
told a Hamilton Spectator interviewer: "Heck, I could remember 
them all from my student days [ ... ] architectural studies inclu
ded all the old great churches and cathedrals."15 Instead, Souter 
claimed: "for about three months I doodled and drew sketches 
on a pad."16 Uninterested in archaeological authority, Souter 
created, in Cram's words, architecture rather than archaeology. 

Cram even acted as "critical advisor" to the project, mee
ting with Souter and Pigott in Boston to review the drawings.17 

Recounting the day in hi s diary, Pigott di sclosed that "[Cram] 
liked Souter's design very much. He made a change in front-put 
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Fig. 6. William R. Souter, Cathedral of Christ the Kin g_ 
H amilton, Exterior from the east, 193 1- 1933. 

(Photo: Millcolm Thurlby) 

a big niche ... in gable over front entrance See-in which to place 
'Christ the King' and objected to this figure being in the tower 
[sic]. He made other minor changes in plan.'"8 Just over six 
months later, Pigott and Souter met Cram again in Boston. Pigott 
reported that: 

Cram made certain changes to our altar design. He cut off the fle

che or spire and recommended at the back and sides rich Brocade 

hangings-lots of crimson and gold. He widened the width to about 

12'. The s tai ned glass windows-he praised the designs and color, 

but said "of course they are not stained glass." He said that he had 

been prepared to find much fau lt and was agreeably surprisedl9 

Cram's opinion regarding the cathedral's stained glass 
eventually led to a dispute with the Bishop, which ultimately 
resulted in a compromise, the windows being composed of 
Cram's medallions and the Bishop's didactic imagery. Thus, 
though Cram's changes were few, they were not merely recom
mendations. 

Although the contemporaneous press made mention of 
Cram's assistance, he was dubbed an "international authority" 
on Gothic architecture and his nationality was rarely, if ever, 
revealed; reporters were always quick to add that few modifi
cations were suggested .20 Indeed, Pigott 's diary entries seem to 
substantiate that claim; however, though Cram may have had 
minimal direct influence on the design of the cathedral, the fact 
that the American found little fault with the plans reveals that 
Souter had a well-grounded knowledge of Cram's architectural 
style. Souter's daughter maintained that he did "six months of 
research before he put pen to paper.''21 Judging by the triviality 
of Cram's suggestions, much of this time was probably spent 
thoroughly studying Cram's brand of Modern Gothic. 

In addition to subscribing to a doctrine of originality over 
archaeology, the Late Gothic style employs the Beaux-Arts aes
thetic. As its name implies, Beaux-Arts is based on the teachings 
of Paris' Ecole des Beaux-Arts; though a French institution, the 
late nineteenth-century Revival of its basic building principles 
began in the United States, spearheaded by McKim, Mead and 
White. The Chicago World's Columbian Exposition (commonly 
known as the Chicago World's Fair) popularized this American 
Academic Renaissance in 1893. Although the style was typically 
articulated in a classicising fashion, Beaux-Arts fundamental s, 
including ideals of discipline, order, and monumentalism, were 
also applied to the Gothic style, which was a preferred sym
bolic choice for ecclesiastical structures. The modern spirit of 
the Cathedral of Christ the King, as opposed to the outmoded 
Victorian approach, can be better understood in the context of 
Beaux-Arts ideals. 

44 

The cathedral's strong horizontal axis is a Beaux-Arts trait, 
as it favours monumentality over the picturesque. Although, as 
previously mentioned, the house of worship stands above the 
highway, it is erected on a low natural plateau, to the west of 
the downtown core. Accordingly, the regal Cathedral of Christ 
the King ironically does not reign over its inner city; instead, it 
recumbently stretches across the earth. The wide windows that 
run around the entire body of the church, especially those that 
puncture the raised basement (fig. 6), enhance thi s impression. 
Moreover, Souter inscribed horizontal lines on the church by 
way of the pronounced stringcourses and the blind arcade that 
circumscribes the pair of portals on the liturgical west (south) 
side. The low pitch of the roofs and gables do little to counteract 
that horizontal line effect. Souter strategically placed a 165-foot 
tower (fig. 7) at the southwest corner, at the apex of the angle of 
King Street, so that it terminates the urban vista from both the 
east and west.22 However, the staged transition of the tower, 
from square to octagon, sobers in comparison to the dramatic 
upward surge of Medieval and /or Victorian towers. 

This single carillon tower is the only picturesque element 
of the design, making the cathedral very composed and thus 
decidedly un-English. Constructed of Scottish random ashlar 
masonry, Hamilton's simple exterior lacks the rustic texture 
of English Medieval cathedrals. According to the Pigott Cons
truction Company, this stonework: "has been kept as flat as 
possible, the projection of the rock face being not over one-half 
inch with 5/ 8" joints pressed to a flat strap like surface."23 Even 
though the liturgical west (south) window is heavily recessed, 
the detail treatment of the liturgical west (south) fa<;ade is quite 



Fig. 7. \Villiam R. Souter, Ca thedral of Christ the King, H amilton, 
Tower from south t.~,Js t, 1931-1933. 
(Photo: i\ I,Jkolm · Jhurlb~·) 

Fig. 8. William R. Souter. Ca thedral of Chri ~t the King, H am ilton, 
Interior to liturgic.ll east (north), 193 1-1933. 
(Photo: i\Ltlcolm Th urlby) 

restrained, as seen in the 
shallowness of the cre
nellated blind arcade and 
the stiff rectilinear shape 
of the canopied niches. 
Moreover, the colossal 
crowned statue of Christ 
the King culminates the 
"west" front, but barely 
emerges from the gable. 
The temperate trimmings 
continue around the en
tire edifice, the plain wall 
expanses being relieved 
only by buttresses and 
stringcourses. The only 
element that breaks up 
Hamilton's roofline is the 
pinnacle that demarcates 
the sanctuary. (The chi
mney is slightly detached 
from the main body of the 
church.) Souter streamli
ned the side porch into the 
base of the carillon tower, 
omitted transepts for the 
sake of utility, and merged 
the chapels into the sanc

tuary, making the overall composition very unified and incon
sistent with sprawling Medieval English Gothic cathedrals.24 

This Beaux-Arts streamlined simplicity endures in the 
interior (fig. 8), where Souter dispensed with the unnecessary 
triforium in favour of a simple two-storied elevation. Souter's 
omission of transepts results in a long, unbroken view of the 
lierne-vault[ed ceiling) right down to the liturgical easternmost 
(northernmost) end. The differentiation between the sanctuary 
and the nave is subtle, the sanctuary being elevated, but, in Mur
ton's words, is "essentially a continuation of the nave, adding to 
its length."25 Merely a more elaborate rib and an engaged five
fold cluster column, in place of the three-fold cluster, of the nave 
proper, distinguish the sanctuary from the nave. Thus, Souter 
minimizes Medieval English variety and sculptural effects, 
allowing simplicity and unity to prevail. 

Whereas Decorated cathedrals were originally richly po
lychromed, the Cathedral of Christ the King is generally 
monochromatic26 Such lack of polychrome is consistent with 

the purifying penchant of the Beaux-Arts aesthetic. Colour is 
confined to the floor and the stained glass windows. Although 
the saints in the clerestory windows are polychromatic, those 
windows are largely clear, as the figures are kept small in order 
to admit as much clear light as possibleY Similarly, the panels 
of the Stations of the Cross are kept neutral, colour being limi
ted to the mild rose of the frames, "so as not to conflict with 
the windows and in particular to avoid giving a band of dark 
colour around the wall of the church."28 As does its horizontal 
emphasis and disciplined restraint, the pureness of the cathe
dral's monochromatic colour scheme reveals its closer allegiance 
to American-revived academic architecture than Medieval 
Gothic. 

In addition to employing an American architectural voca
bulary, Souter relied more directly on American models than 
European ones. However, it seems that even Souter's elder 
partner, Gordon Johnston Hutton (1881-1942), with whom he 
apprenticed before being named partner in 1921, felt it necessary 
to make exaggerated associations with European cathedrals.29 

Hutton reported to the Hamilton Spectator that: 
The new basilica will be modeled, generally, after one of the oldest, 

largest and architecturally impressive buildings ever erected-the 

cathedral of Notre Dame, in Paris. Nothing, perhaps in all the 

world, has ever been so universa lly admired as Notre Dame, and 

when Hamilton's basilica rises tall and commandingly beautiful, it 

too, will be a "vast symphony in stone."30 

The Canadian church shares little with the legendary 
French cathedral (fig. 9). As previously mentioned, Souter dis
pensed with a triforium and transepts; furthermore, unlike 
Notre-Dame de Paris, the Cathedral of Christ the King lacks 
flying buttresses, a fleche, gargoyles, two foreboding rectilinear 
towers, and a tripartite fa<;ade. Other than their Gothic vocabu
lary, the two cathedrals share almost nothing in common. 

However, the same Hamilton Spectator article refined Hut
ton's associative claims. The reporter revealed that "the general 
shape of the plan of the church is similar to Notre-Dame church 
in Paris."31 Indeed, the layout of Hamilton's cathedral adapts 
a sca led-down version of Paris' famous si mplified, hairpin 
ground plan (fig. 10), though Souter's apse is narrower than 
the remainder of the church and he omits the ambulatory.32 By 
di spensing with those components, and adapting the principles 
of the Parisian plan to suit his own design, Souter adhered 
to Cram's notion of adapting Medieval principles rather than 
specific motifs. Nevertheless, the association with Notre-Dame 
de Paris is hardly worth mentioning as, owing to its modern 
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economical design, the continuous streamlined ground plan 
has become generic since Paris initiated it almost one thousand 
yea rs before Souter designed the Cathedral of Christ the King. 
Thus, the connection w ith Notre-Dame de Paris is insubstantial 
at best. 

A closer link exists between the Cathedral of Christ the King 
and New York City's Church of St. Vincent Ferrer (1916) (see www. 
fordham.edu / halsall / medny/ mchale.html), designed by Cram's 
associate, Bertram Grosvenor Goodhue (1869-1924). St. Vincent 
Ferrer is notable not only because it is one of Goodhue's ecclesias
tical masterpieces, but also because it marks the fi rst time that the 
iconography of the cruci fixion embellished a church exterior. In 
fact, Goodhue made it the focal point of the enti re liturgical west 
front composition, by placing the Christ crucified fi gure at the 
centre of the lintel that rises from the entrance porch. Moreover, 
increasing its prominence, Goodhue elevated the actual cruci
fixion so that it pokes up above the top of the lintel. 
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Fig. 9. CathedraJ o f Notre· Dame, Pari s, West fac;ade, begun 11 50-11 55, lower story c. 1200, 
w indow 1220, towers 1225-1250. 
(Photo: Luc Noppen) 

Fig. 10. Cathedral of Notre-Dame, Paris, plan, begun 11 50-1155. 
(Photo: Luc Noppen) 

In hi s daily diary, Pigott noted that he, with McNally and 
Souter, visited that Dominican church during their tr ip to New 
York City33 In his condensed daily diaries, Pigott recounted: 
"For several days- March 8'h, 9'h, and JO'h-Bishop McNally, Bill 
Souter and I were in New York looking at churches, in prepa
ration for the design of the Basilica ."34 However, the architect 
had to have seen the edifice at least fou r years earlier, either in 
person or second-hand, because he included a crucifixion on the 
main entra nce of hi s Cathed ral High School (1927-1928), Hamil
ton, another project done for McNally in conjunction with Pi
gott35 Not only did Souter include the crucifixion, he positioned 
it just as Goodhue had . Although Souter simplified the design 
by d ispensing with the figures that people Goodhue's fa<;ade, 
the iconographical link rem ains. 

Since Souter patterned the entrance of Cathed ral High on 
St. Vincent Ferrer, it is possible that he used the same source for 
the liturgical west (south) fa<;ade of the Cathedral of Chri st the 
King. Both "west" fronts have the same general layout. Howe
ver, whereas Souter mimicked the iconography of the American 
church's "west" front in his design of the school, he appropriated 
the layout of the recessed window in h is design of the church. 
Souter's design imitates the overall form of the recessed pointed 
arch, as well as the tracery of the w indow that comprises it. Both 
windows include a sexpartite rose, elevated by five lancets, with 
trefoil s aiding the tra nsition. 

The windows might have been identical had it not been for 
the Bishop's iconographical demands. Whereas curvilinear tra
cery comprises Goodhue's rose motif, six large and small lobes 
comprise that of Souter's in order to accommodate the Bishop's 
required iconography. Pigott's monograph on the cathedral re
ported that: 

His Excellency expressed a w ish for a fa irly large centra l panel to 

house the representation of Ch rist the King, also for six other fai rly 

large panels to take ca re of representations of the Holy Family and 

ou r Lord 's inti mates during His li fe here on ea rth. Th is fo rced 

the rose into a ra ther novel and interesting fo rm, namely six large 

lights and six small lights, su rround ing the centre ronde! [sic]3 6 

Thus, because the Bishop demanded that there be adequate 
space to include twelve figures around the centra l roundel, 
which was to and does depict the moti f of Christ crowned, Sou
ter could not replica te Goodhue's wi ndow in as much detail as 
he may have intended. 

American influence on the liturgica l west (south) fa<;ade 
may not end w ith St. Vincent Ferrer. The Cathed ra l of Christ 
the King's odd double porch suggests that there may have 
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Fig. n. James Ga mble Rogers, Sterling M emori al Library, detaiL Yale 
University, New Haven, 1930. 
(Photo: Patri ck L. Pinnell. Reproduced from Pat rid: L. Pinne ll , The Campus Guide: 
Yale UniVt'rsity, Nt•\\' York, PrinCt'lon Archi iL'I.:tural Pl\.>ss, 1999, detail of cover) 

Fig. 12. H enry C. Pelton and Charl es Callens, The Ri verside Church 
in the City of New York, www. theriversidechu rchny.org, 
completed in 193 1. 
(Photo: reproduced from The Riverside Church, in the Ci ty of New York: A Handbook 
of the Institut ion and its Building, Philadelphia, Frankl in Print Company, 1931. p. 29) 

Fig. 13. Cha rtres Ca thed ral, West fa<;ade, t 134-1220, porta ls ca. 1145, 
rose \Vindow ca. 1216, north spire 1507. 
(Photo: Lu c Noppen) 

also been a secula r source 
since churches typica lly 
bear single or triple por
ches. In a 1967 interview 
for the Hamilton Spectator, 
Souter acknowledged that 
he threw a "bit of Yale [ ... ] 
in" to the design.37 Since 
Ja mes Ga mble Roge rs' 
long-awa ited Sterling Me
moria l Library (fi g. 11), 
completed in 1930, is one 
of the cornerstones of Ya le 
arch itecture, it is possible 
that Souter may have been 
referring to it. Thus, he 
may have patterned the 
cathedral's double door 
arrangement on that sour
ce. Although arched hea
ders, rather than a lintel, 
surmount Gamble's doors, 
three pronounced posts 
strongly verti ca lly deli
neate the entranceways of 
both buildings. Moreover, 
Souter may have also been 
inspi red by the extent of 
the recession of Sterling 
Memorial Library's front 
window as that degree of 
depth is absent from the 
window of St. Vincent Fer
rer's liturgical west fa .;ade. 
Therefore, the Cathedral 
of Christ the King exhibits 
more specific connections 
with American structures, 

least of all St. Vincent Ferrer, than w ith Notre-Dame de Pari s. 
In addition to the church body being feebly likened to 

Notre-Dame de Pa ris, the Cathedral of Ch rist the King's tower 
has been erroneously para lleled with other Eu ropea n sources. 
The highlight of the structure, Hamilton's tower, is of a couron 11e 
(crow n) type. Thus, just as the central roundel of the liturgica l 
west (south) fa.;ade's w indow does, the tower appropriately evo
kes the cathedral's theme of Christ crowned. 

McNa lly, Pigott, and Souter were probably inspired to 
include a couronne tower during their trip to New York City. 
Besides the Church of St. Vincent Ferrer, the three men visited 
St. Patrick's, Brooklyn's Chapel of Cardinal Mundelein, St. Bar
tholomew's, St. Thomas, the Church of the Heavenly Rest, St. Jo
hn the Divine, and Riverside Church.38 Completed in the yea r 
of the Hamilton trio's visit (though the first service was held in 
October 1930), Riverside Church (fig. 12), designed by Henry C. 
Pelton and Charles Collens, includes the famous Laura Spelman 
Rockefeller Memorial Tower. 39 The summit of the tower forms 
the couronne motif. Pigott complimented it in hi s d iary, writing: 

"The Church of Rockefeller's with the tower he has erec ted in me

mory of his mother is a wonderful p iece of work .'AO 

Pigott seems to have had a penchant for lacy towers. Upon 
visiting Chartres during his Eu ropean vacation, he recorded in 
hi s travel di ary that "the lines [of the south tower] are undoub
tedly very good and the spire very g raceful, but I must confess 
I like the spire of the north tower the best.'4 1 Though the less 
fa mous of the two towers, Pigott preferred the late Gothic north 
tower (fig. 13, on the left), which, with its fili g reed summit, is 
aes thetica lly closer to the couronne. Additionally, the sight of 
Rouen Cathedral provoked Pigott to write: "The beauty spot is, 
of cou rse, the Tour de Beurre. This tower is the inspiration to 
the Boston Stump [the tower of St. Botolph's Church in Boston, 
Lincolnshire] and our own Cathedral Tower in Hamilton.'42 

With a special affection for the Tour de Beurre (fig. 14), Pigott 
was certainly partial to filigreed towers. 

While Pigott's interest in the design may have influenced 
the decision to construct a couron11e tower, his adoration of the 
Tour de Beurre did not govern the specific source upon which 
Hamilton's tower was modelled . However, Pigott was not alone 
in making this erroneous association; the papers va riously re
ported that Souter patterned the tower on the Tour de Beurre 
and "Boston Stump" (fig. 15). The Herald announced that the 
tower "has been designed to follow, broadly, the lines of the 
famous old church in Boston Lincolnshire, England, known as 
'Boston Stump."4 3 The Hamilton Spectator reported that "The 
tower design will be remini scent of a church called Boston 
Stu[mp], in Boston, England. It w ill be similar, also, to a tower 
in the cathed ra l at Rouen France.'44 

Comparisons w ith those towers reveal that neither asso
ciation is wa rranted . Both European towers ri se in successive 
stages from a square base, and only at the highest stage does 
each d issolve into an octagonal crow n motif. Conversely, al
though Hamilton's tower also rises in successive stages from a 
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Fig. -14. Guillaume Pontis and Jacques Le ~oux, ~our de Beur_re,_ R_ouen Cathedr~l, begt~ 1485. 
(Pho to: Linda Elaine Neagley. Reprod uced from Lmda Elame Neagley, o~.so.plmed E~ubera nce. :ne ~an sh Church 
of Saint-Maclou and Late Goth ic Architecture in Rouen, University Park, Pennsylvarua State Umverst ty Press, 
1998, fig. II ) 

Fig. 15. St. Botolph's, Boston, Lincolnshire, begun 1309, towe~ be~n c. ~ 425- 1 43~ . . 
(Photo: A. F. Kersting. Reprod uced from Nikolaus Pevsner and !ohn Ham s, Lmcolr~shtrc, The Bu sld mgs of England 
(rev ised by N icholas An tram, I "' edition, 1964), London, Pen gum Books, 1989, pl. 4.:>) 

square base, it dissolves into a double octagonal crow n. Moreo
ver, though Souter may have mimicked Boston's paired ogee 
arch windows, the wide windows that pierce the other square 
stages of "Boston Stump" are absent from "Hamilton Stump." 
Actually, the term "stump" is completely ill-suited to Hamilton's 
tower and revealing of the two towers' divergent expressions 
of ver ticality. Hamilton's tower, by virtue of its more plentiful 
openwork, seems to reach higher into the sky than the groun
ded "Boston Stump." However, in terms of interlace, Hamilton's 
tower sobers in comparison with the Tour de Beurre, rendering 
them formally incomparable. 

Souter 's tower is actually at least one bit of "Yale throw n 
in," as it bears a striking resemblance to Rogers' Harkness Me
morial Tower (fig. 16). Bordering on Puginian copyism, Souter 
smoothed out Harkness' rough lines, but practically duplicated 
every inch of the entire tower. In addition to the general aesthe
tic similarities, like Rogers' tower, Souter's rises in successive 
stages from a square base, to a four-sided belfry, to double fi
ligreed octagonal crowns. Souter even attempted to emulate 
Harkness' famous sculpted faces since originally, as previously 
mentioned, he had included the Christ the King figure on the 
tower until Cram transferred it to the front gable.45 Since, accor
ding to Stanley T. Willi ams' 1921 pamphlet on the subject, "So 
far as known, it [was] the only 'crow n' tower in America and 
the only one built in modern times," Harkness Tower must have 
sparked a lot of interest, including Souter's4 6 Likely foll owing 
in the footsteps of Collens and Pelton, Souter was inspi red by 
that masterpiece. 

Hamilton's tower is not its only crown that is feebly at
tributed to European authority. Another crown resides in the 
church, at the liturgical east (north) end, in the form of the ci
borium (fig. 17) . McNally requested that this ciborium "should 
take the form of a crown in a cathedral dedicated to Christ the 
King [since the] Sacramental Presence is actually in the taber
nacle [below it] ."47 Inaccurately referring to it as a baldacchino, 
a common mistake discussed in his construction company's 
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Fig. 16. James Gamble Rogers, H arkness Memorial Tower, Yale University, 
New H aven, completed in 192 1. . . . 
(Photo: Pa trick L. Pinnell. Reproduced from Patrick L Pinnell, The Campus Gmdc: Yale Uruvers1ty, New York, 
Princeton Architectural Press, 1999, p. 60) 

Fig. 17. Will iam R. Souter, Cathedral of Christ the King, H amilton, Sanctuary, 1931·1933. 
(Photo: Malcolm Thurlby) 

monograph, Pigott reported that Souter fo und authority for the 
crown-spire at St. Giles at Edinburgh (fi g. 18): 

When the Bishop expressed the desire to have hi s high Alta r in the 

Basilica at Ha milton built so that the covering of the Baldacino [sic] 

would be in the fo rm of a "Crown"-Souter made qui te a sea rch for 

a precedent and this tower of St. Giles at Ed inburgh was the only 

thing he could findAS 

The fac t that Souter was so hard-pressed to find authority 
makes the association all the less convincing, especia lly since 
the tower crown ing St. Giles shares lit tle w ith that topping the 
tabernacle at the Cathed ral of Ch rist the King. Although inwa rd
facing flyers that meet at the centre comprise both crown-spires, 
thi s is where their similarities end . Whereas Edinburgh's but
tresses support a small fi nial that functions as the summit of 
the crown, Souter's flyers support the crown proper (though 
Souter 's original conception must have included some sort of 
pinnacle since Cram removed it). 49 As both designs trea t the 
motif of the crown quite distinctly, the architectural associati on 
seems somewhat forced . 

However, associating the ciborium with an exterior tower 
is rather intriguing since Souter's crown actu ally echoes the one 
that surmounts hi s own ex teri or tower (fig. 19). An octagonal 
d rum delineated by corner pinnacles comprises each crown. 
Because Yale's Harkness Memori al Tower inspired the exterior 
tower, there is a more concrete American link, yet aga in, than a 
European one. 

Formal analysis revea ls that Rogers' Harkness Memorial 
Tower is a more defi n itive source than St. Giles, "Boston Stu mp," 
or Rouen for both Souter's ciborium and tower. Additiona lly, 
the Church of St. Vincent Ferrer and Sterling Memorial Library 
share more specific similarities w ith the body of Hamilton's 
Catholic cathed ral than does Notre-Dame de Paris. Fina lly, stylis
tically speaking, Souter ar ticulated Hamilton's house of worship 
in the American-derived Modern Gothic style ra ther than in a 
true European Medieval vocabulary. Therefo re, though sources 



Fig. 18. St. Giles, Ed inbu rgh. 1495. 
(Photo: w w w.undiscoveredscotland.co.uk) 

on the subject report and suggest a strong European influence, 
American authority governs the design of Cathedral of Christ the 
King to a greater degree. 

The Cathedral of Christ the King's American authority may 
not have been fully comprehended at the time of construction, 
simply because the architect himself seems not to have spoken 
to the press. While reporters interviewed McNally, Pigott, and 
even Hutton, Souter's voice on the subject was not published 
until 1967. Souter kept any hint of his true sources to himself 
until long a fter the dust had settled, probably because they were 
not necessarily in tune with what the Bishop wa nted emphasi
zed publicly. 

The conflict over sources of authority is made all the more 
apparent by the fact that Souter was reluctant to settle on a 
so-called precedent for his crown-spire, as it suggested that he 
was required to find certain types of authority. While complai
ning of Souter's poor work ethic, Pigott noted in hi s di ary that 
"Authorities must be found for every thing."50 Such a statement 
is not surprising given Pigott 's traditionalist ways. His publi
cations and diaries suggest that he identified strongly with the 
Medieva l master stonemason, esteeming the permanence and 
familiarity of stone construction 5 1 

The Europe-schooled Bishop was also extremely traditiona l 
with "definite tastes in ecclesiastical architecture."52 Not only 
did Souter have to contend with such conservatism, but he also 
had to demonstrate that he was capable of church design. Thou
gh McNally likely reluctantly approved of Pigott's choice, due to 
the fact that the threesome had worked together on Cathedral 
High, it was the constructor who actually hired the architect. At 
the 1933 opening of the cathedral the Bishop remarked: "We had 
not the same implicit confidence in him because, while he had 
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Fig. 19. Will iam R. Souter, Cathedral of Christ the King, H am ilton, 
SummH of tower, 1931-1933. 
(Photo: Malcolm Th1trlby) 

long cherished the desire of building a church, had never before 
had the opportunity of proving his worth."53 

By rebelling somewhat aga inst thi s "Old World" Bishop, 
Souter not only proved his worth, but also showed himself to 
be a rather innovati ve church architect. 54 Just a few years before 
Souter star ted to work on the Cathedra l of Christ the King, the 
Toronto Catholic Diocese's darling architect, Arthur W. Holmes 
(1863-1944), travelled abroad to measure St. Mary the Virgin of 
St. Neot's, Huntingdonshire (fifteenth century-early sixteenth 
century). Holmes reproduced it in the form of the Basilian church 
of Holy Rosary (1925) in cosmopolitan downtown Toronto55 By 
not relying on such strict European authority, conversely, in the 
Cathedral of Christ the King, Souter designed something much 
more modern in the industri al city of Hamilton. 

Modernist architecture had taken the world by storm by 
the 1930s, making the Cathedra l of Chri st the King actually 
quite conservative in style as well (by universa l architectural 
standard s) . Despite Modernism, it seem s that it was still 
important for ecclesiastica l structures to have the prestige of 
"Old World" European associations. The contemporaneous 
folklore surrounding Hamilton's Cathedral of Christ the King 
accomplishes just that. However, in actual fact, Souter designed 
a largely American structure that is leaps and bounds beyond 
the Medievalism to which its Bishop aspired . 
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Fig. I. «Cha teau Fron tenac, Quebec City. ca 1895». 
(Notman Photographic Archives, McCord Musellm of Can.1dian His tory, Vicw -2786) 
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The Chateau Frontenac in 
Quebec City: The Social 
History of an lcon1 

" W hat would the city of Quebec be 
without the Chateau Frontenac?" asks 

a recent newspaper article2 "Without it," 
another one replies, "Quebec would not be 
Quebec. Without Quebec, the Chateau would 
not be the Chateau.'a 

Over the hundred years of its ex istence, 
the Chateau Frontenac has gained wides
pread recognition as the global symbol of the 

city of Quebec, a visua l signature, which is unblushingly like
ned to notorious iconic landmarks, including Paris' Eiffel Tower, 
Rome's Colosseum, Washington's Capitol, New York's Statue of 
Liberty, London's Tower, Rio's Chri stus Redemptor, and even 
Brussels' Mennenkenpis (fig. 1). Yet, as many have contended, 
the Chateau Frontenac is not rea lly a chateau, not even a public 
monument, but simply a hotel.4 

Today, the image of the "Chateau"-as it is commonly re
ferred to-has become the trademark of Quebec City, used as 
architectural shorthand for the French-Canadian capital. Guide
books to Canada, literature on the city, tourist parapherna lia, all 
widely reproduce images of the hotel (fig. 2, 3). The use of that 
icon is not restricted to tourism consumption, but it a lso serves 
the local population for its own purposes. The new logo for 
Le So/ei/-the city's main newspaper-, which now appears daily 
on its front page, is an image of the Chateau . The illustration 
for the entry "Quebec" in the Larousse Illu stra ted Dictionary is a 
photograph of the hotel. Even gatherings taking place in other 
hotels in the city, which have no connection whatsoever with 
the Chateau, use its image to publicize their event. Rarely has a 
private commercial institution received so much free publicity. 

This paper traces the socia l hi story of the Chateau Fron
tenac and outlines the complex, and often contradictory rela
tionship, that existed between the hotel and the city it came to 
represent. The central role played by the Chateau Frontenac in 
shaping the image of Quebec City, as we know it today, demons
trates how culture, identity, and tradition are selectively created 
by the interplay of politica l, commercial, and individual forces 
over time5 
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Fig. 2. ••Quebec and the Chateau Frontenac. » 
Poster published by the Canadian Pacific Co., ca 1910. 
(Canadian Pacific Archives, Montreal.) 

Fig. 3. «Winter Sports in Old Quebec.» 
Poster published by the Canadian Pacifi c Co., ca 1950. 
(Canadian Pacific Archi\'es, Montrea l.) 

Fig. 4. «New Chateau St. Lo uis, Quebec City.» Pro posed by W. H. Lynn, archjtect. 
Part of Lord Du.fferin's Quebec City fmproveme,Jts. 
(Tht Building Nrws, 28 October 1878) 

Fig. 5. First rendering of proposed Fortress Hotel. Eugt>ne- Etienne Tache, architect, 1890. 
(Archives na tionales du Quebet: a Quebec, Fonds Eugene-Etienne Tache) 

~he J~epartment o~ ~rown _Land~, P. Q. 

History: The Origins of the Chateau 

The Chateau has, since the beginning, been the product of a 
romantic vision closely linked to imperialist expansion and 
tourism development. In the 1870s, the British governor general 
of Canada took upon himself to stop the modernization of the 
old seventeenth-century capital and to restore its picturesque 
character through beautification efforts typical of the Victorian 
era. To give the city a nobler image, Lord Dufferin undertook the 
erection of monumental public buildings inspired by European 
Medieval Revivals.6 That antiquated urban image coincided 
with the conception of French Canada by the British as an "old 
and backward society in a new and prog ressive world."7 Duf
ferin also assumed the restoration of the old city wa lls, which 
had been partly demolished, as well as the rebui lding of the city 
gates in a Med ieval fashion . Part of Dufferin's scheme, which 
never materialized, was to rebuild the Chateau Saint-Louis, 
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residence of the French governors of the colony, which had stood 
atop the cliff from 1620 to 1834 (fig. 4). 

After Dufferin's departure in 1878, the City Council and the 
local Board of Trade revived the idea of the castle on the cliff by 
promoting the construction of a luxury hotel to attract affluent 
travelers to the capital and develop tourism.8 A group of local 
businessmen incorporated as the Fortress Hotel Company soon 
showed interest for the project and started raising development 
capital for the construction of such hotel. By the 1890s, they had 
published diverse sketches of the future hotel inspired by Me
dieval Loire Valley Chateaux, but had failed to raise sufficient 
funds to carry out the project (fig. 5, 6). A group of Anglo-Saxon 
businessmen from Toronto and Montreal-whose close rela
tionship with the Canadian Pacific Railway Company was sa id 
to be coincidental-took over the project and soon announced 
the imminent construction of a new hotel to be called Chateau 
Frontenac. Ground was broken in May 1892, and the hotel was 
expected to be completed in time to accommodate European 
travelers en route to the 1893 World Fair in Chicago.9 

At the head of the hotel's shareholders was Cornelius 
William Van Horne, general manager of the Canadian Pacific 
Railway Company (fig. 7). At the time, the CPR had just com
pleted the Transcanadian railway line and expanded its trade to 
transcontinental steamships. Two years after completion of the 
hotel, the private railway company acquired most of the stock of 
the hotel. Van Horne saw it as his mission to promote the expan
sion of the British Empire by making the CPR part of an all-Bri
tish route to the Orient. He also had ambitious views about the 
future of Canada and dreamt of taking the country "out of the 
backwaters and onto the highway"10 through the development 
of tourism. Van Horne developed the concept of the Canadian 
railway hotel system that, by locating hotel facilities in strategi
cally selected urban settlements along the line, was to ensure a 
nourishing flow of passengers and goods to the railway artery 
across the country, while providing accommodation services 
with certain standard to discriminating travelers. 

The choice of Quebec City for the construction of a major 
hotel was judicious. As a major North American seaport at the 
heart of the Eastern Canada railway network, Quebec City had 
the locational advantage of the land-sea transport interfaces. 

Fig. 6. «Sketch Plans o f Fo rtress Hote l. Eleva ti on o n 
La Montagne Street.» Eugene-Etienne Tache. architect, 1890. 
(ArchiH~s nationales du QuCbec a Quebec. Fonds EugE!ne-Etienn(> Tache) 

Fig. 7 ... Sir William Va n Horne, Montrea t Qc, 19 16 ... 
(Notman Photographic Archives, McCord Museum of Canadian History. U-212767) 

The city was to act as a continental gateway for passengers from 
Europe traveling furth er inland. The ex istence of a substantial 
regional travel market centred around numerous resort areas 
on the Gulf of Saint Lawrence, serviced by steamships from 
Quebec, positioned the Chateau at the fulcrum of the Eastern 
Canadian tourist system, which had lacked a major first class 
service facility. 11 

Van Horne had ambitious ideas about exploiting the histo
rical past of the city and its picturesque settings in the design of 
the hotel. Yet, just like Dufferin, his conceptualization of the city 
was predetermined by romantic associations and his local refe
rences were often more imagined than real. Van Horne hired 
the American architect Bruce Price, whom he had already called 
upon for the design of the Windsor Railway Station in Montreal 
a few years earlier. Price's architecture was greatly influenced 
by the Romanesque, Militaristic, and Medieval style made 
famous by the architect H.H. Richardson12 Price drew upon 
prev ious sketches made for the Chateau and presented his final 
design as emulating the seventeenth-century French Chateau of 
Jaligny in the Loire Valley (fig. 8) . The picturesque architecture 
of the Chateau consolidated the Medieval character imagined 
for the city by Lord Dufferin a decade earlier. The Chateau and 
its Medieval imagery thus were born out of a certain imperiali st 
nostalgia for an ideali zed French Canada Y 

Van Horne rightly predicted that the Chateau would 
become the "most talked about hotel on the continent."14 "Im
mediately," as a commentator wrote, "the Chateau Frontenac 
seemed to sum up in the minds of both foreigner and native all 
that Quebec was, or all that it was ex pected to be."15 What came 
to be known as the "chateau style," with its characteristic Gothic 
dormers, machicolation, turre ts, and steep copper roofs, was 
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recuperated by Van Horne for the construction of other railway 
hotels throughout Canada, and became a trademark for the CPR. 
Over the years, other competing private railway companies 
adopted the chateau style for their hotels and railway stations. 
In tune with the British Neo-gothic state architecture found in 
Ottawa and easily distinguishable from the Neo-classical style 
preva iling south of the border, the chateau style ga ined the title 
of "national style." It was recuperated by governmental agencies 
for the construction of new federal buildings, with design spe
cifications that made explicit reference to the architecture of the 
railway hotels1 6 By the 1930s, the style had acquired such strong 
nationalist symbolism that it was indiscriminately imposed 
upon all new public buildings. No longer restricted to hotels 
or government buildings, the architectural style was adopted 
all over Canada for all kinds of structures, ranging from train 
stations to post offices, apartment buildings, and even prisons.17 

Only in the 1960s did the government's developers abandon 
the Chateau-derived roof as a mandatory symbolic accessory1 8 

By such historical circumstances, the Chateau Frontenac, 
born at the heart of Quebec City, came to symbolize Canadian 
nationalism. 

The Chateau as a Site of Contestation 

The new hotel was not received locally as well as it has been on 
the national and international scenes. A series of controversies 
and public protests surrounded the early construction stages. 
The siting of the Chateau was the first object of contention. 
Although several sites overlooking the river had been proposed 
by the municipality for the construction of the hotel, Van Horne 
used his influence to secure the Federal government property 
adjoining the Dufferin terrace on the Cape Diamond promon
tory (fig. 9, 10). This spectacular si te had been of great historical 
importance for the colony. It is where Samuel de Champlain, 
who founded Quebec in 1608, built the Chateau Saint-Louis in 
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Fig. 8. «Proposed Chateau Frontenao•. Bruce 
Price archi tect, ca 1890 
(McGill Universitv. Edward and W.S. Maxwell Archive. 
Published by Fra~ce Gagnon-Pratte, p. 4) 

1620 to serve as the residence of 
the governors of New France. 
Following the British conquest 
in 1759, a second chateau named 
after the British governor 
Haldimand was built facing 
the first one. 

This prestigious site had 
been jealously kept by the city 
after the Chateau Saint-Louis 
was destroyed by fire in 1834. 

The news of its concession to a private commercial institution at 
the fixed rental of $1,250 a year with a ten-year ta x exemption 
brought a wave of protests among local residents. Moreover, 
the project would require the demolition of the Chateau Hal
dimand, which had been housing the Ecole Normale Laval 
for twenty-five years. The local press fuelled the controversy: 
"Where will all the students go?"19 After long debates, the 
school administration accepted to be relocated in the nearby 
Seminaire, a llegedly not to stand in the way of progress. Moving 
expenses were covered by the provincial government. 

The di scovery, upon demolition of the Chateau Haldimand, 
of the remains of a seventeenth-century Powder House led to 
a new series of debates in the local press. Archaeologists and 
historians tried to stop the project and preserve the Powder 
House, but development advocates succeeded in having the 
structure demolished.20 Subsequent excavations uncovered two 
ancient rooms of the Fort Saint-Louis. The ensuing public outcry 
threatened to upset plans to erect the Chateau Frontenac, but an 
agreement was reached to retain and incorporate the walls of 
the old fort into the hotel building.21 

The stylistic origins of the Chateau's architecture were also 
the object of controversy. While the Chateau Frontenac was offi
cially described as a French Medieval Revival, some contended 
that the building actually followed a Scottish Baronial style, 
celebrating the origins of CPR's president (fig. 11). The fact that 
the bricks used for the external walls of the hotel were impor
ted from Scotland, despite the local availability of high-quality 
bricks, was used to support such hypothesis. The style was also 
very popular in late-Victorian America. Architectural historians 
find attempts at distinguishing the two styles futile since the 
Scottish Baronial style actually finds its origins in the architec
ture of the Loire Valley Chateaux22 Such ambiguity in stylistic 
reference nonetheless represented one of the hotel's greatest 
assets and afforded certain flexibility in interpretation, an ex
tremely diplomatic move for a hotel located in Quebec City but 



Fig. 9. «Lower Town, Quebec City, ca 1865.>• 
(Not.man Photographic Archives, McCord Museum of Canad ian History, 00195000) 

Fig. 10 . .. Quebec City from Laval University, ca 1890.» 
(Notman Photographic Archives, McCord Museu m of Canadian His tory, View-2326) 

Fig. 11 . 11 Quebec City from Laval U niversi ty, ca 1895.» 
(Notma n Photographic Archives, 1\·lcCord Museum of Canadian His tory, View-2761-A) 

Fig. 12 ... Lower Town, Quebec City, QC, ca 1910 ... 
(Notma n Photographic Archi ves, McCord Museum o( Ca nadian History, View-4958) 

geared mainly to Anglo-Saxon tourists. The Chateau could thus 
be seen either as a symbol of British imperialism or as a tribute 
to the French founders of the city. 

Another source of resentment was related to the role the 
hotel held in local politics. As a major employment centre 
and source of regional revenue, closely related to the power
ful railway company, the Chateau gained certain influence in 
public affairs and enjoyed privileges given to few other loca l 
businesses, serving its own interests to the expense of the u rban 
population. The Chateau's administration once audaciously con
tested the add ition of a wing to the nea rby Court House, which 
would hinder future street widening necessa ry to accommodate 
the flow of t raffic generated by the imminent hotel expansion. 
The Chateau also boldly pressured the mayor for permission to 
expand the hotel along the Dufferin Terrace, which would have 
deprived the historical Pare des Gouverneurs of its view over 
the Saint Lawrence River. But the attempt failed . 

The Chateau was also presented as an Anglo-Saxon enclave 
in the French-Canadian capital (fig. 12). English was the main 
language of communication inside the hotel. The guest ledger 
for the first year of operations reveals a near total absence of 
French-Canadian names among guest registrants, which were 
mainly affluent east coast Americans escaping their stuffy 
summers.23 A journa list recalls her perception of the Chateau 
in the 1920s as an "enchanted fairy tale castle, where people 
spoke English and rich Americans resided" (my translation).24 

Publicity for the hotel was gea red towards the affluent sophisti
cates of London, New York, and Toronto and not until the 1930s 
did French language touri st brochures become standard . The 
Chateau also became the privileged meeting place of the loca l 
bourgeoisie, mainly composed of the Anglo-Saxon minority.25 
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For the French-Canadian masses, the Chateau represented a 
world from which they had been excluded. With a single public 
entrance located within the central courtyard, reached through 
archways and guarded by doormen, the Chateau seemed like 
an inaccessible fortress. The use of hotel facilities was reserved 
to its select clientele. The exclusionary quality of the hotel was 
reinforced by the contrasting public nature of its surroundings, 
especially the Dufferin Terrace spreading along the top of the 
cliff in front of the Chateau and which had traditionally been 
a place where residents of all classes mingled . Symbolically, 
the hotel's imposing mass cast its shadow on one of the poorest 
French neighbourhoods in the city down at the foot of Cape 
Diamond. 

There also was a certain amount of rancour towards the 
Chateau for its discriminatory employment practices. The inner 
organization of the hotel reflected the established social order 
separated along language lines. English Canadians or Ameri
cans held the highest managerial positions while other skilled 
jobs were occupied by foreign professionals, especially from Eu
rope.26 Until the 1940s and 1950s, French Canadians only found 
employment in more menial and unskilled assignments. Only 
in 1986 did a French Canadian first become genera l manager of 
the hotel. All employees had to be fluent in English, although 
French was not compulsory. At the city level, the development 
of tourism triggered by the marketing efforts of the hotel also 
reinforced French-Canadian subordination through the creation 
of a local service class catering to a new wave of Anglo-Saxon 
elites. 

The Chateau and the Cultural Construction 
of Old Quebec 

Despite its location at the core of the old city, the hotel was remo
ved from its cultural context and made few integration efforts. 
There was little interaction between the hotel residents and the 
local population, the former only occasionally leav ing the hotel 
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Fig. 13. "H otel Frontenac. Dufferin Terrace, Quebec City, QC, 1900.» 
The new Citadel Pavilion, Bruce Pri ce, architect, 1898. 
(Notm.ln Photographi c Archiw::-, !vlcCord Mu~·um of Canadi.m History, 
:\ IP- 1979.22.188) 

for a romantic ca/eche ride in the picturesque 
streets of the city. Visitors were discouraged 
to visit the lower part of the city where poor 
French Canadians resided 27 Quebec and its 
residents played an accessory role, serv ing as 
an exotic background for the hotel. The inte
rior design of the Chateau reflected the sub
sidiary place given to the local culture in the 
hotel conception. Of the Chateau's three main 
thematic suites, one, the Habitant Suite, paid 

tribute to the local setting and was decorated in ea rly Quebec 
rural style. Of equal importance, the Dutch Suite was dedicated 
to the memory of Dutch CPR shareholders and to Van Horne's 
own ancestry, while the Chinese Suite was to celebrate the CPR's 
new service to the Orient (fig. 13) 

In response to the criticism of rich American guests 
surprised not to find the local French-Canadian character at 
the Chateau in its first years of operation, the management 
undertook to market the hotel as "cosmopolitan with a French 
flavour" and set out to exploit that unique cultural capital in 
the North American context28 However, the French culture that 
was to be sold was not the long hybridi zed culture of the con
temporary Quebecois population, but a more purified version, 
carefully selecting aspects of the local culture, which suited the 
Chateau's Medieval image.29 Much of the Chateau's publicity 
abroad subsequently focused on the so-called "Gallic" character 
of the city, presenting Quebec as a timeless city, frozen in an 
idyllic, pre-industrial past. 

In the 1920s, the Chateau initiated a series of annual Craft 
and Folk Song Festival to bring attention to disappearing old 
French songs and rarefied ancient crafts, while reviving a cultu
ral heritage that could be marketed to the tourists. Little of the 
festival was based on actual local practices, but it was mainly 
composed of reconstitutions of old French traditions, some of 
which never had local equivalents. Newspaper accounts of the 
first edition of the festival talk of the "illusion of troubadours" 
created by a group of young gi rls from Toronto who came to 
Quebec to sing sixteenth- and seventeenth-century French 
songs in what was perceived to be their "proper context."30 The 
festivals, repeated th rough the late 1920s, marked a renai ssance 
for local cra fts and folklore. The Chateau was later praised for 
having "discovered" the riches of French Canada in folk and 
traditional arts and to have made them known to Canada and 
the rest of the world? 1 

The Chateau was also largely responsible for the conse
cration of the city as the "Snow Capita l."32 From 1924 until the 



mid-1940s, the Chateau conducted important publicity campai
gns outside Quebec, marketing the "Nordic" exoticism of the 
city to boost off-season business. The hotel promoted w inter 
sports and activities, some of which were locally practiced, such 
as tobogganing, skating, snowshoeing, and some of which were 
revived by the Chateau or borrowed from other Nordic tradi
tions, such as skiing and dog-sleigh riding in the streets of Old 
Quebec. The hotel opened its own alpine ski school managed by 
a Swiss professional and contributed to the development of ski 
resorts in the region, making Quebec City one of the major ski 
centres of the eastern part of the continent. 

The Chateau was also intimately linked to the development 
of the Winter Carnival initiated in February 1894. The Chateau 
contributed-together with the CPR-one third of the festival's 
total costs and hosted most of the Carnival's activities. The Car
nival was also a mi x of invented and borrowed traditions, such 
as Finnish snow bath s, ice sculptures, downhill canoe races, and 
of folk reviva ls brought together around the theme of winter. 
Since its revival in 1954 with the help of the Chateau, the Carni
va l has become an establi shed annual ritual for the residents of 
the city, and the central attraction of winter tourism in Quebec. 

Fig. 14. ··Chateau Frontenac and Dufferin Terrace, Quebec City ... 
The Mont-Carmel Pavilion, Walker S. Pain ter, architect, 1909. 
(Notm.m Photographic Archives, McCord Museum of Canadian Hi,. tory, 
Vicw-8009) 

Fig. 15. «New add ition to the Chateau Frontenac, Quebec City, 
1921 .... The Saint-Lou is Pavillion, Edward and W.S. Maxwell, 
architects 1921. 
(1'\otman Photographic Archives, f..kCord fvluseum of Canadian History, 
MP-0000 2077.27) 

Assimilating the Chateau 

In the course of the century, that vision of 
Quebec as a piece of old-France surviving on 
the North American continent came to reso
nate with the French-Canadian cultural elite 
conception's of the Quebecois culture. Long 
had local intellectuals asserted their French 
roots and worked on the construction of a 
collective identity fund amentally different 

from that of their American neighbours. Cultural specialists 
despised mass endorsement of British and North American 
cultu ral practices and condemned the hybridization of the local 
culture. Yet their European references were not those of con
temporary Republican France, but of the more remote mythical 
years of the colony.33 Despite intellectual condemnation of the 
Chateau's inauthenticity as a British import, the medievali zed 
image it created for the city fitted the unspoiled golden age they 
idealized (fig. 14). 

The unitary vision of the city's visible past promoted by the 
Chateau also coincided with the aspi ra tions of the Nationalist 
Movement in their construction of a distinctive Quebecois iden
tity of French origins. The Nationali st vision and the new image 
of the city were mutually reinforcing in that the cultural prac
tices initiated by the Chateau and the spatial image it projected 
legitimized the Nationalist's claims to cultural ownership, while 
the Nationalist rhetoric over the existence of a pure Quebecois 
identity authenticated the Chateau's cultural production. 

Following the Quiet Revolution and the rise of Quebecois 
consciousness in the 1960s, the city underwent a new series of 
transformations aiming at its "Frenchization," under the direc
tion of the ministry of cultural affairs3 4 One of the most signi
ficant interventions was the renewal of Place Roya le, a working 
class neighbourhood at the fo ot of the cliff known as the site of 
the ea rliest French settlement in Quebec. The neighbourhood 
was restored to its alleged pre-conquest French Regime state, 
reducing a complex history into a single stranded one. The pro
ject offered a constricted view of the national past and denied 
the successive Amerindian, French, British, and contemporary 
architectural occupations of the site. The restoration project 
epitomized the Nationalists' idealized vision of the Nation, as 
a bounded-and by definit ion exclusive- entity, homogeneous 
and continuous in time, space, and sociocultural composition.35 

The project added to the staged appearance of the old city and 
confirmed its tou ristic vocation. 
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The international attention given to the rise of the Nationa
list Movement led to a dramatic increase in the flow of tourists 
attracted by political exoticism . Businesses catering to tourists 
borrowed from that European imagery, often in the most eclectic 
and anachronistic ways. In an attempt to recreate the ambiance 
of Paris' Montmartre, the rue du Tresor, across the Chateau from 
the Place d 'Armes, was allotted to artists selling touri st art-most 
of which picture the Chateau or present idyllic views of the city 
free from all reference to modern infrastructure. The city also 
saw the proliferation of crepe restaurants with staff members 
dressed in traditional Breton outfits. 

That european izing movement was not confined to the tou
rist areas, but soon permeated other aspects of local life, through 
what John Dorst termed mimetic participation.36 Accelerated by 
increased knowledge of Europe through the democratization 
of international travel, the city's cultural elite came to see that 
image as a natural part of its own identity. In the late 1970s, 
smoke-filled cafes serving bowls of cafe au /ail, sidewalk restau
rants, and French bakeries appeared in the gentrified areas sur
rounding the walled city, reflecting their residents' aspirations 
to a European way of life. At the occasion of the Chateau's cen
tennial celebration in 1993, its ballroom was transformed into a 
Parisian cabaret to present an operetta by Jacques Offenbach. 
Promoting the event, the director of the centennial project decla
red: "We could not have thought of a more charming attraction 
than La Vie Parisienne, in the pure French spirit, to celebrate the 
centennial of the hotel."37 (fig. 15) 

Local Recognition 

While the Chateau epitomized, for foreign and Canadian tou
rists, the enduring French character of the local culture, for 
much of the local popular classes-which hardly associated 
themselves with France-, it represented something quite diffe
rent. The Chateau became the object of local pride as a symbol of 
modern ity, which had allowed the city to step into the twentieth 
century.38 The building itself became an emblem of progress. Its 
heavy masonry walls hid the most advanced building techno
logy and a sophisticated light steel structure. The eighteen-story 
tower added to the hotel in 1919 was the first high-rise structure 
in Quebec City. Towering above the silhouette of the city and 
symbolically dwarfing religious monuments, which had long 
dominated the skyline, it epitomized a new era in the life of 
the city, a belated enlightenment: the slow secularization of the 
Quebecois. society. The Chateau also made the name of Quebec 
known abroad and allowed the city to clai m a place in the global 
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hierarchy. The dramatic image of the Chateau overlooking the 
river inspired such epithets as "the fortress of Gibraltar,"39 the 
"Edinburgh of the North American continent,'40 "surpassing 
Salzburg in the drama of its location,'41 and it symbolically ele
vated Quebec to the rank of great scenic cities of the world. 

The undeniable success of the Chateau as an international 
class hotel, attracting such prestigious visitors as Grace Kelly, 
Li z Taylor, Charles Lindbergh-to name only a few-, contributed 
to its consecration as symbol of the city. The hotel gained histo
rical fame when it was requisitioned for the two Quebec Confe
rences, which brought together Mackenzie King, Roosevelt, and 
Churchill to discuss the outcomes of WWII in August 1943 and 
September 1944. The Chateau also became the abode of foreign 
state officials visiting the capital. Chang Kai-Chek, Charles 
De Gaulle, Queen Elizabeth II, Haile Selassie all stayed at the 
Chateau . Several provincial Prime Ministers have also used the 
hotel as a semi-permanent residence. Alfred Hitchcock selected 
the hotel as one of the sites for his 1952 film l Confess. 

The local population also regarded the Chateau as an im
portant object of distinction from other North American cities, 
especially Montreal, Quebec's historical rival. An article in the 
Montreal press, which dared to compare the Chateau to the 
Windsor Hotel in Montreal, raised public outcry in the capital 
and fuelled chauvinistic sentiments. The local press replied in 
outrage: 

The Windsor was a hotel good enough for Montreal, but there is 

no possible comparison between the Chateau Frontenac and the 

huge pile of rocks and mortar in Montreal. The Chateau is unique, 

the site is the most beautiful in the world, Montreal cannot equal 

Quebec because Montreal has no location suited for such a buil

ding. Montrealers, if you want class and style, come spend a few 

days at the Chateau Frontenac. (my translation)42 

Besides its unquestionable imageability, the Chateau was 
thus highly regarded as a symbol of social distinction. 

For several decades, the life of upper class Quebecois re
volved around the Chateau43 The city's gradual decline as a 
commercial and industrial centre in the second half of the nine
teenth century and the decline of the port after the First World 
War led most of the Anglophone commercial elite to flee to 
more important metropolitan centres. That, coupled with mas
sive rural exodus to the capital, allowed the French-speaking 
population to g radually reconquer the city. The Chateau lost its 
exclusionary feel and made efforts to attract a more diversified 
clientele, by renting out hotel facilities for local events. In need 
of a new source of local revenue, the hotel paid more attention to 



the local middle-class population, which became one of its most 
faithful clientele. 

The Chateau came to play a central role in the social life of 
the city, as an important civic space. For decades, it remained the 
only facility capable of hosting conventions, symposia, or ban
quets in Quebec, until the construction of the convention centre 
and other large hotels in the 1970s. All important life landmarks 
were celebrated at the Chateau. Marriage and baptismal recep
tions, graduation dances, Christmas and Easter parties, wedding 
anniversaries, business meetings, and all sorts of social events 
are still held at the Chateau. On weekends, from the 1930s until 
the 1960s, the ballroom was converted into the largest dance hall 
of the city, freely accessible to the whole population. 

For the working class, the Chateau became a sacred shrine 
where they would dream to go on Saturday nights, putting on 
their best clothes and pretending to live the high life for a few 
hours. The famous novelist Roger Lemelin captured such magic 
moment in his 1948 novel La Famille Plouffe: 

A hotel li ke the Chateau Frontenac is designed to house kings and 

their courts, princes, prime ministers, and card inals ... That night, 

it is in this same hotel that Ovide Plouffe walked in, stiff like a 

bone in his well-ironed suit, accompanied by Rita Toulouse, filled 

with ad miration. (my translation)44 

Visiting the Chateau also allowed the popular classes con
tact with a wider world. People's habit to sit in the warm lobby of 
the hotel and to observe the passage of celebrities and strutting 
strangers is sa id to have inspired the name "Peacock Alley" to 
the ground floor gallery of the Chateau.45 

The hotel's democrati zation efforts continued throughout 
the century. In 1973, the hotel opened up a shopping arcade 
with tourist boutiques and a popular cafe in the basement, di
rectly accessible from the Dufferin Terrace. For the centennial 

ANNE·MARIE BROUDEHOUX r!l~"'-1''.1;!_.1•1m1•"1:!1:l 

Fig. 16. •( Dufferin Terrace and the Chateau Frontenac, new 
tower under construction, Quebec City ... Edwa rd and W.S. 
Maxwell, architects 1920·1924. 
(Notman rhotographic Archi\'es, McCord tl.•luseum of Canadian 
History, MP-0000.2078.4) 

anniversary of the hotel in 1993, the 
management made extra effort to cor
rect the Chateau's image as being for 
the exclusive use of celebrities and rich 
Anglo-Saxons, and launched a publi
city campaign to welcome the French
Canadian population, under the slogan: 
"C'est votre Chateau, Quebecois" (This 
is your Chateau, Quebecois).46 

The Chateau as Heritage 

In recent years, the importance of the 
Chateau has been sanctioned through official recognition . On 
December 10, 1993, the Canadian Commission of Historica l 
Sites and Monuments identified the Chateau as an architectural 
monument of national importance by inaugurating a plaque at 
the Chateau, which honoured the hotel as one of Canada's most 
famous architectural elements.47 Six months later, the Chateau 
Frontenac received the prize of tourism excellence, the most 
prestigious of all pri zes attributed by the jury of the Grand Prix 
quebecois du tourisme, for portraying an image of quality and re
presenting a first-choice ambassador for the region of Quebec as 
well the whole province.48 The ambiguous image of the Chateau 
and its complex history still allow it to be claimed as a symbol 
of collective identity by two antagonistic entities. 

Over time, the Chateau has almost become part of the city's 
architectural heritage and of the Quebecois cultural patrimony. 
Today, the Chateau serves as an architectural model and historic 
referent for the touristified part of the city. Local institutions 
have attempted to appropriate some of the Chateau's fame, by 
either mimicking its architecture or borrowing its name to serve 
their own purpose. There are over thirteen hotels in the Quebec 
city region using the designation of Chateau and exhibiting 
some sort of stylistic reference to the Chateau Frontenac. The 
new Museum of Civilization built in 1988 also pays a visual 
tribute to the famous hotel, further consecrating the steep cop
per roofs as a trademark for the city. Making stylistic reference 
to the Chateau rather than to its immediate surroundings, the 
museum was nonetheless awarded the 1988 Prize of Excellence 
by the Quebec Order of Architects for its sensitive integration 
to the old city. In 1996, the Quebec municipality installed a 
series of new bus stop kiosks in the old Quebec, crowned by 
steep copper roofs and pinnacles. A recent editorial in the local 
popular press, entitled "The copper topped city," denounced 
the extravagant cost of the kiosks to be partly covered by the 
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Ministry of Culture, and ridiculed their design, comparing them 
to large toasters dressed up as Chateau Frontenacs, or miniature 
Chateau Frontenacs disguised in aquariums.49 Bell Canada has 
also installed telephone booths in old Quebec crowned with 
copper roofs (fig. 16). 

Today, most of Quebec City's residents only occasionally 
visit the Chateau, leaving it, like the rest of Old Quebec, to the 
herds of tourists who visit the city each year. Yet, most consider 
its familiar image to be central to Quebec's identity and take 
their foreign visitors around the hotel as if they were its proud 
owners. The publication in the early 1990s of the French Guide 
du Routard travel guide to Canada, which ridiculed the Chateau 
as "Walt Disney's Castle," raised public outrage among city 
residents. Today, the Chateau remains a symbol of success, 
esteemed for having contributed to the economic development 
of the region, especially in promoting the development of tou
rism, now the city's second main industry. The hotel is now the 
fourth largest employer in the Quebec region and contributes 
1.6 million Canadian dollars in municipal taxes. 5° 

The Chateau Frontenac has now become a tourist attraction 
in itself, with its own museum and guided visits. No longer a 
background for the famous hotel, the city and its residents have 
also profited from the popularity of the hotel. The city is now 
using images of the Chateau to advertise itself abroad. Yet not all 
have forgotten that this architectural icon is also a private com
mercial institution. In 1993, hotel owners of the Quebec region 
pressured the tourism bureau of the Quebec region to remove 
the image of the Chateau from its official posters and tourist 
pamphlets distributed overseas, seen as unfair free publicity in 
favour of their main competitor. The image of the Chateau was 
not replaced by that of a French Regime historical landmark, but 
by a view of the St. Louis gate, which was part of Lord Dufferin's 
early recollected medievalism, thus consecrating that romantic 
image as the visual signature of the city5 1 

Conclusion 

The Chateau has thus played a central role in the shaping of 
Quebec's identity, contributing, through its promotional efforts, 
to the construction of the "idea" of Quebec as old, romantic, 
French, and Nordic. But the power of such image rests in the 
flexibility of interpretation it affords. As an architectural monu
ment, its meaning was never unequivocal but was constituted 
through affective and symbolic sedimentation accumulated 
over time, subjected to ideological manipulation and diverging 
interpretations.52 Woody Allen well understood this when he 
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filmed his 1969 Don't Drink the Water at the Chateau, turning 
Quebec into the capital city of Vulgaria, a fictitious Eastern 
European state born out of his imagination. The current general 
manager of the hotel, who is incidentally the ex-manager of the 
hotel complexes of Euro-Disney and Disney World, compares 
the incredible spell exerted by the Chateau Frontenac to the 
magic of Sleeping Beauty's Castle. 53 For him, the historical role 
of the Chateau for the city is very clear: "We are builders of me
mories, merchants of dreams ... "54 

This does not mean that the cultural identity of the city is 
counterfeit, but it rather epitomizes the real nature of collective 
identity. Identities are never fixed, natural, nor homogenous. 
Not only are they socially constructed, they are also constantly 
contested, reworked, and reinvented. Instead of rejecting the 
Chateau as a foreign imposition or a spurious construction, 
local population groups rather adopted the myth, which came 
to surround it to serve their own purposes. In 1993, a group 
of local citizens initiated a biannual Medieval Festival, where, 
for a few days in August, the old city fills up with medieval 
street life: teenage punk pan-handlers become plagued beggars, 
store owners turn into brave knights, university students act as 
troubadours, lute players, and courtesans, most of which are not 
hired actors but local residents.55 This mascarade is not staged 
for the sole benefit of tourists, but rather for the pleasure of 
spectacle, of playing another's identity, and to finally realize the 
image of the city as it was long imagined. For a few days, the 
Chateau and the old city thus become the stage on which that 
fantasy is actualized. 
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Michel Pelletier 

L'arrondissement historique 
de Senneville, Montreal (Quebec) 

Description du lieu 

Le village de Sennev ille est situe sur l'ile de Montrea l, en bor
dure du lac des Deux-Montagnes, entre les municipalites de 
Pierrefonds et de Sainte-Anne de Bellevue (ill. 1). L'arrondisse
ment propose constitue, a une exception pres1

, Ia tota lite de Ia 
section nord du village, definie par l'autoroute transcanadienne, 
et inclut !'ensemble de !'arboretum Morga n, dont Ia partie sud 
releve de Ia municipalite de Sainte-Anne de Bellevue. L'arron
di ssement propose est constitue, au nord et a !'ouest, d 'un crois
sant de grandes proprietes paysagees, situees de part et d 'autre 
du chemin Senneville (ill. 2). Une vaste couronne de verdure 
consti tue les par ties sud et ouest de !'a rrondi ssement propose, 
l'isole de l'autoroute tra nscanad ienne et le di stingue des sec
teurs residentiels e t industriels environnants. 

Le tissu urbain 

L'a rrondissement propose est le resultat de plus de trois cents 
ans d 'amenagements, planifies, mais generalement indepen
dants les uns des autres. Sa forme actuelle derive a Ia fois de Ia 
structure geomorphologique du lieu, qui presente de nombreu
ses denivellations, de son potentiel economique et strategique 
aux di x-septieme et di x-huitieme siecles' , de developpements 
agricoles datant du regime seigneuriaP et de !'application des 
principes de l'amenagement pittoresque, tels qu 'interpretes au 
Canad a au x di x-neuvieme et vingtieme siecles dans le develop
pement des grands domaines de villegiature•. Centre a l'origine 
sur le fief de Bois-Briant / Senneville, a Ia pointe ouest de l'fle de 
Montrea l, le developpement de !'a rrondissement s'est ensuite 
articule de part et d'aut re du chemin Sennev ille, en grappes 
associees a quelques grands domaines. II n'existe que deux 
voies publiques mineures dans !'arrondissement propose, Ia rue 
Angus et Ia rue Phillips, bordees a l'origine des residences des 
domestiques et employes des domaines (ill. 3 et 4)5. 

Aujourd'hui, !'arrondissement propose est done essentielle
ment constitue de residences cossues, generalement orientees de 
fa~on a tirer profit des amenagements pittoresques des parcelles 
ou encore du paysage, plut6t qu'en fonction d 'une tra me regula
trice quelconque ou de Ia voie de circulation principale (ill. 5)6

• 
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Ill. 1. Carte de Ia region de M ontrea l montrant 
l'rurondissement propose de Senneville. 
(M,lpii rl Publishing 2(.)04, modifi(> par Micht•l Pt•lleticr, 2005) 

Ill. 2. l issu residentiel et principaux elements 
naturels. 
(Photoc.utothCque quC-b6.:oiSI..•, ministCrt• dl's Ressourn.•s 
natu l'i' lles d u Qu~bt.>(, juin 199i) 

Ill. 6. Domaine Harry Abbott; 240, Sennevill e, vu 
du chemin Sen neville, avec loge du gardien en 
arriCre-plan, Edwa rd Maxwell, architecte, 1899. 
(Cinl>Ci tC/ Scnncville, 1995) 

Il l. 7. Domaine Harry Abbott, vu du lac des Deux
Montagnes, montrant Ia residence principate 
(Birchfield ), Robert Find lay, arch itecte, 1892 et 
19 10, Edward Maxwell, arch itecte, 1899. 
(P.trcs Canad.1 / ~-I ichel Pelletier, 2001) 

Il L 8. Les ruines du fort de Senneville, 1703. 
(Parn. Ca nad,, / 1\·l ichel Pl•]]('lit>r, 200 1) 
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II se demarque clairement 
des amenagements plus 
suburbains de Ia partie 
sud du vil lage ou des mu
nicipalites environnantes. 
La plupart des residences 
de l'arrond issement sont 
eloignees tant du chemin 
Senneville, dont elles sont 
isolees visuellement par 
des amenagements pay
sagers, des boises denses 
et/ou par de hautes clotu
res, que des rives du lac 
des Deux-Montagnes (ill. 6 
et 7) . 

L'architecture 

Les edifices de !'arrondis
sement propose illustrent 
troi s periodes dans le de
veloppement du village de 
Senneville (voir compo
santes majeures ci-apres). 
Quelques structures de 
!'a rrondissement illustrent 
d 'abord l'hi stoire seigneu
ria le et agricole de Senne
ville (1686-1865). Il s'agit 
des ruines du fort Senne
ville (ill. 8) et du moulin 
forti fie (il l. 9), mais aussi 
de maisons traditionnelles 
(ill. 3 et 4) et d'edifices de 
ferme, parfois remarqua
bles7, qui remontent dans 
certains cas au debut du 
di x-neuvieme siecle8 Les 
edifices les plus distincts 
et les plus imposants illus
trent toutefois le develop
pement e t !'exploitation des 
grands domaines d'utili sa
tion sa isonniere ainsi que 
!'evolution de !'architecture 

(carte, Friedman. 2000, \ 'OI. I, 111. 5.1, modifie par Michel Pelletier, 200 1. CinK:iiC/ Senncvi ll c, 1995 ct P.ucs 
Canada I Michel Pelletier 2001) 

1.11. 9. Le moulin de Sennevill e, 1686 et Ed w ard MaxwelL 
architecte, 1899. 
(Pa res Canada / Michel Pel le tier, 200 1) 

Ill. 10. Residence Douglas Ball ; 178 chemin SenneviJl e, 
Peter Rose an.:hitecte, 1989. 
(ParcsC.m.lda / 1\ li cht'l Pelletier, 2001) 

Arts and Crafts au Canada (1892-1926). Plusieurs residences plus 
recentes, datant de la Seconde Guerre mondiale a nos jours, 
donnent un caractere plus suburbain a !'arrondissement, bien 
que certaines soient l'ceuvre d 'a rchitectes contemporains en vue 
et que la plupart a ient ete soigneusement integrees aux environ
nements nature! e t architectural de Senneville (i ll. 10 a 12). 

Composantes majeures (ill. 13) 

Plusieurs dizaines de residences et d 'edifices secondaires de 
!'a rrondi ssement peuvent etre consideres comme exemplaires, 
particulierement en ce qu'ils illustrent un chapitre important de 
l'histoire du mouvement Arts and Crafts au Canada, mais aussi 
en ce qu'ils constituent des rea lisations majeures d 'architectes 
canadiens importants. On notera plus particulierement : 

1. La maison Dow, sise au 140, chemin Sennev ille. Construite a comp
ter de 1885, cette res idence visible dulac des Deux-Montagnes constitue 

un exemple acheve d'architecture Arts a11d Crafts (ill. 14). 

2. La maison J.B. Abbott (aussi appelee « Hi I !cote»), sise au 149-165, 

chemin Sen neville (i ll . 15). Construite en 1900 se lon des plans de james 

et H. Cha rles Nelson, ce tte residence isolee a ete renovee a deux repri

ses, notamment par Kenneth G. Rea au cours des annees 1920' . 

3. Le 168-170, chemin Senneville, ancien domaine est iva l du premier 

ministre j.j.C. Abbot t puis de Ia fa mille Clouston, ab rite plus ieurs ed i
fices importants, v isibles dulac ou du chemin Sen nevi lle. Ancien chef
lieu du fief de Bois-Briant / Sennev ille, le domaine Bois-Briant abr ite 



Il l. I I. Grange (centre), d oma ine Angus, vers 1900 ; 214, chemin Senncville, 1997 (droite) 
et 220, chemin Sennevi l\e, 1974 (ga uche). 
(P.tra; Ca nad a / Miche l Pl'llcticr, 2001) 

Il l. 12. Le 300, chemin Senneville, a rchitecte inconnu, 1976. 
(Ci nt.IC.itC/ Scrmcv ille. 1995) 

·4··~/ .. ··; 

.. ....... 
Ill . 13. Tissu residentiel du vill age deSenneville. 
(FriNnMn, 2000, ,-ul. I, il l. 5.1, modifiec p.tr Michd l'cllcticr, 2001) 

11 1. 14. l. ... a maison Dow, 1885; 140 chemin Senneville. 
(CinK' i l t~ .1 $(-n m"\'llit.', 200 1) 

Ill . IS. La maison j.B. Abbott (Hillco te); 149-165, chemin Senneville, James et H. Charles Nelson, 
a rchitectes, 1900, Kenneth G. Rea, architecte, 1920. 
(CmKi t~ Senne\'illt', 200 1) 

Ill. 16. Vue ae rienne du fort de Senncville, vers !'est. 
(Commu nau h." urb.tint' d t• Mon l r~a l , 19iS, tirCc dt.• ~lt•w.ut l'l Rubi.::h.w d, 2000) 

Ill . 17. Les membre .... de Ia Societe 
num ismatique de Montreal visita nt les 
ruincs de Sen neville. 
fl..t• Mtllltit' fllu ~ld, \·ol. 16, n 7q4, p. 177, 2.2 ju illl'l 
I.S49. Bibliothl'I.J ue nationalc d u Quebt.•.::, 
h tt p: I I \\'\\'W2.bibl inat.gou\'.lJC.::.l / illu .. tr.llion:-. .' 
ht m l i525l .htm ) 

Ill. 18. L1 m.1 i ~on Abbott / Ciouston ; 170, chem in Senneville, architec te inconnu, 1865, Ed wa rd 
et Wi ll i.1 m S. Maxwell , 1899· 1902, eJev.l tion ilrrit? rt'. (I'Mt'.!>C.1n.lda l i\. Jidwl Pt'llt"l it•r, 2001) 
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non seulement les ruines du fort Sen nev ille (1703, ilL 16) 10 e t du moulin 

fortifie (1686, ilL 17)11 , mais aussi l'ancienne residence estivale Abbott 
(« Bois-Briant »), dont Ia structure or ig ine lle, neo-gothique et datant de 

1860, a e te considerablement modi fiee et ag randie par Edward Maxwell 

en 1899 (ilL 18 et 19). WilliamS. Ma xwell completera cette residence 
en 1902 avec une nouvelle a ile, disparue depuis Ia Seconde Guerre 

mond iale (ilL 20). Le moulin de Senneville sera renove et redessine par 
Edwa rd Maxwell en 1899, pour en fa ire une pl ate-forme d'observation 

e t les ruines du fort seront consolidees (ilL 8 et 9). Ces vestiges du 

Regime fra n ~ais ont e te exploites telles des folies architec turales dans 

le paysage du domaine depuis leur acquisition par sir JJC Abbott en 
1865" et, bien que peu frequentes aujourd'hui, demeurent des compo

sa ntes pittoresques importantes de ce domaine. On doit aussi a Edwa rd 
Maxwell plu sieurs edifices secondaires, dont quelques-uns sont encore 
en place (i lL 21 et 22), a insi que les amenagements paysagers (ilL 23), 

pour lesquels il fera " appel a !'experience des freres Olmsted ,u La 

pergola, sise ent re Ia residence et les berges du lac des Deux-Montag nes 
est de Frederick G. Todd (ilL 24). La famille Clouston demeure proprie

taire du domaine, a present sc inde en plu sieurs parcelles. 

4. La maison John L. Todd, sise au 180, chemin Senneville (ill. 25). 

Construite en 1911-1913 par Percy Erskine Nobbs et George T. Hyde, 
cette maison Arts and Crnfts et Ia residence secondaire qui Ia c6toie 

(ill. 26) sont considerees com me quelques-unes de leurs rea lisations 

majeures14
. 

5. La maison D.F. Angus (« Chatblanc >>), sise au 200, chemin Sen

nev ille (ill. 27). Con~ue en 1926 par Harold Edgar Shorey et Sa muel 

Douglas Ritchie, ce tte residence Arts a11d Crafts a ete considerablement 
modifiee en 198615. 
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Il l. 19. La maison Abbott / Ciouston ; 170 
chemin Sennev illc, a rchitecte inconnu, 1865, 
Edward et William S. Maxwell , 1899- 1902, 
elevation avant. 
(Pa res Canada I Michd PdlL'til'r, 2001) 

Ill . 20. Pho to aCrienne de Boi sbriant ava nt 
1945; notez Ia pergola en-bas, a droite. 
(Universite McGi lL Collecti on d 'a rch itectu rc canad it!nnl', 
fonds France Gagnon-Pratte, CAC 66, boill' I) 

Il l. 21. Loge du gard ien, domaine Clouton (Bois-Briant ); 170, chemin SeJmeville, Edward 
Maxwell, architecte, 1900. 
(CinCCi tC/ Senne\·ille, 1995) 

Ill. 22. GlaciCre (dro ite) ct laiterie (s,auche), doma ine Clous ton (Bois-Briant); 170, chem in 
Sen ne vi lle, Edward Manvel! , ard11tecte, 1899. 
(Pa res Canada / Mi chel Pelletier, ju in 200 1) 

6. La maison Charles Meredith (<< Bally Bawn >>), sise au 202, chemin 
Sennev ille (ilL 28). Cette res idence, construite autou r d 'une maison des 

sulpiciens datant de 1750, a ete ag randie successivement par j.R. Hind, 
en 1864, puis par les freres Maxwell en 1897 et 1902, et fina lement par 

Robert et Frank R Find lay en 1909" . Visible uniquement du lac des 

Deux-Montagnes, ce tte gra nde residence de style neo-go thique pre

sente aujourd'hui une apparence negligee. 

7. Les 216, 217-219 et 218, chemin Senneville. Un groupe d 'edifices 
second aires de !'ancien domaine RB. Angus, dont Peach House (1902, 

ill. 29, a gauche), une pe tite maison de ca mpagne (i ll. 29, a droite), Ia 
loge du ga rdien (i lL 30), une serre (ilL 31) et une gra nge, toutes con~ues 

par les freres Maxwell et George C Shattuck entre 1895 e t 190317
• 

8. La residence E.M. Angus (<< Wa nklyn >>), sise au 238, chemin Sen

nev ille. Cette res idence bien preservee de style Slzi11gle a e te con~ue en 



1898 par Edward Maxwell puis agrandie en 1908 par Ia firme des fre res 

Maxwel l (ill. 32 e t 33)" . 

9. La residence Harry Abbott («Birchfie ld »), s ise au 240, chemin 

Sennevi lle (ill. 34). Cette residence de s tyle neo-Tudor, con~ue en 1892 

pa r Robert Find lay, a ete agrandie e t redessinee en 1899 par Edward 

Maxwel l puis agrandie de nou veau en 1910 par Rober t Findlay. Les pa

vi lions e t le portail neo-Tudor con~u s pa r Edward Maxwell subsis tent 

toujours (i ll. 6)" . 

10. Le 246, chemin Senneville (i ll. 35). Construite en 1894 e t attribuee 

au x freres Maxwell, cette gra nde residence Arts and Crafts a ete conside

rableme nt modifiee au cours des de rnieres a nnees20 

11. La residence Frederick Cleveland Morgan (« Le Bousquet ,, ou 

"Sabot »), s ise au 264, chemin Senneville (ill. 36 e t 37). Ce tte vas te 

res idence, con~ue e n 1912 pa r Dav id Shennan, est entouree de jardins 

remarquables con ~u s pa r F.C. Mo rga n (ill. 38 e t 39)" . 

12. La residence Louis-Joseph Forget (« Bois-de-Ja-Roche >> ), s ise au 

292, chemin Sen nev ille (ill. 40 et 41). Cette imposante d emeure de s tyle 

Chateau a e te con~ue en 1900 pa r Edward Maxwell e t George C. Shat

tuck. Elle est consideree comme un chef-d '02uvre dans Ia production 

d'Edwa rd Maxwell e t " le te moin, ra ri ss ime a Montreal, d 'une a rchitec

ture fastueuse »22 Les freres Maxwell construiront une chapelle (i ll. 42), 

d es e tables e t plusieurs autres edifi ces seconda ires (ill. 43 e t 44) sur ce 

domaine en 1901-1902. li s c reeront au ss i son a me ublement e t son decor 

Arts and Crafts" . Les a menagements paysagers sont de Fred erick Law 

Olmsted (i ll. 45)" . L'ex ploita tion ag ricole assoc iee au domaine est tou

jours a isement reconna issable et con stitue depuis 1991 le pare agr icole 

du Bois-de-Ja-Roche. 

Ill. 23. Amenagemen ls paysagers, au sud de Ia maison Abbott / 
Clouslon; 170, chem in Senneville, Frederick L1w Olmsted, 1899-1900. 
(Pa res Canada / Michel Pdl~ticr, 2001) 

Ul. 24. Piliers de Ia pergola, domaine Clouston ; 170, chemin Senneville, 
Frederick G. Todd, 1910. 
(Pares Canad a / Michel Pelletier, 2001) 

Il l. 25. La maison j.L. Todd ; 180 chemin Senncvi \le, Percy E. Nobbs et George C. Hyde, 
architectes, 1911 -1913. 
(Pares Canada / MichelJ>c]leticr, 2001) 

13. La partie nord-ouest du 

pare nature de I'Anse-a-l'Orme. 

Cette a ncie nne p a rtie du do

maine Forget conserve ses ame

nageme nts pitto resques ma is 

fait aujourd 'hui partie d 'un pare 

linea ire de Ia Communaute ur

baine de Montreal (i ll. 46). 

14. Le pare agricole du Bois-de

Ja-Roche. Ces terres agr icoles e t 

ces paturages conservent leur 

apparence du debut du v ing

tieme siecle'' e t font aujourd 'hui 

pa rti e d 'un pa re de Ia Com

munaute urba ine de Montrea l 

(il l. 47) . 

15. L'arboretum Morgan, cons

titue de 245 hec tares de fonO\ t, 

a e te g raduelle me nt acquis e t 

a men age par Ia famille Morgan 

(ill. 48) e t constitua it l'essentie l 

de leu r dom aine de Sennev ille. 

L'arboretum Morgan a e te legue 

a l'unive rsite McGill en 1945 e t 

constitue de puis un lie u de re

cherche e t d 'enseig nement sur 

Ia gestion des fo rets, accessible 

au g ra nd public. 

La partie s ud du v ill age d e 

Sennevil le, qualifiee d e zone 

urbaine'", est exclue de !'a rron

di sseme nt propose. Bien qu 'i l 

s'ag isse a l'o rig ine d e g rands 

doma ines de meme nature qu 'au 

nord de l'a utoroute tra nsca na-

Lll. 26. Ecurie et residence, domaine J.L. Todd ; 
180, chemin Sennevi lle, Percy E. Nobbs et 
George C. Hyde, arch itectes, 1911·1913. 
(Pares Ca nada / Michel Pelletier, juin 2001) 

~~~~~7,~;,~~Se~~~~\~·~~~ ·~-a~~~§l~. ~~~~~;~:;~;n~~~~~ 
D. Ritchie, architec tes. 1926, elevatiOn avan t. 
(CinKi tC/ Scnnevilte, 1995) 

Ill. 28. La maison Charles Me redith (Ballv 
Bawn); 202, chem in Sennev ille, arch itede 
incon nu, 1750, J.R. Hi nd, 1864, Edward et 
WilliamS. Maxwell, 1897-"1902, Robert et Frank 
R. Findlay, 1909, eleva tion arriCre. 
(Pares Cit rMd a / Michel Pdletil'r, 2001) 

l""' -.::~1:,"'~ . ~ '"~ . 
ij ·> ~ ... 

- .. . . - .,...-;_,_.......,. . 
~ ... ~---"'""" . . _!-4-)..;.__ 

Ill . 29. Domaine Angus; 2 16-2 18, chemin 
Senneville, Peach House (~auche), 1902, et 
maison de campagne (drolll·), 1895-1903, 
Ed ward t.• t William S. Maxwell , arch itectes. 
(CinCCitC/ Scmlc,·illc, 1995) 

di enne" , ces dom a ines ont e te subdiv ises e t plusieurs rues ont e te loties 

depuis Ia Seconde Guerre mondiale d a ns ce tte pa rtie du v illage. L'auto

route transca nadienne constitue d 'a illeurs une lig ne d e demarca tion 

Ires claire entre les g rands d om a ines, au no rd, e t Ia trame s uburba ine 

plus ty pique, au sud (ill. 49 a 51). 
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Ill. 30. Loge du gard ien, domaine Angus; 217-219 chemin Senneville, Edward 
Maxw elL archi tecte, 1895-1903. 
(Cine<:itC/ Sennev itlc, 1995) 

Il l. 32. La maison E.M. Angus (Wanklyn); 238,chemin Senneville, Edward et 
Will iamS. Maxwell, arch itectes, 1898-1908. 
(Pares Canada / Michel Pe lletier, 2001) 

Justification de Ia demande 

L'arrondi ssement de Senneville sera examine en fon ction du 
critere 1 a) : 

illustre une rea lisa tion exceptionnelle par sa conception et son 

design, sa technolog ie ou son amenagement, ou represente une 

pe riode importante de !'evolution du Ca nada. 

L'arrondissement de Sennevi lle sera etudie en fonction des 
!ignes directrices adoptE~es par Ia Commission pour recenser les 
arrondi ssements historiques d 'importance nationale: 
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forme un sec teur geographique determine ou une unite de temps 

e t de lieu es t creee pa r les edifices, les structures et les espaces 

ouver ts, ad aptes pour repondre aux besoin s de l'homme, mais 

unis, du point de vue histor ique, pa r les evenements et les uti li

sa tions passes et, du point de vue esthetique, pa r !'a rchi tec ture 

e t le plan. 

(i) un g rou pe de batiments, de structures et d'espaces ouverts 

qui, individuellement, n'ont pas d' importance nationa le du 

point de vue a rchitectu ra l, mais qui , ensemble, constituent 

un tout ha rmonieux d 'un ou de plusieurs styles ou construc

tions, types de bat iments ou periodes d'a rchitecture; 

Ill. 31. Serre, doma ine Angus ; 217-9 chemin Sennevi ll e, Edward Maxwell, 
(Ci nCC:ite / Senneville, 1995) 

(ii) un groupe de bat iments, de structures et d'espaces ouverts 

qui, individuellement, n'ont pas d'importance hi storique, 

mais qui, ensemble, forment un exemple exceptionnel de 

structures d' importance technolog ique ou socia le; 

(iii ) un groupe de ba timents, de structu res et d 'espaces ouverts 

aux liens exceptionne llement etroits avec des individus, des 

evenements et des themes d ' importa nce nationa le. 

Analyse de !'importance historique du lieu 

La region de Sennevi lle s'est pleinement developpee, a titre de 
lieu de villegiature pour !'eli te canad ienne et montrealaise, a 
compter de 1865, avec l'ouverture du chemin de fer du Grand 
Trone a Sainte-Anne de Bellevue, qui permit un acces rapide 
et confortable a !'ouest de l'fl e de MontreaJ28. Les domaines de 
Senneville pouvaient done etre utili ses ponctuellement et en 
toutes sa isons par les families les plus riches de Montrea l tout 
en permettant aux chefs de famille, generalement des gens 
d 'a ffaires extremement fortunes, de vaquer quotidiennement a 
leurs occupations au centre-v ille de Montreal, une trentaine de 
kilometres plus loin . 

Une synergie 

Les proprietaires des grands domaines de Sennev ille domi
naient l'economie canadienne au tou rnant des di x-neuvieme et 
vingtieme siecles (voir ci-apres). Fondateurs, presidents ou di
recteurs de certaines des plus grandes entrepri ses de l'epoque, 
Ia Banque de Montrea l ou le Canadien Pacifiqu e par exemple, 
leurs entrepri ses, leurs immenses fortunes et leurs modes de 
vie seigneuriau x29 ont donne forme a plusieurs lieux et arron
di ssements remarquables a travers le pays. Pour ce faire, ces 
industriels et ces fin anciers ont frequemment fait appel au 
meme groupe d'eminents architectes, archi tectes paysagistes 
et urbani stes montrea lais, dont faisaient partie Percy Erskine 
Nobbs, Edwa rd et Willi am S. Maxwell et Frederick G. Todd. 
Ces concepteurs montrea lais, qui collaboraient avec des con
cepteu rs america ins comme Frederick Law Olmsted, et autour 
desquels gravitaient d 'autres architectes et architectes paysa
gistes montrea lais comme George C. Shattuck et George Hyde, 



pratiquaient a travers le Canada30 et les Etats-Unis. lis parta
geaient, de plus, une approche pittoresque de l'amenagement 
paysager31

, une approche eclectique de l'architecture32 et des 
affinites avec les mouvements City Beau tiful et Arts and Crafts33

• 

Bien que les collaborations entre ces gens d'affaires et ces 
concepteurs aient ete frequentes, Ia majorite de leurs projets 
etaient urbains (gares, hotels, residences principales, cites-jar
din, et autres) et se pretaient mieux a !'articulation des principes 
de ]'ecole des Beaux-Arts ou du mouvement City Beautiful. Les 
projets de Senneville etaient de nature beaucoup plus privee 
et permettaient tant aux clients qu'aux concepteurs d 'expri
mer leurs affinites et leurs fantaisies . La vocation recreative 
des domaines de Senneville, Ia nature du site, sa proximite du 
centre de Montreal et les immenses fortunes des proprietaires 
concernes soutenaient de plus ces expressions. Certains de ces 
projets impliquaient d'ailleurs d 'etroites collaborations entre le 
client et plusieurs concepteurs sur de nombreuses annees. De 
plus, Ia multiplication des projets autour d'un meme domaine" 
ou des proprietes d'une famille permettait une articulation uni
que dans Ie temps et l'espace des va riantes de l'amenagement 
pittoresque (voir les proprietes des families Abbott: ill. 6 a 9, 
15, 18 a 24, 34; et Angus: ill. 27, 29 a 33) et de !'architecture Arts 
and Crafts. Vers 1910, !'arrondi ssement propose de Senneville 
presentait une gam me unique de paysages pittoresques et d 'ar
chitectures inspirees du mouvement Arts and Crafts s'etendant 
sur plus de 1400 acres et comptant plus de trente realisations 
majeures par moins d 'une di zaine d 'architectes et d 'architec
tes paysagistes, dont une vingtaine de projets par les freres 
Maxwell. 

La vocation recreati ve des domaines n'excluait pas !'emu
lation entre Ies proprietaires de Senneville ou leurs a rchitectes. 
On constate done que les residences et les amenagements les 
entourant tendent a s'enrichir et a se complexifier, particu
lierement entre 1892 et 1912, alors que les residences de Sen
nev ille sont passees de simples residences de campagne a de 
somptueux manoirs desserv is par des douzaines d 'employes. 
Architecturalement, les residences secondaires de Senneville 
tendent aussi a se rapprocher, sinon a reprendre le vocabulaire 
et les proportions des residences principales de Montreal. Les 

Il l. 33. Modi ficat ions a Ia maison 
E.M . Angus (Wan lyn); 238, chem in 
Senneville, Edward et Will ia m S. 
Maxwell, architectes, 1908. 
(http:// inMgo.librilry.mcgill .ca fcac/ 
ma.\well s / co\•erframes.asp, 2001) 

residences ex istantes sont 
considerablement agrandies, 
certaines sont remplacees, 
et les nouvelles residences 
adoptent plus frequemment 
les caracteristiques du style 
Chateau, bien que reinterpre
tees a Ia lumiere des princi
pes du mouvement Arts and 
Crafts (en ordre chronologi
que, ill. 19, 14, 28, 20, 34, 36, 
33, 15, 41, 35, 25). Les freres 
Maxwell seront au cceur de 
cette evolution des grands 
domaines de Senneville qui 
s'achevera avec Ia residence 
J.L. Todd de Percy E. Nobbs 
et George C. Hyde. 

La nature de Senne
ville s'est g raduellemen t 
transformee a compter des 
annees 1930, e t par ticulie
rement apres Ia Seconde 
Guerre mondiale35

, avec le 
developpement du reseau 
routier montrea lai s et Ia 
construction de l'autoroute 
transca nadienne36, alors que 
les residences saisonnieres 
sont devenues des residen
ces permanentes et que cer
tai ns grands domaines ont 
ete fragmentes ou !otis. La 
plupart des domaines de 
villegiature de Senneville 
constituent toutefois des 
exemples tres bien preserves 
d 'amenagements pittores
ques et d'architectures ins
pirees du mouvement Arts 
and Crafts et illustrent cla i
rement Ia synergie qui s'est 
etablie entre les barons de 
!'age d 'or montrea lais et cer
tains des plus grands archi
tectes canadiens de l'epoque. 

MICHEL PELLETIER l :r;.1:l:ltl:t••:l~:l:tl:li 

Il l. 34. La maison Harry Abbolt (Birchfield ); 
240, che min Senneville, Robert Findlay, 
architecte, 1892 e t1 910, Ed ward Maxwell, 
architecte, 1899, eleva tion arrii::-re. 
(CinKitt" / Senneville, 1995) 

Ul. 35. Le 246, chemin Sen neville; attribue a 
Edwa rd Maxwell , architecte, 1894, eleva tion 
ava nt. (CinCCitC / Sennev ille, J<)q5) 

Il l. 36. La ma ison F.C. Mo rga n (Le Bousquet/ 
Sabo t); 264, chemin Sem1eville, David 
Shennan, architecte, 1912, e levation ava nt 
ga uche. (Ci nK itC/ Sennevillc, 1995) 

Ill. 37. La maison F. C. Mo rgan (Le Bo usq uet/ 
Sabo t); 264, chemin Sennevilte, Dav id 
Shennan, architecte, 1912, e levation avant 
dro ite . (Ci nCCitC/ Sennevi lle, 1995) 

11\. 38. Domaine F. C. Morgan (Le Bousquet / 
Sabot); 264, chemin Sennevitl e, voie d'acces. 
(CinCCitC / Scnncvillc, 1995) 

JJJ. 39. Domaine F.C. Morgan (Le Bousquet / 
Sabot); 264, chemin Sem1eville . 
(CinCCitC /Scnne\"i llc, 1995) 

69 



JSSAC I JSEAC 29. n~ 3. 4 C2004l 

Ll_l. 40. La maison L.J. For~et (Bois-de-la-Rocl_,e); 292, chemin Sennevil le, Edward Maxwell et 
Ceorge C. Shattuck, arcll !tectes, 1900, &ICvatJon avant. (CinKite / Scnn,•\'illt', t9'J5) 

Ill. 4 1. L~ m aison L.J. Forget (Bois-de- la- Roche) m 292, chemin Senneville, Edward Maxwell et 
George C. Shattuck, archJ tectes, 1900, t." ICva tion arri€-re. (CinKito5 / Senne\'ille, 1995) 
Ill 42. La chape ll e du domaine L.J. Forget, Edward e t William S. Maxwell, architectes, vers 1902. 
{Collection Maxwell , Uni vcrsitl' McGi lL n" 58, tiro5 de Gagnon-Pra lle, 1987, p. 8 1) 

Ill . 43. f difiet• secondaire, domaine L.J. Forget (Bois-de-Ja-Roche); 292 chemin Sennev il le, 
Edward et Wi lliamS. M axwell, arch itectes, 1901- 1902. (CinPCitl' / Smnt'\'ill(', J9Q:;) 
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IlL 44. Edifice secondaire, doma ine L.J. Forget (Bois-de-Ja-Roche) ; 292, chem in Sennev i.l le, 
Edward et William S. Maxwell , architectes, 1901- 1902. (CinCC:ite/Sennevi lle, \995) 

Ill . 45. Le lac des Deux-Montagnes et Oka, vus 
du doma ine Forget, Frederick Law Ol msted, 
architecte paysagiste, 1900. 
(Ci nKi tC/ Scnncv ille, !995) 

Ill. 46. Pare-natu re de I'Anse-il-I'Orme et 
lac des Deux-Montagnes. 
(Pares Canada I Midwl Pc.•lldicr, juin 2001) 

Plusieurs de ces gra ndes residences, a insi que de leurs depen
dances e t de leurs amenagements paysagers, constituent meme 
des exemples reconnus ou des chef-d'reuvres de l'hi stoire de 
l'amenagement et de !'architecture au Canada . Le domaine For
get, par exemple, presente toujours ses vastes etendues cultivees, 
ses amenagements pittoresques par Frederick Law Olmsted, 
ses installations agricoles, d'anciennes residences d'employes, 
l'imposante residence du senateur Forget et une gra nde variete 
d 'ed ifices secondaires aux formes uniques inspires du mouve
ment Arts and Crafts. 

Le developpement du village de Senneville, une conse
quence de son eloignement du centre de Montreal, de son envi
ronnement agricole, des efforts de ses residents pour ra lentir ou 
interdire les intrusions urbaines et de Ia grande valeur des pro
prietes, permet done aujourd 'hui de definir un arrondissement 
charge d 'a rchitectures et d 'a menagements paysagers remarqua
bles ou les residents peuvent maintenir, du moins en partie, le 
mode de vie de leurs ancetres et predecesseurs. 

Les personnages 

Outre le prem ier mini stre J.J.C. Abbott (1821-1893), troi sieme 
premier ministre du Canada, designe en 1938 et commemore a 
Saint-Andre-Est (Quebec) en 1940, les proprietaires et concep
teurs des domaines de Senneville comptent parmi leur nombre 
plusieurs personnes qui ont marq ue l'histoire du Canada. 

Jacques LeBer (1633-1706), marcha nd et seigneur de Sen
nev ille37 Erige le poste de tra ite (fort Senneville) e t le moulin 
forti fie. 

Charles Lemoyne (1626-1685), seigneur de Longueuil et de 
Chateauguay, gouverneur de MontreaP8 Personnage d'impor
tance historique nationale, designe en 1957 et commemore a 



Ill. 50. Avenue Tunstall, Sen neville, vers I' ouest. 
(P<Hoo Cmada / ~lich{'l Pelletier, juin 2001) 

Il l. 5 1. Le 30, .w enue Tunstall, Sennt•v ille, vers 
I' oues t. (CinKit~ / Scnnevi lle, 1995) 
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Longueuil, Quebec. Deve
loppe et ex ploite le poste 
de traite conjointement 
avec Jacques LeBer de 1679 
a 1683. 

John Lancelot Todd, 
premier professeur de pa
rasitolog ie au Canada (a 

l'uni versite McGill )39
. Fait 

construire le 180, chemin 
Senneville ainsi que plu
sieurs edifices seconda i
res par Percy E. Nobbs e t 
George T. Hyde. 

Sir Edwa rd Seaborne 
Clouston (1849-1912), direc
teur-general de Ia Banque 
de Montrea l (1891-1911), Ill. 52. Do maine j .B. Abbott (Hillco te); 149- 165 

chemin Sennev ille. (CineCit..'- JScMe\·ille, l':N5) puis directeur et vice-pre
sident (1911-1912), fondateur et president de !'Association ban
ca ire ca nadienne (1891-1912)40

• Rachete Bois-Briant de Ia famille 
Abbott", fait ag randir Ia residence, amenager les ruines du fief 
de Sennev ille et eriger plusieurs edi fices secondaires par les fre
res Maxwell. II fera aussi amenager son domaine par les freres 
Olmsted et Frederick Todd" . 

Louis-Joseph Forget (1853-1911), senateur conservateur 
(1896), president de Ia Bourse de Montreal (1895-1896), directeur 
francophone du Ca nadien Pacifique (1904) et fondateur de Ia 
maison de courtage L.J. Forget & Cie43 Le senateur Forget retient 
les servi ces d 'Edward Maxwell et de George C. Shattuck pour 
concevoir sa residence ainsi que plusieurs edi fices secondaires. 
Frederick Law Olmsted concev ra les amenagements paysagers. 

M ICHEL PELLETIER l :r;.1:i:ltl:Ur•:l~:ltl:U 

Il l. 47. Pan .. · ,1gricole du Boi:-,-de
la-Roche, domaine L.J. Forget 
(Bob-de-Ja-Roche); 292, chemi n 
Sen nevillc. 
(P,lro:; C.1nad,1 1 ~1klwl Pdlt•til•r, 2001 ) 

I ll. -!8. Verger de !'arboretum 
Morgan, domJ inc M organ, 
19 12- 1945. 
(Pares Canad.1/ 1\·1 icht'l 1\•llt>til'r, ju in 
2001) 

Ill. 49. Le 149, chemi n Senneville. 
vu des ass ises du pon t de l' il e 
aux Tou rtes. 
(Para; C dtlddi! .' tvli<'ht•l Pt>llt'ti('r, juin 
20011 

Richard Bladworth Angus (1831-1922), directeur-general de 
Ia Banque de Montrea l (1910) et un des directeurs fondateurs 
du Canadien Pacifique" . Sa residence pri ncipale, Pine Bluff, 
con\ ue par Edward Maxwell en 1903, sera demo lie en 1950, mais 
plusieurs edifices secondaires subsistent pres du chemin Sen
nev ill e, dont Ia Peach House. II fera erige r plusieurs residences 
secondaires pour sa famille par les freres Maxwell (residence 
E.M. Ang us, 238, chemin Senneville, 1898) e t d 'autres archi
tectes importants de l'epoque, tels H.E. Shorey e t S.D. Ritchie 
(maison D.F. Angus, 200, chemin Senneville, 1926). 

Edward Max well (1867-1923) et Willi am Sutherland Maxwell 
(1874-1952)45 Deux des plus g rands architectes ca nadiens de Ia 
fin du di x-neuvieme et du debut du ving tieme siecles, les freres 
Max well concevront, avec !'ai de de George C. Shattuck, plu
sieurs di zaines de residences et d 'edifi ces secondaires pour les 
p roprietaires de domaines de Sennev ille. Une vingtaine de ces 
structures nous sont parvenues e t constituent un echantillon
nage unique de leur ceuvre et des rea li sations du mouvement 
Arts a11d Crafts en un seul end roit au Canada'"· 

Percy Erskine Nobbs (1875-1964), << un des plus g rands 
architectes et p rofesseurs de Ia premiere moitie du vingtieme 
siecle »47

. Nobbs, soutenu par George T. Hyde, concev ra Ia resi
dence J.L. Todd, ses edifices secondaires et ses amenagements 
paysagers. 

Frederi ck G. Todd (1876-1948), le premier architecte 
paysagiste et urbani ste professionnel au Ca nada48

• F.G. Todd 
coll aborera aux amenagements du domaine Clouston. 

Integ rite 

L'a rrondi ssement propose de Sennev ille constitue aujourd 'hui 
un secteur residentiel exclusif de Montrea l, plut6t qu 'un lieu de 
villegiature pour !'elite. Le developpement residentiel typique 
des grandes agglomerations de l'apres-guerre s'est etendu a 
Senneville avec Ia construction de l'autoroute transcanadienne, 
mais s'est limite a Ia partie sud du village ou quelques rues sont 
a present bordees de residences banlieusa rdes (ill. 51). 

Malgre ces transformations, !'a rrondi ssement vise, presente 
encore largement son apparence du debut du vingtieme siecle, 
avec ses g randes residences, ses vastes amenagements pittores
ques, son chemin principal borde d 'arbres matures et de murs 
de pierre. Plusieurs edifices secondaires associes aux g randes 
proprietes, dont certains d 'un grand interet architectu ra l et 
d 'une grande integrite, nous sont aussi pa rvenu s, le cottage de 
Pine Bluff (1901-1904) par exemple. Ces edifices secondaires 
sont toutefois pa rticulierement a risque. La pergola dessinee 
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par Frederick Todd pour Ia residence Clouston, par exemple, a 
ete largement demolie au cours des dernieres annees (ill. 20 et 
24). Ces nombreux ed ifices et amenagements, realises pour un 
nombre res treint de proprieta ires, par quelques architectes de 
renom, ont contribue a donner a Sen neville une forte coherence 
formelle et stylistique sans pou r autant creer d 'homogeneite. 
L'utilisation generalisee de Ia pierre des champs locale, du bar
deau, de certains tra its formels et de certaines techn iques de 
construction vient asseoir cette identite. 

Les residents de !'arrond issement propose, et les nombreux 
visiteu rs, ont reussi a mai ntenir jusqu'a nos jours le mode de 
vie et les ac tivi tes developpes par les proprieta ires des premiers 
grands domaines. Les terres cultivees, les amenagements pay
sagers et de nombreu x ed ifices secondaires comme des ecuries 
ou les haltes de !'arboretum, en temoignent. Les ca racteres 
ag ricole et boise de !'arrondissement p ropose sont d 'a illeu rs lar
gement defini s et pro teges par Ia presence de deux terra ins de 
golf (dont Braeside), du pare nature de l'Anse-a-l'O rme, du pare 
ag ricole du Bois-de-Ja-Roche et de !'a rboretum Morgan. 

Les liens, fin alement, ent re !'arrondissement propose et 
!'ere des gra nds financiers montrea lais sont encore bien €v i
dents, non seulement par l'entremise des ed ifices et des ame
nagements paysagers, mais aussi par Ia persistance des noms 
associes aux proprietes, qu' il s'agisse du nom du premier 
proprie ta ire ou de celui que ce proprietaire aura donne a sa re
sidence (Chatbl anc par exemple) . Les pointes de terre associees 
aux grands domaines portent aujourd'hui les noms d 'Abbott, 
Angus, Wan klyn, Forget et Boyer. 

II se degage done de !'arrond issement en question un 
sens par ticulier du temps et du lieu qui, s' il n'est pas toujours 
parfa itement respect€ par les quelques nouvelles constructions 
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Ill. 5) . DCveloppe.ment (a pproximatif) 
des grands domames en 1907 en fonction 
des limites proposCes. 
(Carl{' de Pinsone.1 ult, rl' prod uite par Fried man, 2000, \ 'Ol. 1, 
figures 1.6 et 5. 1, modifi& pM Michel Pelletier, 2001) 

et les modifications aux edifices 
existants, parvient a minimiser 
!'impact de ces transformations49

• 

Ce sens particulier du temps et 
du lieu distingue aussi nette
ment !'arrondissement propose 
des developpements plus recents 
de Senneville, de Sainte-Anne de 
Bellevue et de Pierrefonds. 

Contexte comparatif 

On associe generalement le deve
loppement des quar tiers subur
bai ns de !'elite fin anciere du 
tournant du vingtieme siecle a 

Shaughnessy Heights (Vancouver, Colombie-Britannique), a 
Wellington Crescent (Winnipeg, Manitoba), a Wychwood Park 
ou a Rosedale (Toronto, Ontario), a Westmount (Montreal), a 
Point Pleasant ou au North West Arm (Halifax, Nouvelle-Ecos
se). Ces quartiers, generalement developpes commercia lement, 
!oti s systematiquement, pourvus de services des l'origine et 
frequemment desserv is par le tra mway, permetta ient un acces 
quotidien, rapide et abordable, aux lieux d'affaires, aux com
merces et aux institutions des centres urbains. Ces quartiers de 
!'elite, beaucoup plus densement !otis et aspirant plus au tit re de 
cites-ja rdin que de lieu de villegiature, constituaient en fait des 
ex pressions d 'un mode de vie urbain et non une alternative a ce 
mode de vie, un lieu de d ivertissement ou de repit, com me d ans 
le cas de !'arrondissement propose de Sennev ille. 

Contrairement a d 'autres banlieues cossues de Ia meme 
epoque, comme Oak Bay (Victoria, Colombie-Britannique) ou 
Rockcliffe Park (Ottawa, Ontario), qui constituaient aussi a l'or i
gine de grands domaines et des Jieux de villegiature, !'arrondis
sement propose de Sen nev ille n'a pas ete planifie, loti et pourvu 
de services ou de commerces par Ia suite. II n 'existe toujours 
aucun commerce et bien peu de services a Senneville. Les pro
prietes de Senneville etaient et demeurent plus vastesso. Certai
nes incluent toujours des exploitations agricoles. Ces proprietes 
sont toutes de forme irreguliere et tournent generalement Je 
dos a Ia ville pour s'a ligner sur Jes amenagements savants des 
grands architectes paysagistes ou Jes paysages spectaculaires 
du lac des Deux-Montagnes. En outre, le mode de vie a Senne
ville est toujours celui d 'un lieu de villegiature et d 'une petite 
commu naute de campagne, plutot que celui d'u ne banlieue. 
Certaines des grandes residences ne sont toujou rs utilisees que 



ponctuellement. Oak Bay et Rockcliffe Park, pour leur part, ont 
ete graduellement integrees au tissu urbain des grands centres 
qu'elles cotoyaient et n'abritent plus de grands domaines. 

Les grandes families de Senneville, comme beaucoup 
d'autres families fortunees a cette epoque, possedaient plu
sieurs residences secondaires, generalement plus eloignees de 
leurs residences principales; au lieu historique national de 
St. Andrews au Nouveau Brunswick ou a Sainte-Agathe des 
Monts au Quebec, par exemple. Aux Etats-Unis, on constatera 
un developpement de meme nature, quoique plus extravagant, 
a Newport, au Rhode Island. 

Contrairement aces autres lieux de villegiature des elites de 
l'epoque, Senneville etait situe a quelques minutes d'un grand 
centre, en fait de Ia metropole du Canada, et etait frequente 
toute l'annee, que ce soit les fins de semaines, pour organiser 
des fetes ou des receptions, pendant les periodes de vacances 
ou pour s'adonner a certaines activites, comme Ia luge ou le 
patin5

' . Le phenomene d'emulation entre les proprietaires et Ies 
architectes etait d'ailleurs nourri par ce calendrier social parti
culier5'. Les grandes residences de Senneville etaient ouvertes 
ou fermees, au besoin ou selon les habitudes familiales, alors 
que leurs residences du lieu historique national de St. Andrews 
(a plus de 700 km de Montreal) ou de Sainte-Agathe des Monts 
(a 73 km de Montreal) etaient prisees pour leur eloignement 
et n'etaient utilisees qu'a certains moments de l'annee, sur de 
courtes periodes ou pour certaines activites, comme Ia chasse 
ou Ia voile. De plus, les financiers montrealais n'y accompa
gnaient pas toujours leurs families ou reciproquement. Ces 
domaines etaient generalement plus eloignes les uns des autres, 
sinon isoles, et, bien qu'egalement cont;us par les plus grands 
architectes de l'epoque dans bien des cas, adoptaient des formes 
plus humbles, plus rustiques ou plus agraires. 

En fonction de cette analyse, on peut done conclure que 
!'arrondissement propose de Senneville serait sans comparai
son a l'echelle nationale parce qu'il constitue un exemple re
marquablement bien conserve d'un lieu de villegiature destine 
a !'elite au tournant du vingtieme siecle et situe a proximite d'un 
grand centre. 

Etat actuel 

Bien que les transformations au tissu ou aux residences de 
!'arrondissement propose soient de plus en plus etroitement 
reglementees depuis 199053

, il demeure que ces residences 
des dix-neuvieme et vingtieme siecles sont sujettes a des 
transformations interieures et exterieures frequentes 54

• Les 

grands domaines de villegiature de !'arrondissement propose 
ont de plus ete adaptes a differents degres a leurs nouvelles 
fonctions de residences permanentes depuis les annees 195055

• 

II existe finalement des dissensions au sein des instances 
municipales de Senneville et certains proprietaires sen tent leurs 
interets menaces par une reglementation plus rigide en matiere 
de patrimoine56

• En ce qui concerne l'avancee des developpe
ments immobiliers vers les limites de !'arrondissement pro
pose, Ia presence des differents pares, de !'arboretum Morgan, 
du campus Macdonald de l'universite McGill et de l'autoroute 
transcanadienne devrait suffire a maintenir une certaine dis
tance entre les domaines de Senneville et les developpements 
suburbains. 

Evaluation de Ia collectivite 

Le lieu et son patrimoine historique sont bien connus de Ia col
lectivite, qui semble regulierement plongee dans son histoire. 
Un grand nombre de residents du secteur, particulierement 
parmi les descendants des premiers proprietaires de domaines, 
ont fait connaltre leur interet pour Ia preservation de ce lieu a 
!'occasion de cette etude57

• Plusieurs ont aussi communique leur 
appreciation du lieu a !'occasion de publications ou d'autres 
etudes58

• De plus, les autorites locales cherchent a proteger Ie 
patrimoine et le mode de vie de Ia communaute en approfondis
sant les connaissances sur le milieu et en developpant une re
glementation complexe qui vise a maintenir les caracteristiques 
du lieu tant dans les amenagements et les architectures actuels 
que dans les modifications et les nouveaux developpements. 
Le patrimoine et l'histoire de Senneville sont aussi bien connus 
des groupes et des personnes interesses par Ia protection du 
patrimoine historique au Quebec. 

Importance historique en resume 

L'arrondissement propose de Senneville : 
• illustre Ia synergie qui s'est etablie entre les grands 

financiers montrealais du tournant du vingtieme 
siecle et certains des plus grands architectes 
canadiens de l'epoque ; 

• illustre le developpement des amenagements 
pittoresques et des architectures vernaculaires et 
Arts & Crafts de 1865 a 1930; 

• inclut plusieurs exemples reconnus et chef-d'ceuvres 
de l'histoire de l'amenagement et de !'architecture 
au Canada. 
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Notes 

1. Les developpements indus
triels de Ia Domtar inc., exclus 
de !'arrondissement propose et 
situes au sud-ouest, entre !'ar
boretum Morgan et le lot du 
I49-I65, chemin Senneville. 

2. Stewart, Alan, et Leon Robi
chaud, 2000, Lefort Sw11eville. 
Etude historique et patrimoniale, 
Rapport presente au ministere 
de Ia Culture et des Commu
nications du Quebec et au vi l
lage de Senneville, p. I2-41. 

3. Stewart et Robichaud : 49-82. 

4. Wright, Janet, I984, Architec
ture of the Picturesque i11 Cmwda, 
Studies in Archaeology, Archi
tecture and History, Ottawa, 
Parks Canada, p. I54-I55. 

5. Louis Johnson, 93 ans, petit-fils 
de Louis-Joseph Forget et an
cien superviseur du domaine 
Bois-de-Ja-Roche, qui incluait 
a une epoque Ia rue Phillips, 
en entrevue avec !'auteur le 
29 juin 2001. 

6. Bon nombre de chem ins pri
ves d'origine sont toutefois 
orientes vers Ia gare de Sainte
Anne de Bellevue, au sud du 
village de Senneville. Cette 
configuration avait pour but 
d'ecourter les deplacements 
des proprietaires des domai
nes entre leu rs residences se
condaires et leurs bureaux de 
Montreal et de faciliter le de
placement des marchandises 
entre Ia gare et les residences. 
Louis Johnson, en entrevue 
avec !'auteur le 29 juin 2001. 

7. Marsan, Jean-Claude,. Moll
trea/ en evolutio11, Montreal, 
Fides, I974, p. 329. On notera 
plus particulierement Ia mai
son Lalonde (I825, 296, chemin 
Sennevi lle), Ia maison Eusta
che Rouleau (I896, 294, chemin 
Sen neville), 
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8. Friedman, Avi, et Village de 
Senneville, 2000, The Village of 
Se11neville: Urba11 and Architec
tural ilwentory, Rapport pre
sente au vi llage de Senneville, 
3 volumes, vol. I, p. I6-I7. 

9. Friedman et Village de Senne
ville, vo l. 3 : 23I. 

IO. Le poste de traite ou fort de 
Senneville sera attaque et re
construit a plusieurs reprises 
avant d'etre partiellement de
truit en I776 par les troupes 
de Benedict Arnold puis aban
donne (Stewart et Robichaud : 
63-67). 

11. Plusieurs dates sont proposees 
en ce qui concerne Ia construc
tion du fort et du moulin par 
Jacques LeBer. Nous adoptons 
ici les dates etablies par Alan 
Stewart et Leon Robichaud du 
groupe Remparts dans leur 
rapport d'evaluation patrimo
niale prepare pour le ministere 
de Ia Cu ltu re et des Communi
cations du Quebec en fevrier 
2000. Mettant fin a plusieurs 
annees de specu lations quant 
a Ia nature originelle de ces 
ruines, ce rapport etablit que 
fort Senneville etait un poste 
de traite lourdement fortifie 
(p. 40) alors que le moulin 
etait fonctionnel mais fortifie 
des l'origine et servait princi
palement d'ouvrage defensif. 
Ce rapport recommande par 
ai lleurs !'adoption d'une pro
tection legale maximale pour 
ces <<structures uniques ,, et 
!'ensemble de Ia pointe Abbott 
ou elles se si tuent (p. 4 et IOI). 

I2. Stewart et Robichaud (p. 87-
88) proposent que Ia mise en 
valeur des ruines du fort et du 
moulin, ainsi que le change
ment de nom de Ia propriete en 
I88I, de << Senneville Grange » 
a << Bois-Briant », decoulent 
non seu lement des tendances 
romantiques de l'epoque mais 
aussi du nationalisme pan-ca
nadien <<base sur les reussites 

des deux peuples fondateurs, 
prone par une certaine elite 
anglophone de l'epoque, a la
quelle J.J.C. Abbot t s'associait, 
e t qui trouvait des echos dans 
les nombreuses publications 
de l'epoque portant sur le do
maine ou sur Abbott. 

13. Gagnon Pratte, France, I987, 
Maisons de campag11e des moll
trealais 1892-1924. L'architecture 
des freres Maxwell, Montreal, 
Les editions du Meridien, 
p. 62. Frederick Law Olmsted 
s'entourera de ses fils et de son 
neveu, John C. Olmsted, pour 
former Olmsted and Sons 
(Kalman, Harold, I994, A His
tory of Canadian Architecture, 
Don Mills, Oxford University 
Press, vol. I, p. 655). 

I4. Kalman: 630-631. 

I5. Friedman, vol. I : 28. 

I6. Gagnon Pratte : 93-95. 

I7. Gagnon Pratte : 87. 

I8. Gagnon Pratte: I86. 

I9. Cinecite inc. et Village de Sen
neville, I995, Inventaire pho
togmphiqtw de /'architecture du 
village de Se11neville, rapport 
presente au vi llage de Senne
ville, s.p. 

20. Jeremy Guth, conseiller muni
cipal, en entrevue avec !'auteur, 
29 juin 200I. 

21. Friedman, vol. I : 31. 

22. Gagnon Pratte : 75. 

23. Gagnon Pratte : 71. 

24. Gagnon Pratte : 71. 

25. Louis Johnson, en entrevue 
avec !'auteur le 29 juin 2001. 

26. Friedman : 55. 

27. Louis Johnson, en entrevue 
avec ]'auteur le 29 juin 2001. 

28. Stewart et Robichaud : IO et 
84. La construction d'une 
gare du Canadien Pacifique 
a Sainte-Anne de Bellevue en 
I887 semble avoir contribue 
a Ia popularite de Senneville 

aupres des elites montrea
laises (Witham, John, I974, 
<<Canadian Pacific Railway 
Stations, I874-I9I4- Historical 
Report », Screening Paper "C" 
(Final Section of Inventory of 
Railway Station Buildings), 
vol. II, p. C.7 and C.I6). 

29. Laframboise qualifie le che
min Senneville d'<< Allee des 
Seigneurs ». Plusieurs des 
proprietaires des domaines 
de Senneville etait d'ailleurs 
des baronnets (Laframboise, 
Yves, I996, Villages pittoresques 
du Quebec, Montreal, Edi tions 
de !'Homme, p. I54-I59). 

30. On leur doit plusieurs des re
sidences principales de !'elite 
canadienne de l'epoque, des 
hotels du Canadien Pacifique 
(Kalman : 597-598), des edi
fices publics majeu rs, dont le 
parlement de Ia Saskatchewan 
(Ibid. : 557) et plusieurs plans 
d'amenagements marquants 
(le plan Todd de I902, le plan 
d'amenagement de Ville Mont
Royal et celui de Shaughnessy 
Heights a Vancouver. Ibid. : 
65I, 657 et 66I). 

31. Le paysage pittoresque cons
titue une manifestation 
importante du mouvement ro
mantique. Developpe d'abord 
en Angleterre au dix-huitie
me siecle et inspire des ca
racteristiques de Ia campagne 
a nglaise, il constituait une 
alternative plus informelle a 
Ia formalite geometrique qui 
dictait l'amenagement des 
jardins depuis le debut du 
dix-septieme siecle. L'appel
lation << pittoresque », derivee 
de l'italien Pittoresco (<<a Ia 
maniere des peintures »), se 
refere plus a une esthetique 
qu'a un style bien defini. On 
s'entend d'ailleurs pour attri
buer l'origine de l'esthetique 
pittoresque aux grands pein
tres paysagers italiens du dix
septieme siecle et a associer sa 



diffusion en Angleterre aux 
voyageurs du Grand Tour. Le 
mouvement pittoresque etait 
soutenu par des theoriciens 
et des praticiens anglais, qui 
desiraient rapprocher le pay
sage amenage d'une nature 
idea lisee. lis soulignaient les 
qualites visuelles inherentes 
de Ia nature, ses irregularites, 
Ia variete et Ia complexite de 
ses formes, de ses couleurs, 
de ses textures et de leurs ef
fets d'ombres et de lumieres 
(Pares Canada, 1998, Ruthve11 
Park National Historic Site. Com
memorative Integrity Statemerrt, 
Ottawa, Sa Majeste Ia reine du 
chef du Canada, 16 p. ; et Pares 
Canada, 1999, Dundurn Natio
rwl Historic Site. Commemora
tive Integrity Statement, Ottawa, 
Sa Majeste Ia reine du chef du 
Canada, s.p.) 

32. Kalman : 602. 

33. Kalman (Ibid. : 619) fait de 
Percy E. Nobbs << the most 
prominent Canadian advocate 
of the [Arts and Crafts] move
ment''· II en fait aussi, avec 
Frederick G. Todd et Frederick 
Law Olmsted, un des princi
paux porte-paroles du mou
vement City Beautiful (p. 651, 
657 et 661). Le mouvement Arts 
and Crafts, ne du mouvement 
neo-gothique en Angleterre 
et des ecrits de John Ruskin 
vers 1850, proposait un nou
veau respect pour les formes 
vernaculaires et les pratiques 
artisanales en architecture et 
en amenagement d'interieur 
(loc. cit.). Les defenseurs du 
mouvement City Beautiful af
firmaient pour leur part que 
Ia beaute des villes ne naissait 
pas de belles creations indivi
duelles mais bien plut6t d'un 
effort de planification concerte 
(Ibid. : 594, 651, 657 et 661). 

34. On compte au moins douze 
domaines a menages datant de 
Ia periode 1860 a 1926, aux
quels on doit ajouter !'arbore
tum Morgan, complete entre 
1912 et 1945 et le terrain de golf 
Braeside datant approximati
vement de 1898. 

35. Louis Johnson, en entrevue 
avec !'auteur, 29 juin 2001. 

36. Marsan : 329. 

37. Zoltvany, Yves F., 1969, << Le 
Ber, Jacques », Dictiormaire bio
graphique du Canada, vol. II (de 
1701 a 1740), p. 389-390. 

38. Marsh, James, 2000, << Le 
Moyne, Charles ,, L'encyclope
die canadierme en ligne, [http: / I 
www.thecanadianencyclope
dia.com] (consulte le 21 aout 
2001). 

39. Friedman, 
man: 630. 

40. Miller, 

vol. 1 : 25-26; Kal-

Carmen, 1998, 
<< Clouston, sir Edward 
Seaborne », Canadian Biograp
hical Dictio11ary, vol. XIV (de 
1911 a 1920), p. 219-222. 

41. La famille Abbott maintien
dra une presence a Senneville 
et fera aussi appel aux servi
ces des freres Maxwell pour 
agrandir Ia residence Harry 
Abbott, du 240, chemin Senne
ville. 

42. Gagnon Pratte : 62-69. 

43. Regehr, T. 0 ., 2000, << Forget, 
Louis-Joseph , , L'encyclopedie 
canadiemze en ligne, [http: / I 
www.thecanadianencyclope
dia.com] (consulte le 21 aout 
2001); Jedwab, Jack, 1998, 
<< Forget, Louis-Joseph », Ca
rwdian Biographical Dictiona
ry, vol. XIV (de 1911 a 1920), 
p. 363-366. 

44. Eagle, John A. (2000), << Angus, 
Richard Bladworth », L'e~~

cyclopedie canadiezme en ligne, 
[http:/ /www.thecanadianen
cyclopedia.com] (consult€ le 
21 aout 2001). 

45. Lemire, Robert (2000), 
<<Maxwell, Edward », dans 
L'encyclopedie canadierme e11 
ligne, [http:/ /www. thecana
dianencyclopedia.com] (con
suite le 21 aout 2001). 

46. La survie et l'etat de conserva
tion d'une dizaine de ces reali
sations n'ont pu etre constates 
directement dans le cadre de 
cette etude. 

47. Wagg, Susan (2000), << Nobbs, 
Percy Erskine », L'e11cyclopedie 
canadienne e11 ligne, [http:/ I 
www.thecanadianencyclope
dia.com] (consult€ le 21 aout 
2001). 

48. Kalman : 651. 

49. << Aujourd'hui, Sen neville reste 
un phenomene surprenant: 
c'est le seul village de l'ile de 
Montreal. Ses caracteres d'ori
gine n'ont pas ete alteres et 
ses habitants, conscients de 
leur specificite, veillent jalou
sement au maintien de leurs 
acquis. » (Laframboise : 155) 

50. La propriete J.B. Abbott (Hill
cote), par exemple, sise au 
149-165 chemin Senneville, 
s'etend sur plus de 270 000 m'. 
La propriete Forget (Bois-de
Ja-Roche), recemment acquise 
par Ia Communaute urbaine 
de Montreal pour former une 
partie du pare nature de l'An
se-a-l'Orme et !'ensemble du 
pare agricole du Bois-de-Ja
Roche, s'etendait jusqu'en 1991 
sur une plus grande superficie 
et presente toujours ces vas
tes etendues aux visiteurs de 
fa<;on aisement comprehensi
ble. 

51. Temoignagede Richard Angus, 
fils de D.F. Angus et petit-fils 
de R.B. Angus, dans Village 
de Senneville, 1995, Semzeville 
1895-1995: fe me souviens, une 
brochure commemorative du 
village de Senneville, tirage 
limite, 70p. 

MICHEL PELLETIER l :f;.1~:1tl:•••:l~:ltl:U 

52. Les invites a ces evenements 
se rendaient a Senneville avec 
leurs families et leurs do
mestiques. Les plus grandes 
proprietes (Bois-Briant, R.B. 
Angus, L.J. Forget) incluaient 
en fait des sections, des ailes 
ou des edifices secondaires 
destines aux domestiques. On 
denombrait par exemple quin
ze chambres seulement pour 
les bonnes (numerotees de 1 a 
15) dans un des passages de Ia 
seconde residence R.B. Angus, 
aujourd'hui demolie (village 
de Senneville : 3 et 31). 

53. Etablissement de zones de 
developpement rurales et re
sidentielles rurales pour !'ar
rondissement propose, voir 
chapitre 3 du reglement de 
planification 308 (zonage), 
village de Senneville 1990a ; 
reglement concernant !'harmo
nisation des nouvelles cons
tructions, l'agrandissement, Ia 
restauration ou Ia modification 
d'edifices existants et l'ame
nagement des terrains, voir 
chapitres 6, 7, 9 et 10 du regle
ment 308 (zonage), village de 
Senneville 1990a; formation 
du Planning Advisory Com
mittee, voir reglement 334 du 
village de Senneville 1994; re
glement visant Ia conservation 
des caracteristiques patrimo
niales et architecturales, voir 
le Site Planning and Archi
tectural Integration Programs 
(SPAIP) bylaw, reglement 360 
du village de Senneville 1997. 
Vingt proprietes exceptionnel
les et 30 proprietes significa
tives ont aussi ete identifiees 
en 1997 et font !'objet d'une 
reglementation plus severe vi
sant a maintenir leur integrite 
patrimoniale. Certains dera
pages ont toutefois ete consta
tes depuis et !'e tude recente de 
Friedman vise a asseoir plus 
solidement cette reglementa
tion (Friedman : 53). 
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54. /bid. 

55. Loui s johnson, jeremy et 
joyce Guth, en entrevue avec 
!'auteur, 29 juin 2001. 

56. jeremy Guth, consei ller muni
cipal, en entrevue avec !'auteur, 
29 juin 2001. 

57. M. Louis johnson, M",.. Hac
kney, M. Jeremy et Mm' Joyce 
Guth, M. Michel Lalonde, le 
maire George McLeish, M. et 
Mm' Bezos, tous residents du 
village de Senneville. 

58. Gagnon Pratte, op. cit.; 
Village de Senneville, op. cit. ; 
Friedman, op. cit. 
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postdoctoral ii I'Jnstitut de Geoarchitecture de I'Universite de Bretagne 
occidentale (Brest) et chercheur associe ii Ia Chaire de recherche du Canada 
en patrimoine urbai11. 
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Martin Drouin 

Christopher A. Thomas (2002), 
The Lincoln Memorial & American 
Life, Princeton I Oxford, Princeton 
University Press, 213 p. 

« The Lincoln Memorial is one of the most profound sym
bols of American Democracy in the world. It is a memorial that 
celebrates the tremendous accomplishments which have united the 
nation for more than two hundred years. In addition, it is a place where 
citizens assemble to draw attention to those causes and issues which 
continue to divide the country >> explique le National Park Service, 
responsable de Ia mise en valeur et de !'interpretation du site. 
Le monument, install€ sur le bord de Ia riviere Potomac, rappelle 
le souvenir du seizieme president des Etats-Unis, Abraham 
Lincoln, assassin€ dans les jours qui suivirent La fin de Laguerre 
de Secession. Dans Ia perspective du memorial, a !'autre extre
mite du Nationa l Mall, domine le Capitole. La distance d 'un peu 
plus de trois kilometres qui les separe forme un circuit de La 
memoire dans lequel se succede le monument a George 
Washington, les memoriaux dedies aux presidents Thomas 
Jefferson et Franklin Delano Roosevelt, ainsi que ceux consa
cres aux veterans des guerres du Viet-nam et de Coree, en plus 
d 'une dizaine de musees. Le Lincoln Memorial s'integre a un 
colossal dispositif commemoratif au creur du centre-ville de 
Washington, mais il s'impose surtout comme l'une de ses 
figures les plus venerables frequentees chaque annee par des 
millions de visiteurs. 

L'ouvrage The Lincoln Memorial & American Life s'attaque a 
J',, ic6ne etatsunienne >> par excellence. L'auteur, Christopher A. 
Thomas, professeur a I'Universite de Victoria et specialiste de 
!'architecture nord-americaine des dix-neuvieme et vingtieme 
siecles, a cherche dans ses recherches a depasser les mythes 
qu'imposait un tel monument, a priori sans age et sur lequel se 
refletent les ideaux de Ia religion civile nationale. L'ouvrage, 
developpe a partir de sa these de doctorat soutenue en 1990, 
s'inscrit dans une approche interdisciplinaire, plus particulie
rement appuyee sur les principes du deconstructivisme et de 
Ia semiotique. Ainsi, !'auteur retisse l'echeveau des interrela
tions qui s'articulent autour du Lincoln Memorial, personnage 
central de l'ouvrage. S'entremelent alors les images de l'homme 
commemore, auxquelles se succede Ia conception d'une ville, 
Washington, qui etait appelee a devenir, depuis le geste de sa 
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creation en 1790 et les plans de l'architecte Pierre L'Enfant, bien 
plus que Ia capitale politique des Etats-Unis. Dans ce vaste bal
let, le politique, cheville ouvriere du sens investi dans le projet, 
se manifestait tant par Ia realisation du monument que par sa re
cuperation symbolique au cours du vingtieme siecle. Enfin, !'art 
et !'architecture prennent une place preponderante, s'exprimant 
dans toute leur force de representation. En somme, Ia construc
tion identitaire de Ia Nation trouve ici un bel exemple d'applica
tion, non seulement retracee au fil des manifestations les plus 
eclatantes, mais aussi dans les multiples frictions, tiraillements 
et hesitations exprimes au gre des choix qui s'imposerent dans 
Ia realisation et dans Ia fortune critique du memorial. 

A !'aide d'une trame essentiellement chronologique, le lec
teur est con vie a suivre le Lincoln Memorial, de sa genese jusqu'a 
nos jours. L'ouvrage debute ainsi au lendemain de l'assassinat 
d 'Abraham Lincoln. Le premier chapitre - "Greatest Ameri
can": A Memorial to Lincoln - aborde les mutations successives 
de !'image de !'ancien president qui ont aliment€ !'idee de lui 
eriger un monument commemoratif. Des 1867, soit deux ans 
apres sa mort, Lincoln entrait dans I'hagiographie civile et le 
projet d'un monument a sa gloire etait lance. Pres de cinquante 
ans devaient cependant s'ecouler avant que Ia construction ne 
demarre. II fallut en effet attendre Ia fin du dix-neuvieme siecle 
pour que le pays ait panse les plaies et les dechirures laissees 
par Ia guerre civile et qu'il ait retrouve l'optimisme et Ia foi en 
Ia nation; Lincoln allait en devenir une figure emblematique 
et son memorial s'inscrirait dans le nouveau plan d'urbanisme 
de Washington. Si le climat po!itique etait plus favorable et Ia 
volonte de construire un monument se concretisait, le deuxieme 
chapitre -1902-1912: "What Shall the Lincoln Memorial Be?"- n'en 
detaille pas moins les combats epiques qui ont entoure sa rea
lisation. Le plan d'urbanisme etait critique, tandis que d 'autres 
projets commemoratifs le concurren\aient, dont Ia realisation 
d'un « Lincoln Memorial Road » qui aurait relie Washington a 
Gettysburg. Une constante cependant demeurait, !'image de 
Lincoln, << making him still huger and more unreal than ever, as fewer 
and fewer American could remember him as a man ,, (p. 27), conti
nuait de s'imposer, ce qui n'apaisa pas les desaccords une fois 
le projet arrete. De fait, le troisieme chapitre- Design: Tradition, 
Modemity, and Americanism - explore les nouvelles polemiques 
qui ont accompagne le concours d'architecture opposant les ar
chitectes John Russell Pope et Henry Bacon. II s'agissait des Jors 
d 'etablir les formes et les qualites physiques de l'amenagement 
du memorial. La proposition de Bacon d'en faire un temple grec 
dans lequel tronerait un gigantesque Lincoln fut acceptee, ce qui 
n'estompa guere les debats en cours. Certaines critiques assimi-
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Jaient Jes allures d 'un memorial <<purely Greek,, comme <<entirely 
un-American ,, (p. 96). La construction allait finalement debuter 
en 1913. Le quatrieme chapitre- Constructing the Memorial- met 
en exergue les multiples difficultes rencontrees jusqu'a Ia fin des 
travaux en 1922, qui furent nombreuses et parfois engendrees 
par Ia devotion de l'architecte a son ceuvre, prevoyant jusqu'aux 
releves architecturaux in situ, en Grece. L'auteur passe en revue 
les difficultes d'extraction et de transport du marbre, Ia necessite 
des prouesses d'une technologie Ia plus avancee, Ia minutie du 
travail d 'ornementation et de sa symbolique, les affres de Ia crea
tion par Daniel Chester French de Ia statue de Lincoln ou encore 
les divergences suscitees par l'amenagement du site. Le dernier 
chapitre - The Memorial in American Life - se penche enfin sur 
les usages symboliques du memorial. Ils sont, en premier lieu, 
abordes par Ia frequentation individuelle ou familiale des vi
siteurs qui, des son inauguration, ont afflue pour s'y recueillir 
ou s'y faire photographier aux cotes de Ia figure mythique. Ils 
s'expriment ensu ite dans ses manifestations collectives, dont Ia 
signification a mue au cours du siecle. D'abord con\u pour cele
brer !'unite du pays, le memorial est ensuite devenu un lieu de 
revendications sociales. Le concert public de Ia contralto noire 
Marian Anderson en 1939, a qui les portes des grandes Sa lles 
de concert de Washington etaient fermees, s'affirme comme le 
premier moment phare. Le discours de Martin Luther King, au 
terme de Ia marche pour les droits civiques de 1963, en est evi
demment un autre. Si l'ouverture du Vietnam Veterans Memorial, 
en 1982, a accentue son identification a des valeurs en marge du 
discours officiel, les celebrations de !'investiture du president 
Clinton en ont marque une forme de recuperation politique. Au 
terme du parcours, plus de cent vingt-cinq ans de l'histoire des 
Etats-Unis auront defile a travers le prisme du Lincoln Memorial. 

L'aventure de ce ,, lieu de memoire ,,, telle que Christopher 
Thomas Ia presente, s'avere des plus passion nantes. L'analyse est 
maniee a coups de scalpel, ce qui rend d 'autant plus saisissante 
l'histoire tumultueuse de Ia realisation du memorial. II aurait 
ete captivant que le dernier chapitre soit aussi finement traite 
que les precedents. La force des details et des nuances aurait 
apporte, a !'image des autres chapitres, une prise avec l'univers 
symbolique, les reves et les aspirations associes a un tel « haut 
lieu , de l'histoire etatsunienne. Toutefois, l'ampleur d'un tel 
propos, de meme que les sou rces disponibles pour l'aborder, 
n'en permettent guere Ia realisation. Cette remarque n'enleve 
cependant rien aux qualites de l'ouvrage. La minutie du travail 
execute et les nombreuses illustrations (plans, esquisses, dessins 
e t photographies), qui enrichissent le propos de !'auteur, n'en 
rendent sa lecture que plus agreable et stimulante. 
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Appel a communications 

Rencontre internationale des jeunes chercheurs en patrimoine urbain 
Patrimoine et patrimonialisation 

Chaire de recherche du Canada en patrimoine urbain 
Institut du Patrimoine 

Universite du Quebec a Montreal 
30 septembre et 1 octobre 2005 

Cette rencontre propose une reflexion sur le phenomene de Ia patrimonialisation, en contexte urbain. EUe 
propose de reunir des jeunes chercheurs (maitrise, doctorat, postdoctorat) du Quebec et du Canada, de Ia 
Bretagne et de Ia France, de tous les horizons disciplinaires (sciences humaines, arts et lettres, geographie, 
histoire, architecture, urbanisme, etc.). 

Problematique 
Le vingtieme siecle a ete profondement marque par une prise de conscience patrimoniale. Invention 
du monde occidental, le patrimoine est essentieUement une affirmation identitaire, souvent nationale, 
rattachee a une realite historique et spatiale que le regard de 1' Autre a contribue a cn~er et a diffuser. 
Decline sous de multiples facettes, le patrimoine represente les collectivites autant par le biais du 
monument historique que le paysage urbain, le patrimoine mondial et le patrimoine immateriel (sans 
oublier le patrimoine de proximite). 

Les multiples enjeux qui entourent le developpement de la notion de patrimoine soulevent de nombreuses 
questions: queUes sont les valeurs patrimoniales qui peuvent qualifier un objet, un usage? Que conserver 
et sur queUes bases ? QueUes sont les intentions sous-jacentes de Ia patrimonialisation ? Que mettre en 
valeur ? Que transmettre et comment ? Comment conserver et a queUes fins ? 

Themes lies 
Cette problematique des patrimonialisations invite aux reflexions et aux echanges transdisciplinaires. Les 
patrimonialisations peuvent etre interrogees selon 1) leurs rapports a Ia ville, aux formes architecturales 
et urbaines et a la legislation, 2) leurs rapports aux temps, aux territoires et aux identites, 3) leurs 
renouvellements perceptuels et leurs relations avec les multiples composantes du contexte urbain. 

La rencontre permettra de reveler, diachroniquement et synchroniquement, les processus de constructions 
patrimoniales, de leur transmission et de leur communication. Elle servira egalement a evaluer et a 
qualifier l'investissement du sens dont ces objets sont porteurs, ainsi que les facettes de l'identite des 
collectivites qui les ont crees. 

Soumission de propositions 
Les propositions (titre et resume de 3 000 a 4 000 caracteres, espaces compris) devront etre envoyees a 
patrimonialisation@uqam.ca. La date limite pour Ia reception des propositions est le 30 juin 2005. 

Information : 
Yona Jebrak, Isabelle Caron ou France St-Jean 
(514) 987-3000 poste 3207 



Call for Papers 

International Conference of Young Researchers in Urban Heritage 
Heritage and Patrimonialization 

Canada Research Chair on Urban Heritage 
Institut du Patrimoine 

Universite du Quebec a Montreal 
September 30th and October 1st, 2005 

This conference proposes to address the patrimonialization phenomenon in the urban context. It aims at 
bringing together young researchers (graduate students and postdoctoral researchers) from Quebec and 
Canada, Brittany, and France, from all disciplinary backgrounds (humanities and social studies, literature, 
geography, history, art history, architecture, urban planning, etc.). 

Problematic 
The twentieth century has been genuinely characterized by patrimonial conscientiousness. Invented by the 
Western World, heritage essentially is the assertion of identity, often national, as it relates to the historical 
and spatial reality that the look of "the Other" has helped to create and communicate. Expressed through 
multiple aspects, heritage is the representation of collectivities, either by way of the historical monument, 
urban landscape, world heritage, immaterial heritage, or even "proximity" or neighbourhood heritage. 

The various issues surrounding the evolution of the heritage notion raise numerous questions: What are 
the patrimonial values that may qualify an object, or a specific use? What should be preserved, and on 
what basis? What are the underlying purposes of patrimonialization? What should be highlighted? What 
should be passed down, and how? How to preserve and to what means? 

Related Subjects 
Patrimonialization issues induce interdisciplinary reflection and exchanges. Such issues may be examined 
according to (1) their relation to the city, architectural and urban forms, and legislation, (2) their relation 
to times, territories, and identities, 3) their perceptual revivals and relation to the numerous constituents 
of the urban context. 

The conference will allow uncovering, both diachronically and synchronically, the patrimonial 
construction, transmission, and communication processes. It will also serve to assess and describe the 
acquisition of sense of which these objects are invested, as well as the identity aspects of the collectivities 
that created them. 

Submission of proposals 
Proposals (title and abstract of 3,000 to 4,000 print characters, including spaces) should be sent to 
patrimonialisation@uqam.ca. The deadline for reception of proposals is June 30th, 2005. 

Information: 
Yona Jebrak, Isabelle Caron, or France St-Jean 
(514) 987-3000 ext. 3207 



THE JOURNAL OF THE SOCIETY FOR THE STUDY OF ARCHITECTURE IN CANADA 
LE JOURNAL DE LA SOCIETE POUR L:ETUDE DE L'ARCHITECTURE AU CANADA 

Appe a textes I Ca for papers 

Pulitiq uc cd ito riale 
Le Joumal de Ia Socia ,; pour l'aude de /'a rchitecture au Cauada est une revue bilingue 
avec comihi de lecture doni le champ englobe !'architecture canadienne de toutes 
les periodt'S historiques et toutes les traditions culturelles. En plus d 'a rticles de 
na ture historique, esthetique, ou culturelle, le journal accepte aussi les textes 
tra itant de questions theoriq ues ou historiographiques pertinentes a !'etude de 
!'a rchitecture et de Ia pratique architecturale au Canada. L'examen des questions 
methodologiques d 'actualihi, par exemple, fait partie du champ couvert par le 
JournaL tout com me les dCbats de conservation et de restauration. 

Les tex tes soumis au joumal doivent apporter une contribution sc ienti fique 
originale, que ce soit par le biais d'informations factuelles jusqu'alors incon
nues ou encore par le devcloppement d 'une nouvelle interpre tation concernant 
un theme particulier. L'objectif du joumal est de p romouvoir une meilleure 
comprehension de !'architecture canadienne par le plus g rand nombre de voies 
possibles. 

Le joumal invite tous les chercheurs en a rchitecture canadienne, qu' ils soient 
membres de Ia SEAC on non, a soumettre leurs a rticles. On peut soumettre un 
article en l'envoyant a 

Prof. Luc Noppen, nidacteur 
journal de Ia SEAC 
Chaire de recherche du Canada en patrimoine urbain 
Etudes urbaines et lou ristiques, Ecole des sciences de Ia gestion 
Universite du Quebec a Montrea l, CP 8888, succ. centre-ville 
Montrea l QC H3C 3P8 
courriel : noppen.luc@uqam.ca 
t.i l. : (514) 987-3000 p-2562 I t<ii<ic. : (514) 987-7827 

Soumiss io n d'a rricles en fra n<;a is 
Les auteurs doi vent faire parvenir au redacteur un manuscrit presente selon les 
regles de Ia revue. Habituellement, un article de Ia section «-Analyses-» compte 
environ 7000 mots et de quinze a vingt illustrations-; pour Ia section (< -Essais- )) 
on pourra cependant considerer des tex tes de longueur differente-: 2500 il 3500 
mots et de cinq il di x illustra tions. Par ailleurs, Ia longueur des «-Rapports-» peut 
va rie r puisque Ia revue les publie, de preference, integra lement. Les rapports 
do ivent etre soumis avec l'autorisa tion de l'organisme a qu i ils ont ete destines. 

Les textes sont soumis en format e lectronique (sur support informatique ou 
transmis par courriel) . Les illustrations doivent e tre soumises en meme temps 
que le manuscrit. Ce sont des photog raphies ou des diapositives ou, de pre
ference, des fichiers numeriques (resolution 360-ppp au format minimal de 10 
x 15 em, format TIFF ou EPS), sur CD-RO M. Les photocopies e t les fac-similes 
ne sont acceptes que pour les dessins au trait. Les auteurs doivent fournir des 
illus trations libres de droits-; le cas echeant, il leur appartient d 'obtenir les 
autorisa tions necessa ires et de defrayer les droits de publica tion. La SEAC et le 
redacteur de Ia rev ue declinent toute responsabilite en cette ma tiere. Toutes les 
illus trations doivent etre accompagnees d 'une legende comprenant, normale
ment, !' identifica tion du suje t, Ia date, le nom de l'architecte, !'auteur ou Ia 
provenance de l'image. Les illus trations seront retournees aux auteurs. 

Tous les manuscrits sont eva lues par le comite de lecture qui fa it rapport au 
redacteur. Le redacteur transmet I' av is du comite aux auteurs, au plus tard soix
ante jours a pres Ia soumission initiate-; il s'assure que les modifica tions requises 
son! apportees ava nt d 'accepter le tex te et de proposer une date de publ ication. 

Les auteurs recevront trois exemplaires du numero de Ia revue dans leque l 
leur texte est pub lie. 

Les directi ves de mise en forme des tex tes soumis ont e te publiees dans le 
volume 26, n"' 2-3 (2001 ). 

Ed itoria l Starcmcnt 
The joumal of tile Socicttf fo r tile St udt! of Architectu re i11 Ca 11ada is a bilingual re f
ereed publ ica tion whose scope encompasses the entire spectrum of Canadian 
a rchitecture from a ll historica l periods and a ll cultural traditions. In addition 
to his torica l, cultura l, and "'sthetic inquiries, the joumal also welcomes articles 
dea ling w ith theoretica l and historiographica l issues generally relevant to the 
study of Canadian a rchitecture and architectural practice. Discussions of current 
methodo logical issues, for example, fall w ithin the scope of the joumal, as do 
critica l issues of preserva tion and restoration. 

Articles should be original and provide a new contribution to scholarship, 
whether they a re mainly factual and documentary or whether they develop a 
new interpretation on a specific theme. It is the a im of the journal to forwa rd the 
understanding of Canadian architecture in as many ways as possible. 

Submissions to the jounwl are encouraged and welcomed from SSAC members 
and non-members alike. Please send proposed articles, relevant to the stud y of 
Canadian architecture, to: 

Prof. Luc Noppen, editor 
journal of the SSAC 
Canada Resea rch Chair on Urban Heritage 
Etudes urbaines et touristiques, Ecole des sc iences de Ia gestion 
Universite d u Quebec a Montrea l, CP 8888, succ. centre-ville 
Montrea l QC H3C 3P8 
e-mail : noppen.luc@uqam.ca 
phone : (514) 987-3000 x-2562 I fax (514) 987-7827 

Submi ss io n of Articles in English 
Authors should send to the editor a copy of their ma nuscript, prepared accord
ing to the guidelines of the journal. Although a rticles in the "Analyses" section 
usually comprise 7000 words and fifteen to twenty illustrations, shorter or longer 
a rticles may be considered for the other sections: "Essays" can comprise 2500 to 
3500 words and fi ve to ten illustrations. Reports may va ry in length as they are 
preferably published integra lly. The necessary perm ission to publish must have 
been secured from the organiza tion for w hich reports were in tended . 

Authors must submit their article on an electronic medium or by email. 
Illus trations should accompany the manuscript. These consist of photograph ic 
prints, slides or, preferably, d igital fil es (360-d pi, 4" x 6" minimum, TI FF or EPS 
format), on CD-ROM. Photocopies or facsimiles are acceptable only for line 
drawings . It is the responsibility of the author to obta in the required reproduc
tion authorizations for the illustrations and to pay copyright fees when neces
sa ry. SSAC and the editor of the journal decline responsibility in that matter. 
All illus trations should have captions, including, where applicable, subject, 
da te, and name of architect, author or source. Illustrations will be returned to 
authors. 

All manuscripts a re submitted for rev iew to the SSAC's Editorial Rev iew 
Panel who reports to the ed itor. The editor informs autho rs of the decision, no 
later than sixty days a fter initial subm ission; the editor also ensures that the 
requested modi fica tions have been made before the final acceptance and propo
sition of the publication date. Authors w ill receive three copies of the issue in 
which the ir article is published. 

Text editing guidelines for submitted papers can be found in volume 26, 
n"' 2-3 (2001 ). 
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