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ABSTRACT
Luigi Giovanni Vitale Capello a.k.a. Capello (1843-1902)

itinerant Piedmontese artist of late nineteenth-century
Quebec

Alexandra Shtychno

Luigi Capello (a.k.a. Cappello) (1843-1902), painter,
theater set designer, and embroidery pattern maker was active
in the province of Quebec and the state of New York from the
time of his arrival from Europe c. 1875 to the time of his
departure in c. 1898, In spite of his non-native origins,
during a period of merely two decades, Capello established a
studio for theatrical design and embroidery, taught drawing
at a Jesuit College, executed approximately twenty-three
religious paintings for churches in Quebec and the state of
New York, as well as completed numerous fresco decorations
for five chapels and churches. His list of works contains a
dozen landscapes and portraits which he exnibited at the
A.A.M. and R.C.A., as well as theatre curtain and scenery
decorations for the Collége de l'Assomption. His most
prominent protege was Ozias Leduc (1864-1955).

The first part of this thesis will deal with the
artist's biography. The second chapter will document
Capello's artistic tformation and his teachers. The last
section will analyze both Capello's surviving works, and
discuss missing and destroyed art.

The intention of this research is to contribute to the



xnowledge of artists such as Capello, who taught the

iv

0ld

World traditions and techniques to native Quebec artists, and

bridged the gap to the New World.
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0il painting on canvas,
Luigi Capello.

(Photo: sShtychno, 1989).
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Baptéme de Clovis par Saint-Rémi (1876)
Church of Saint-Rémi, Saint-Rémi, Québec.

0il painting on canvas, 10’ x 6’
Luigi Capello.
(Photo: Shtychno, 1989).

Baptéme de Clovis par Saint-Rémi (1876)
Church of Saint-Rémi, Saint-Remi, Québec.
0il painting on canvas, 10’ x 6

Luigi Capello.

(Photo: Shtychno, 1989).

L’Education de la Vierge (1879) detail
0il painting on canvas,

Luigi Capello.

(Photo: Shtychno, 1990).

Exterior Theatre, L‘’Assomption, Québec
(burned in June 1989).

L’Apparition du Sacreé-Coeur 3 Sainte-Marquerite-Marie
Interior of the Chapelle de Sacre-Coeur, l’Assomption,

Québec.
Reproduced from a photograph 1in the Archives
Providence (Montréal, Québec).

L’Apparition du Sacré-Coeur a Sainte-Marguerite-Marie
Interior of the Chapelle de Sacre-Coeur, 1l’Assomption,

Québec.
Reproduced from a photograph 1in the Archives
Providence (Montréal, Québec).

L’Apparition du Sacré-Coeur 2 Sainte-Marquerite-Marie
Interior of the Chapelle de Sacré-Coeur, 1l’Assomption,

Québec.
Reproduced from a photograph in the Archives
Providence (Montréal, Québec).

Dieu le Peére

Interior of the Chapelle de Sacré-Coeur, l’Assomption,
Québec

(Photo: Shtychno, 1990).

Interior Chapel of Sacre-Coeur, 1l‘Assomption, Québec
(Photo: Shtychno, 1990).
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L’Apparition du Sacré Coeur a Sainte-Marquerite-Marie

(1883), Sacreé—-Coeur Chapel, 1l’Assomption, Quebec.
0il painting on canvas,

Luigi Capello.

(Photo: Shtychno, 1990).

L’Apparition du Sacré-Coeur a Sainte-Marquerite-Marie
(1883) detail

Sacré-Coeur Chapel, l’Assomption, Quebec

0il painting on canvas,

Luigi Capello.

(Photo: Shtychno, 1990).

Interior Saint-Joachim Church, Pointe~Claire, Quebec
Reproduced in: Le Diocése de Montréal a la Fin du
XIXe Siécle, p. 263.

Enfant Jésus avec Sainte-Anne et Saint-Joachim
Saint-Joachim Church, Pointe-Claire, Quebec
0il painting on canvas,

Luigi cCapello.

(Photo: Shtychno, 1991).

Enfant Jésus avec Sainte-Anne et Saint-Joachim
Saint-Joachim Church, Pointe-Claire, Quebec
0il painting on canvas,

Luigi Capello.

(Photo: Shtychno, 1991).

Interior of Saint-Isidore (1885), Saint-Isidore de
Laprairie, Quebec
(Photo: Shtychno, 1989).

Saint-Isidore au chevet d’un mourant (1885) detail
Saint-Isidore de Laprairie, Quebec.

0il painting on canvas,

Luigi Capello.

(Phote: Shtychno, 1989).

Saint-Isidore (detail)
Saint-Isidore de Laprairie, Quebec.
0il painting on canvas,

Luigi Capello.

(Photo: Shtychno, 1989).

Saint-Isidore ressuscitant une jeune fille (1885)

Saint-Isidore de Laprairie, Quebec.
0il painting on canvas.

Luigi Capello.

(Photo: sShtychno, 1989).



113.

114.

115.

116.

117.

118.

119.

120.

XX

Saint-Isidore en priére
Saint-Isidore de Laprairie, Quebec

0il painting on canvas,
Luigi Capello
(Photo: Shtychno, 1989).

Scéne de rue (1885) detail
Saint-Isidore de Laprairie, Quebec.
0il painting on canvas,

Luigi Capelio.

(Photo: Shtychno, 1989),.

Saint-Isidore fait jaillir une source (1885)
Saint-Isidore de Laprairie, Quebec.

0il painting on canvas,
Luigi Capello.
(Photo: Shtychno, 1989).

Saint-Isidore au chevet d’un mourant (1885) detail
Saint-Isidore de Laprairie, Quebec.

0il painting on canvas,

Luigi Capello.

(Photo: Shtychno, 1989).

Pie IX (undated)

Collége de l’Assomption, l’Assomption, Quebec
0il painting on canvas, 6/ 11" x 5’ O

Luigi capello.

(Photo: Shtychno, 1990)

‘Parloir des Eleves’ Collége de 1’Assomption,
1’Assomption, Quebec.

Photo reproduced in: Le Collége de 1’Assomption, P.Q.
(Canada), Librairie Beauchemin Ltée., Montreal: 1930.

Pie IX (undated) detail

Colléege de 1l’Assomption, l’Assomption, Quebec
0il painting on canvas

Luigi Capello.

(Photo: Shtychno, 1990)

Pie IX (undated) detail

Collége de l’Assomption, l’Assomption, Quebec
0il painting on canvas

Luigi Capello.

(Photo: Shtychno, 1990)
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Thédtre de 1’Assomption, l’Assomption, Québec
Prior to June 1988.

Photo reproduced in Le Collége de 1l’Assomption, P.Q.,

(Canada), Librairie Beauchemin Ltée., Montréal: 1930.

Volta dell’ex Biblioteca (1778-1784)

Fresco, Palazzo Reale, Turin, Italy.

Lorenzo Pécheux.

Reproduced in: Accademia Albertina di Torino,
p.15, fig. 6.

Prize Medals, similar to those received by Luigi
Capello from the Second Accademia Albertina of Turin,

Italy.

La battaglia di Eylau

Terracotta, 58 x 72 cmn.

Giacomo Spalla (date unknown).

Reproduced in: Accademia Albertina di Torino,
p.25, fig. 15.

La scuola serale del Nudo all’Accademia (1845)
0il painting on cardboard, 57 x 78,6 cm.
Giovanni Battista Biscarra.

Reproduced in: Accademia Albertina di Torino,
p.29, n.19.
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INTRODUCTION

In the early ninteenth century very few artists of
Italian origin were working in Quebec, but by the middle of
the century their numbers were steadily increasing,
fulfilling a need for skilled church decorators, statue-
makers and artisans in plaster and stucco. The close ties in
Quebec with Italy were due to a long tradition of clerical
institutions being founded by the Catholic Church in the New
Worlad. The Canadian clergy had a decisive role in art,
specifically religious art in their parishes: a power they
have preserved to the present day. Improvements in mass
transport made it possible for the clergy to travel to Rome,
to religious orders where they were able to acquire copies of
paintings and portraits of their primates and cardinals,
belonging to the 'Sacra Congregazione de Propaganda Fide',
responsible for Canadian affairs at the Vatican. Eventually,
artists from Italy were encouraged by these visiting Canadian
clerics to come to work in the province of Quebec, where they
had access to an open market with a great demand for their
classical training and Counter~Reformation style of art.

Luigi Capello (1843-1902) was educated at the academies
in Turin and Rome and arrived in Montreal <. 1875, and within
twenty-two years he had established himself as an artist of

renown with numerous commissions in the Montreal area and



even New York. This gquick integration into the art world of
Quebec speaks of the need skilled Italian artists could
fulfill in the province.

Our scant knowledge today of Luigi Capello is based on
documentation of lost works and approximately two collections
of church paintings, three 'tableaux de maltre-autel', two
fresco programs for churches, and one portrait, still extant.
The primary documentation of Capello's work was done by
Gérard Morisset, assisted by Jules Bazin, c. 1938.

Morisset's notes for the dossier entitled Artistes et

Artisans! makes up the most complete record of Capello's
work. Unfortunately, Morisset was particularly
unappreciative of the 'influence italienne' which he felt had
undermined the attempts made by native artists to establish
careers in Quebec.? This lack of objectivity on the part of
Morisset is evident in his descriptions of Capello's works
and even when quoting remarks made by newspapers in Capello's
day about his work, complimentary phrases were omitted.
Morisset's inventory was invaluable in locating Capello's
works and witn the bibliographical references noted after
each piece, it became obvious that not all primary research
had to be from scratch.

Capello has not been recognized as an artist of note in

1 I.B.C., Gérard Morisset, Artistes et Artisans - Luigi
Capello.

2 @Gérard Morisset, Coup d'oeil sur les arts 2n
Nouvelle-France, Québec: 1936, pp. 44-91.
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Canadian art nistory, partially because of his origins and
because of the prejudicial approach to mural painting as a
secondary art of artisan nature. Most references to Capello
in Canadian studies are almost entirely in relation to his
student/associate Ozias Leduc. among primary sources that
still exist are documents in the archives of the Ursulines de
Trois-Rivieres where six letters by Capello are preserved: of
particular interest are a biographical correction and another
describing his work at the monastery. A list of landscapes
and portraits between 1880 and 1887 exhibited at the R.C.A.
and the A.A.M. are located in the registers at the Archives
of the Montreal Museum of Fine Arts. The closest secondary
source to Capello's work is Mlle. Gabrielle Messier who can
still recall with some accuracy her teacher, Ozias Leduc
speaking abocut Capello. Albert Laliberté's book, Les

artistes de mon temps, based on his notes, written in the

early twentieth century also mentioned Capello in relation to
Ozias Leduc whom he had met, as well as Capello's widow,
Marie-Louise.

In recent writings on Leduc, Capello is mentioned in
passing, usually in relation to Leduc's early artistic
formation. The most complete biographical sketch of Luigi
Capello was compiled by J. Russell Harper in 1970 in Early

Painters and Engravers in Canada,3 a semina. volume, since

3 J. Russell Harper, Early Painters and Engravers in
Canada, University of Toronto Pr=ss, Toronto: 1981.
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reprinted four times. A fairly accurate accounting of
Capello's artistic career was given with a listing of
exhibitions and a limited biography. This would be the only
entry for Luigi Capello in any dictionnary of artists, which
was devoted entirely to his career.? Colin S. MacDonald in A

Dictionary of Canadian Artists (1971)° mentions in the entry

on Ozias Leduc, that "he [Leduc] began to paint with Luigi
Capello in the decoration of Saint-Paul 1l'Ermite Church.
Capello was an Italian painter who had done church decoration
for many churches in Quebec." The accompanying footnote
states that this information was based on notes taken by
Jules Bazin and Gérard Morisset at the time of their visit
with Ozias Leduc, 10 August, 1937. In 1973 Dennis Reid
mentioned that Leduc "received his first training about 1880
with Luigi Cappello, one of the many foreign muralists to be
"6

employed by Quebec churches in the late nineteenth century.

Barry Lord's History of Painting in Canada: toward a people's

art (1974) states that "he [Leduc] began as a teen-age

assistant to Luigi Cappello, an Italian immigrant

4 A recent summary of Capello's life co-authored by
Laurier Lacroix and Alexandra Shtychno will appear in the
Dictionary of Canadian Biography in 1992.

5 (Colin S. MacDonald, A Dictionary of Canadian Artists,
Canadian Paperbacks, Ottawa: p. 778. Footnote n. 1 on p.
78]-.

6 Dpennis Reid, A Concise History of Canadian Painting,
Oxford University Press, Toronto: 1973, p. Ll3.




artist...."7/

A more detailed study of Leduc's work by Jean-René
Ostiguy in 1974 also inspired a little more attention to
Luigi Capello. He interviewed Gabrielle Messier (Leduc's
student) and wrote that Leduc "frequented the studio of the
church decorator Luigi Cappello (1874-1892)" in the year 1883
and in 1888 "worked with Cappello on the decoration for the
Yamachiche church."8 In 1892 according to Ostiguy's
cataloque, Leduc "obtains his first church-decorating
commission...while still working at Cappello's studio..."d
and in 1906 "married a distant cousin, Marie-Louise Lebrun,

reportadly the widow of his first teacher, Luigi Cappello.

Mrs. Leduc (1859-1939) was an amateur musician and

painter."lo

Laurier Lacroix's catalogue for an exhibition of Leduc's
drawings at Sir George Williams University (now Concordia) in
1978, mentioned that Leduc was "working as an assistant to

Luigi Cappello on the decoration...of St. Paul 1'Ermite" 1l

7 Barry Lord, History of Painting in Canada, towards a
people's art, NC Press, Toronto: 1974, p. 147.

8 Jean-René Ostiguy, Ozias Leduc Symbolist and
Religious Painting, The National Gallery of Canada for the
Corporation of the National Museums of Canada, Ottawa: 1974,
p. 194.

9 1Ibid.
10 1bid., p. 199.
11 rpaurier Lacroix et al., Ozias Leduc _the Draughtsman,

Sir George Williams Art Galleries, Montreal: 1978
(exhibition catalogue).
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and that "Leduc's interest in the theatre and the design of
stage curtains may be traced to the period of his
apprenticeship with Adolphe Rho and Luigi Cappelo [sic] who
themselves designed several of the decorations for college
halls or special ceremonies."12 Page twenty-nine of the

13 illustration n. 9 shows a seated woman

Lacroix catalogue
whom the author suggests is the wife of Luigi Capello.

The most recent mention of Capello in any appreciable
detail, again in relation to Ozias Leduc, was in a Master's
thesis by J. Craig Stirling in 1982. Stirling wrote that
Leduc "frequented the studio of church decorator Luigi
Cappello (active 1874-1882)"14 with reference to "Cappello's
tapestry school [being] located at 17 Place D'armes, [sic]
Montreal,"13

Limited as the writings on Capello have been, the
question of the influence that he had on Leduc and others has
yet to be addressed. It will be the intention of this thesis
to show how an itinerant Northern Italian artist with
academic training primarily from two noteworthy Piedmontese

artists, Enrico Gamba and Andrea Gastaldi, established a

career of versatility and regional renown in the space of

12 Lpaurier Lacroix et al., p. 22.
13 1bid., p. 29, illustration n. 9.
14 g3, Craig Stirling, The St. Hilaire Church Interior

Decorations of Ozias Leduc, Master's thesis, Concordia
University, Montreal: 1982.

15 1bid., p. 43.
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twenty-two years. The traditions and skills that Capello
brought with his work in Quebec enriched the field of mural
painting especially and fulfilled a need for European

technique as well as instruction in a budding native artistic

field.



CHAPTER I

BIOGRAPHY OF LUIGI GIOVANNI BATTISTA VITALE CAPELLO
(CAPPELLO) 16 1843-1902

1 - Life in Italy

Very little is known of the childhood of the painter
Luigi Capello, who was born in Turin, Italy on the second of
January 184317, except what has come down to us in a
biographical document written by an Ursuline, Mere

Marguerite-Marie (Eugénie Lassalle) in 1897.18  This brief

16 J. Russell Harper, op. cit., p. 57, lists the artist
as "Cappello (or Capello), Luigi G." In actual fact the
reverse is more accurate, i.e., the artist was baptized Luigi
Giovanni Battista Vitale Capello but signed his works most
commonly as Cappello and sometimes as Capello. Of the seven
letters written by Capello to the Mother Superior of the
Ursulines in Trois=-Riviéres, and deposited in their archives,
the painter signed his name Luigi G. Capello, Louis 7J.
Capello as well as L. J. V. Capello.

17 Archivio Parrocchia Metropolitana di Torino, Atti di
nascita e di battesimo, 1842-1843, atto n. 8 del 1843.
Capello was baptized at the Metropolitana, also known as the
Duomo in Torino. The family's residence is listed as 15,
Monte di Pieta. Unfortunately, the house was the only one
destroyed on that street by Allied bombs on August 13, 1943,
(£ig. 1).

18 A biography of two pages was written by Mere
Marguerite-Marie (Eugenie Lassalle), on the occasion of the
opening of the new chapel for the Ursuline Sisters of Trois-
Rivieres which was decorated by Luigi Capello in 1897. She
prepared the notes for Mother Superior, Mere Marie-de-Jesus
(Georgine Caron) who studied at the convent of the Soeurs de
la Congrégation Notre-Dame, at Yamachiche, and at the age of
twelve, in 1860, joined the Ursulines order at Trois-
Rivieres. She became Superior from 1896-1899 and again in
1905-1911.
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summary of his life was reviewed and corrected by Capello
himself.L?

According to this biography, Capello was born to
Catterina Vivalda of Pinerolo and Giovanni Capello, an
officer in the army of Carlo-Alberto.20 The archives of the
city of Turin, however, state that Luigi was the son of
"Giovanni, invalido alle Regie Finanze"2l and no specific
mention is made of his father serving in the army of the
king.

Luigi Giovanni Battista Vitale Capello was baptized at

the Metropolitana, i.e., the Duomo of Turin22 and spent his

19 capello received a copy of the biography and made
corrections in a letter dated June 11, 1897 addressed to the
Mother Superior. A.U.T.R., document n. CF VII-0031-4,

(appendix n. 4).

20 carlo-Alberto (Charles Albert) born in Turin 1798,
died in Porto, Portugal in 1849. Son of Carlo Emmanuel of
the House of Savoy, duke of Carignan. Carlo-Alberto was king
of Sardegna-Piedmonte (1831-49) during the turbulent period
of the 'Risorgimento', the movement for the unification of
Ttaly. His portrait hangs in the Gallery Sabauda, Turin.
Encyclopedia Britannica 15th ed., University of Chicago, vol.
3, pp. 123-4. (fig. 2)

21 Archivio Storico della Citta di Torino, Atti di
morte, vol. 134, atto no. 2139. One can only speculate as to
whether this means he was a wounded veteran, i.e., 'invalido'
and was therefore given a job at the Royal Finance Department
of Carlo-Alberto, or he was an invalid working for the
Finance Department.

22 pA.s.C.T., Stato Nominativo ed Alfabetico dei Nati
nell'anno 1843 nella Citta et Territorio di Torino, Torino
1860, Collezione VIII, vol. 261, n. 519, p. 22.
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formative years in a religious family.23 Three of his
maternal uncles were priests24 and his only sister, Adelaide,
entered the order of the Sisters of Joseph in 1857 at the age
of seventeen.2? Aan uncle who was also a priest and living in
Switzerland, was said to have been an amateur painter26. He
had encouraged the young Capello to develop his artistic
talents by entering, in 1860 at seventeen?’?, the Rovyal
Academy of Fine Arts in Turin (Accademia Albertina) (fig.

3).28 There he studied under two prominent Piedmontese

23  There is evidence that Capello had a crooked spinal
column. Gabrielle Messier, an assistant to Ozias ULeduc, (a
student of Luigi Capello's in Montreal in the 1890's), wrote
in a letter dated February 2, 1989 to the author that she
remembers Ozias Leduc describing Capello, "Luigi Capello
avait une déviation de la colonne vertébrale (bossu)."
Alfred Laliberté, a prominent Quebec sculptor also described
Capello as "son associé [that of Ozias Leduc] é&tant [talien,
et infirme je crois...", Les artistes de mon temps,
Le Boréal, Montréal: 1986, p. 78.

24 Mdre Marguerite-Marie, op. cit., (appendix n. 4).

25 Research in Turin confirmed the existence of
Adelaide Capello, known as 'Suor Emerenziana' born in Turin
in 1840 and died at seventy-seven years old in 1917. She
entered the Congregation of 'Suore di San Giuseppe' in 1857
and became a nun in 1859. In 1865 she visited the mission in
Stockholm, Sweden. (Interview with Archivist of the 3Sisters
of Joseph, in Turin, via Giolitti, on May 29, 1989).

26 Gabrielle Messier confirms Mére Marguerite-Marie's
biography in a letter to the author dated February 2, 1989.

27 A.U.T.R., document CF VII-0031-4, (appendix n. 4).

28 The Accademia Albertina was originally known as the
Academy of Painting, Sculpture and Architecture (Accademia
dei Pittori, Scultori e Architetti) and was established 1in
Turin in 1678. It was modelled on the Royal Academy of Paris
and adopted many of its statutes from the Academy of Rome.
From 1833 it was known as the Reale Accademia Albertina after
its supporter and patron, king Carlo-Alberto.
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artists, Enrico Gamba (1831-1883) and Andrea Gastaldi (1826-
1889)22 and was awarded numerous prizes30 at the Academy and

by the Society for the Promotion of Fine Arts of the city of

Turin.

29 A _A.A.T., Discorso pronociato dal conte, Terenzio
Mamiani Ministro della Publica Istruzione nella soclenne
distribuzione dei premi agli allievi della Reale Accademia
Albertina di Belle Arti, July 8, Torino: 1860, p. 22,
confirms Gastaldi and Gampa as members of the faculty.
Enrico Gamba (1831-1883) - teacher of drawing at the
Accademia Albertina, winner of Breme prize was named the
President of the School, in 1861 for his painting entitled Il
voto d'annessione nell'Abruzzo (fig. 4). Andrea Gastaldi
(1826-1889) was a painter and teacher at the Accademia
Albertina from 1860-1893 (?2). His paintings were exhibited
in Paris, Dublin, Vienna and London. He is considered a
major figure in late nineteenth-century Northern Italian art.
(Further discussion of Gamba and Gastaldi and the Piedmontese
artistic traditions follow in Chpt. II)

300 1n 1862 Luigi Capello received honorable mention for
"Ornato - disegno dalla stampa, origine del capitello
corintio dell'albertolli", Solenne Distribuzione dei Premi,
July 27, 1862, Torino, p. 1l2. In 1863 Capello received
honorable mention for "Ornato - disegno dal rilievo, gruppi
di vasi di vario stile", Concorsi Annuali 1862-63, p. 34. In
1866 Capello won second prize for "Disegno dal vero',
Concorsi Annuali 1865-66, p. 13. In 1868 he exhibited two
miniatures entitled Il Principe Umberto, and La Principessa
Marqlerita at the twenty-seventh exhibition of the Societa
Promotrice delle Belle Arti Catalogo degli oggetti d'arte-
alla XXVII Esposizione in Torino del 1868, p.6. In the
Societa Promotrice delle Belle Arti Catalogo degli oggetti
d'arte - alla XXVII Esposizione in Torino del 1869, p. 21,
there 1s mention of a painting by Capello entitled Dopo la
caccia. The last known mention of Capello in Torino is
during tne twentv-ninth exhibition of the Societa Promotrice
in 1870 where on p. 16 of their Catalogo degli oggetti
d'Arte, hi1s paintings entitled Studio dal Vero and
conseguenza deil natali are mentioned.
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As was the common pattern for artists of the Piedmont,
Capello left Turin to study at the Accademia di San Luca in
Rome with a sojourn in Florence and Paris much as his
teachers Gamba and Gastaldi had done previously.31 A further
rather curious corroborating fact to prove that Capello did
indeed stay at the Accademia in Rome, is the very similar

composition of the altar painting by Capello L'enfant Jésus

entre Sainte-Anne et Saint-Joachim for the church of Saint-

Joachim in Pointe-Claire, Quebec (1885)32 (fig. 5) and the

painting of Giuseppe Bottani's33 Madonna col Bambino, S.

31 aAndrea Gastaldi had lived at 33 rue de 1'Est in
Paris in 1853 according to Roseanna Maggio-Serra, Andrea
Gastaldi (1829-1889); Un pittore a Torino tra romanticismo e
realismo, Fondazione de Fonarise, Cassa di Risparmio di
Torino, Torino: 1988, p. 23. Curiously, Luigi Capello 1is
known to have lived at rue Retrait in Paris with the Salesian
brothers not two blocks away, when he returned to Paris 1in
1889, upon leaving Montreal for the last time. He died there
in 1902. Enrico Gampba also exhibited at the Society tor the
Promotion of Fine Arts in 1861 and received the Breme first
prize (named after the president of the Association). There
is documentation that Gamba travelled to Rome, Naples and
Paris visiting the studio of Leighton in 1855, in London.
For more information on the Society for the Promotion of Fine
Arts see Cultura figurativa e architettonica negli Stati dei
Re di Sardegna 1773-1861, Catalogue vwvol. II, Torino: 1977,
pp. 675-688. We know Capello visited Rome, Florence and
Paris from the biograpny of Mére Marguerite-Marie op. cit.
see letter in appendix n. 1.

32 Archives de la paroisse de Saint-Joachim, (Pointe-
Claire), Livre des délibération 1852-1889 2 Cl al. "1886-
Payé tableau de maitre-autel 150.00". The painting is signed
"L. Cappello 1885".

33 Giuseppe Bottani was a painter who was born in
Cremona (Piedmont) in 1717 and died in Mantua on September
17, 1784. He was a student of de Meucci and of Puglieschi in
Florence. He studied in Rome under Masucci (1740) where he
painted landscapes inspired byAPoussin's style, as well as
portraits and paintings for ‘'maitre-autel’. His relligious
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Giovacchino e S. Anna (fig. 6) in the collection of Accademia

di San Luca in Rome. The Bottani painting and study for St.

Joachim's head appear in L'Accademia Nazionale di San Luca. 4

In comparing the Capello work to that of Bottani's there is
no doubt that Capello did a direct copy. It would seem
highly likely that Capello would have amassed a portfolio of
drawings as a means of introduction of his capabilities, not

unlike the practice of artists today.

2 - Arrival in Canada

The next chapter in Capello's life, his arrival in the
province of Quebec, poses a problem of dating. In the
biography of Capello by Meére Marguerite-Marie, she writes
"apres avoir atteignait [sic] Paris en 1868 (corrected to

1875)"35 he leaves for Montreal "ou les R.R. P.P. Jésuites

paintings showed a tendency towards the style of Maratta. In
1769 he became the director of the Academy of Mantua. See
Emmanuel-charles Bénézit, Dictionnaire critique et
documentaire des Peintres, Sculpteurs, Dessinateurs et
Graveurs de tous les temps et de tous les pays par un_groupe
d'ecrivains spécialistes francais et étrangers, Edition
revue, Librairie Grund, Paris: 1976, vol. I, p. 39.

34 [ 'Accademia Nazionale di San Luca, Da Luca (ed.)
Roma: 1974 p. 157, Date of the painting is unknown. See
illustrations of both Capello's and Bottani's paintings.
Infant Jesus between St. Anne and St. Joachim with God the
Father and a dove is Capello's subject whereas Bottani's
painting is entitled Madonna col Bambine, S. Giovacchino e S.
Anna. Note the presence of only one female figure in
Bottani's painting yet the mention of the Virgin and St. Anne
in the title.

35 A.U.T.R., document CF VII-0031-4. This date of 1868
was corrected by Capello himself to 1875 in a letter
addressed to the Mother Superior (undated) (appendix n. 4a).
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qui tendent une main génereuse a tous les talents lui
confieérent leurs cours de dessins et de peinture."36 In
actual fact, Capello only obtained the post of teacher of
drawing at the Jesuits' Colleége Sainte--Marie3’ near Berri
Street, Montreal in 1881,38 a post he held until 1887. The
first signed and dated work by Capello is found at the church
of Saint-Paul 1l'Ermite, Quebec, where one of the four
rectangular paintings is dated 1874, yet Capello himself
wrote that he was in Paris in 1875. The other three paintings
in the series depicting St. Paul's life, are dated 1875.
Although back dating is not unheard of, it would seem

unnecessary because the 1874 painting entitled Saint-Paul en

Qriére is one of four in a series for which Capello received
the full commission. In addition to oil paintings for Saint-
Paul l'Ermite, Capello did some decorative frescoes above the
windows and behind the 'maltre-autel.' The same year as the
work for St Paul 1'Ermite was finished (1875), Capello also

did some ‘'rosaces' (frescoed medallions), for Saint-Hugues,

36 Antonio V. Spada, in The Italians in Canada, Riviera
Printers, Montreal: 1969, p. 162, says "Luigi Cappello,
decorator landed in Montreal in 1870, and become popular for
his frescoes." Since the author has no footnotes, it 1is
impossible to trace his claim.

37 cCollége Sainte-Marie was operated by the Peres de la
Compagnie de Jésus (Jesuits) since September 20, 1848,
Courses were offered in either classical or commercial
streams. Drawing classes were given at the parents' ~xpense.

38 College Sainte-Marie, Montréal - année académique;
1882-82, 1882-83, 1883-84, 1885-86, 1886-87. Eusebe Sénecal
& Fils, Montréal: 1882, 1883, 1884, 1886, 1887. Capello 1is
listed as "M. L. G. Capello - Professeur de Dessin" p. 5.
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(Bagot county, Quebec), for which he was paid $16.00.39 This
church no longer exists, having burned in 1979 and no records

have been found concerning Capello's decorative program.40

3 - Establishment as an artist in Montreal

The Lovell Directory of Montreal (1875-1876) first
mentions Capello as "Cappello4l, Luigi, Italian artist, 54
Notre-Dame, h. 186 la Gauchetiere™. He carried a 1listing
until 1888.42 Between the years 1876-1887 Capello was
described as "artist" in the Lovell, having dropped the word
Italian after the first entry in 1875-76. In the last
listing, however, that of 1887-88, Capello was described as
decorative artist and portrait painter. Having established
himself with several commissions for churches early in his
career in the Montreal and surrounding regions, Capello
augmented his livelihood with theatre decoration, portraits

and landscapes. Between 1874 and 1880, Capello worked

39 Archives de la paroisse de Saint-Hugues, Livre des
comptes II 1875, "travaux intérieurs-volte" show that Capello
was paid $16.00 for the four 'rosaces', p. 62.

40 1r the Livre des comptes II 1875, p. 62, of Saint-
Hugues, mention is also made of Josepn Laliberté's frieze and
columns, Aug. [?] Leblanc's medallions, Moise Berthiaume's
frieze and 'rosaces'. A total of $1083.93 was spent in 1875
on the decoration of St. Hugues ceiling alone.

41 Refer to footnote n. 16 for an explanation of the
two different spellings of Capello.

12 pLovell's Montreal Directory, John Lovell & Son,
Montreal: 1875-76, l1876-77, 1878-79, 1879-80, 1880-81, 188l-
82, 1882-83, 1883-84, 1884-85, 1885-86, 13886-87, 1887-88. See
appendix n. 16 for a lis-ing of Capello's name.
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primarily on church projects but he also supplemented his
earnings with portraits such as that of Hercule Dorion
(1876), curé at Sainte-Anne de Yamachiche.

For the churches of Saint-Alexandre de Kamouraska (1877)
and Saint-Rémi (1877) Capello executed large single oil
paintings to be placed behind the "maitre-autel”.43 It is
possible that he could have completed these works in his
studio in Montreal?% and sent the finished product along
having never visited the churches. 43 In the year 1877
Capello also worked on decorative details for the chapel of

the Ecole de Réforme de Montreal (fig. 7)46 on an 'in situ'

43 vwpaltre-autel" - French for large, usually sculpted,
main altar piece which holds the ciborium.

44 Lovell's Montreal Directory lists the following
locations of Capello's studios: 1875-76, 54 Notre-Dame; 1876-
77, 97 Jacques-Cartier; 1877-78, 534 Ste. Maruie; 1879-80, 93
St. Francis Xavier; 1880-81, 93 St. Francis Xavier; 1881-82,
141 St. André; 1882-3, 141 St. André; 1883-84, 141 St. Andre;
1884-85 1468 and 1470 Notre-Dame; 1885-86, 1468 and 1470
Notre-Dame; 1886-87, 1470 Notre-Dame; 1887-88, 1470 Notre-Dame.

45 1n an article that appeared in the Minerve dated
September 13, 1877, p. 2, it is stated that "Cette toile a
été expediée nier soir a St. Remi ou elle doit €tre @xposeée
au-dessus du maltre-autel de 1'église paroissiale.” The
canvas was sent the night before to St. Remi.

46 The czhapel of the Ecole de R&forme de Montréal was
formerly located on the present day Voyageur Bus Terminal on
Berri Street, Montreal. It was consecrated on July 2, 1877,
by Monseigneur Fabre for the Brothers of Charity (Fr2res de
la Charité).According to Revue Deus Caritas Est, author
unknown, May 15, 1923, publication of the Les Fréres de 1la
Charité en Amérique du Nord, p. 50. Capello's work at this
chapel was also mentioned in abbé Olivier Maurault's book, La
Paroisse: Histoire de l'église Notre-Dame de Montréal, Louis
Carrier et Cie., Les Editions du Mercure, Montreal: 1929, p.
142,
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work in the form of 'grisailles' or frescoes entirely in
shades of grey. Where these were painted or what the subject
was, is a mystery since only a photograph remains of the
chapel's interior and no record of payment or description of
the work has survived. One can only speculate that the
angels that appear around the semi-circular structure above
the altar may be by Capello. The frames are evident in the
photo which has survived (fig. 8).

In 1878 Capello was busy setting up his studio and
teaching at the, as yet historically unsubstantiated, tapestry
school at 17, Place D'Armes in Montreal.47 One of Capello's
co-workers at this time was Ozias Leduc.48 In 1878-79
Capello was also involved in a large commission for Notre-
pame Church in Montreal. Twelve large frescoes describing
the most important events in the life of the Virgin Mary were
executed for the second gallery (six for either side).

According to Ab"é Olivier Maurault,

47 Archives de la Bibliothéque nationale du Québec a
Montréal, Fonds Leduc 06-M p. 50. Gabrielle Messier insists
in a letter to the author dated February 2, 1989 that Ozias
Leduc was never a student of Capello's but rather an
employee. Mention of Capello's tapestry school appears in J.
Craig Stirling's, Ozias Leduc et la décoration intérieure de
1'église de Saint Hilaire, Ministe®re des Affaires culturelles
Queébec: 1985, p. 43, unfortunately no other information has
been found to date.

48 7The exact date that Ozias Leduc became Capello's
student/employee, is not known, although there is evidence
that he collaborated with Capello and Adolphe Rho on the
decoration of the church of Sainte-Anne at Yamachiche in
1879. Letter from Gabrielle Messier to the author dated
February 2, 1989.
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Sous leur direction [M.M. Ledieu et Brégent],

un artiste italien, du nom de Capello, peignit

sur les murs de la seconde galerie, entre les

retombées des voltes, plusieurs des douze scenes

de la vie de Marie. Ces fresques ont éte lavées et
~ . -

rafralchies, au cours des annees 1927 et 1928.

Elles ne manquent pas de valeur.

Seeing these frescoes today after the 'restorations' one has
to be fair to Capello and not judge his artistic caliber by
what has remained.

A large painting of L'Education de la Vierge (fig. 9)

has survived from the sacristy of the chapel of Notre-Dame de
Bonsecours in 0ld Montreal. The painting has been retouched
but clearly bears the signature 'Cappello pinx 1879' in the
bottom right corner. No information to date has been found
concerning this work.

On January 30, 1879 there appeared in La Minerve, an
announcement that "M. Capello, artiste italien, de cette
ville, a exposé hier dans la vitrine de M. Dawson, sur la rue
St. Jacques, un portrait tres bien fait de M. Damase
Masson."90 The portrait has not yet been located.

Another major commission in fresco for Capello was in c.

1879 for the church of Sainte-~-Anne de Yamachiche. Two

49 pAbbé Olivier Maurault, in Marges d'histoires: L'Art
au Canada, Librairie d'Action canadienne-francaise Ltée.,
1929., states, "M.L.G. Capello était décorateur et peintre de
portraits. Il enseigna le dessin au collége Ste. Marie..."
o. 142, footnote 44.

50 La Minerve, January 30, 1879, p. 2.
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sources of documentation, one literarySl and one
photographic,52 are all that remain of this large church
(fig. 10) that burned on July 11, 1957. Capello depicted
four theological virtues: Fides (Faith), Spes (Hope),
Charitas (Charity) and Amor Dei (Love of God) in the four
pendentives of the dome (figs. 11-14). Within the cupola he

painted in 'fresco-secco' L'archange Michel terrassant

Lucifer, Dieu le P2&re en approbation and the Annonciation

(fig. 15). Capello had been assisted at Yamachiche by Ozias
Leduc (1864-1955)53 and Adolphe Rho (1835-1905).%4 while at

Yamachiche Capello made some important contacts. At cure

51 A description of Capello's frescoes appear in abbé
Napoléon Caron's monograph, Histoire de la paroisse d'
Yamachiche, P. Y. Ayotte, Trois-Rivieres: 1982, pp. 84-94.
Key passages of the abbé's descriptions have been translated
by the author and can be found in appendix n. 5.

52 M. Claude Marcotte provided the negatives for figs.
11-15. These photos were taken on March 9, 1957 and the
church burned on July 11, 1957.

53 Leduc, Ozias (1864 Saint-Hilaire, P.Q.-1935 St.
Hyacinthe, P.Q.) Painter. Mainly self-taught but associated
in his youth with Luigi Cappello in decoration (c. 1880) and
with Adolphe Rho at Yamachiche, P.W. 1883. [...] visited
France 1897. [...1], Harper, 1981, p. 193. For more
information see bibliography.

54 Rho (or Rheau), Joseph Adolphe (1835 Gentilly, P.Q.-
1905 Becancourt, P.Q.). Painter and sculptor [...] Did some
photography in Montreal 1871. Studied painting at Ecole des
Beaux-Arts, Paris 1878 [...]. Visited in Rome and Jerusalem
1884 [...] 'Professor of Painting' in Three Rivers 1889.
Harper, 1981, p. 264. For more information on Rho {Rheault)
see also Georges Bellerive, Artistes-Peintres-Les Anciens,
Librairie Beauchemin, Montréal: 1927, and Les Cahiers
Nicolétains, La Société d'Histoire Régionale de Nicolet,
Nicolet: 1979.
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Dorion's invitation, the Soeurs de la Providence had founded
a hespice in 1871 at Yamachiche and Capello was invited in
1880, a year after his work at Ste. Anne, to work at their
hospice in 1'Assomption. Capello's reputation with the
Héroux Brothers, architects of Ste. Anne's, no doubt also
helped him acquire similar fresco work for the Ursulines
eighteen years later in 1897.

The following year, 1880, Capello exhibited at the
Canadian Academy of the Arts' First Annual Exhibition, in
Ottawa, on March 8. The catalogue listed the oil painting as
"Maison Grecqgue au temps de Sappho."55 A few weeks later, on
April 14, Capello exhibited the same work at the Art
Association of Montreal, a painting entitled this time "Greek
Dwelling Time of Sappno" signed L. G. Capello, Montreal.>®
Although no works have been located by Capello for the year
1881 on June 22, 1881 he married Marie-Louise Lebrun (1859-
1939) at the Cathedral st. Jacgques Le Majeur.57 According to
Gabrielle Messier {(Leduc's student), Marie-Louise had a

boarding house where Ozias Leduc, her cousin, and Capello had

55 A.M.M.F.A., Canadian Academy of Arts - First Annual
Exhibition, Ottawa: March 8, 1880, room no. 2, item no. 27.

56 Art Association of Montreal - Special Exhibition of
the Works of Canadian Arts, Phillips Square: April 14, 1880,
A:t Gallery, no. 68. The value of the painting was listed as
$50 and 'L.G. Cappello' was noted as residing at 935 Francis-
Xavier St., Montreal.

57 Archives of the City of Montreal, film no. 155-14.
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poth resided.38 That same year Capello appears on the list
of professors at the Collége Sainte-Marie working as a
teacher of drawing for the Jesuits.>? He would remain on
their staff until 1887. Capello exhibited four paintings
with the Royal Canadian Academy of Arts in April of 1882.

These were entitled Sappho on a holiday in Athens, St.

Jerome, Scene on the Prairies,60 and Genovese Woman. The

Borromeo Castle Lake Maggiore and Rev. Mar. Lafléche were

listed in the register61 but were returned to Capello and do
not appear in the printed catalogue.62

On the 30th of November in 1882, twin girls were born to
Marie-~Louise and Luigi Capello.63 The following year, 1883,

Capello again participated in an exhibition with the Art

Association of Montreal with A Shady Nook and St. Michael

58 Letter from Gabrielle Messier to the author dated
February 21, 1989.

59 vA prairie landscape exhibited in 1882 was probably
executed on a visit to Winnipeg to carry out portrait
commissions"”, J. Russell Harper, 1981, p. 57.

60 aA,Cc.J.M., College Sainte-Marie, Montréal-année
académigue; 1881—32, 1882-33, 1883-84, 1884-85, 1885-86,
1886-87, Eusebe Sénécal & Fils, Montréal.

61 A,M.M.F.A., Régistre d'expositions II (Archives of
Art Association) March 1880-December 15, 1888,

62 A.M.M.F.A., Roval Canadian Academy of Arts
Exhibition (0il paintings) April 1882, no. 16, no. 22, no.
39, and no. 115...L.G. Capello. pp. 4, 5, 9.

63 Archives of the City of Montreal, Régistre des
naissances, "Capello - Eva M. Adelaide - Louis Jean et M.
Louise Lebrun - 94 S. Jacques. Capello - Rosalie Catherine-
Marie.", film 155.18.
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near Montreal. These were listed as oils by L. G. Cappello

for $30.00 each. A watercolor entitled An Italian Peasant

Woman had "not shown" written beside the title.®4 The
printed catalogue for that exnibition also made no mention of
the watercolor. This is the only watercolor by Capello that
has been documented. Between 1883-1887 Capello is not listed
in exhibitions of either the R.C.A. or the A.A.M.

By fall 1883 Capello was again working in fresco
painting for Saint-Joseph (rue du Cimetiere now Cathédrale)
in Montreal. The Hospice Saint-Joseph was founded in 1841 by
Olivier Berthelet and administered by the Soeurs Grises de
Montréal from 1854. It was primarily a place of refuge for
women and poor children. A chapel was constructed in 1862
and consecrated by Mgr. Bourget in October of 1863. Capello

did four frescoes for the chapel,65 La Nativité, the La Fuite

d'Egypte, the Joseph aans son atelier, and Joseph mourant.

Unfortunately the chapel was demolished in 1933 and the
Soeurs Grises de Montréal have no record of the frescoes
being saved. Also in 1883-6, Capello did a major commissions

for the Colledge de 1'Assomption. Mention is made of this

64 A.M.M.F.A., Régistre des expositions II (Archives of
Art Association), no. 184, no. 185, no. 186, pp. 65-66.

65 archives des Soeurs Grises de Montreal, Extracts
from the: Chroniques de l'Hospice St.-Joseph (1854-1892),
"Mardi, le 23 décembre "Ce meme jour, monsieur Capello,
artiste italien qui avait entreprit le 24 septembre dernier,
les quatre grands tableaux a fresque de notre sanctuaire, les
terminaient a notr2 grande satisfaction. Ils sont beaux,
surtout bien expressifs."
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work in abbé Forget's history of the college.66 "Un artiste
italien, J. [sic] Capello brosse avec talent les toiles de la
scene et le grand rideau de l'avant scene, représentant

L'arrivee de Christophe Colomb en terre américaine."67 His

two large theatre curtains were lost in a fire June 25, 1988
that destroyed the old building. The only photographic
record left is a small and faded picture reproduced in a
souvenir booklet of the college c. 1930 (fig. 16).

From the year 1885 two major commissions have survived.

One is a painting of the L'enfant Jésus entre Sainte-Anne and

Saint-Joachim (fig. 5) for the maitre-autel of the church of

Saint-Joachim in Pointe-Claire based on a Bottani (previously
mentioned). This large and beautifully executed painting was
similar in size to Capello's altarpieces for Saint-Alexandre
de Kamouraska and Saint-Rémi de Napierville (1877). In the
same year Capello was dgranted a large commission for the
church of Saint-Isidore, located in the village with the same
name. Capello painted five rectangular paintings depicting
the Llife of St. Isidore, the patron saint of farmers. The
works have survived in relatively good condition compared to
a similar ensemble at Saint-Paul 1'Ermite (1875). The
paintings have been artificially elongated but the

idjustments were done poorly.

66 aAbbé Anastase Forget, Histoire du Collége de
l'Assomption (1833-1933), Imprimerie Populaire, Montréal:
1933, p. 71.

67 Ibid.
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In May of 1886 Capello made an unsuccessful bid for a
commission to decorate Sainte-Cunégonde in Montreal; a
contest which was mentioned in the local press.68 He was
however asked tc complete the work he had begun for the
Collége de l'Assomption, for which he had previously done two
theatrical curtains in 1883. College chronicles recorded "M.
L. G. Capello arrive au College pour y peindre les toiles,
coulisses etc. du théatre, le 14 aout 1886."%9 In September
of that year Capello was involved in a bazaar to raise money
for the interior decoration of the Cathédrale de Montreal. A
rather interesting panoramic painting by Capello in a 'trompe

1'oeil' technique entitled Intérieur de Saint-Pierre de Rome

and dated 1886 was exhibited. This painting's whereabouts
are unknown although it was a large work of art (14'0" high
by 7'0" wide) and was favoraply received by the press of the
day.70 According to an anonymous document, it was begun Dby
Capello but finished by Ozias Leduc.’!

In 1887 on April 11, Capello deposited two paintings

entitled Zvening ($60) and Idea ($50) at the exhibition of

68 [a Minerve, May 15, 1886.

65 aArchives Coll®ge de l'Assomption, Les Chroniques
d'Odilon Guilbault, undated.

70 Le Bazar, September 25, 1886, p. 300.
Le Baza. September 25, 1886, p. 107.

71  An undated and unsigned document written in pencil
in Capello's nandwriting was found among the papers of the
Fonds Leduc, 06-M, (appendix n. 8).
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the Royal Canadian Academy at the Montreal Art Association.
According to the register he sold Evening to a G. Hague Esqg.
and it was delivered to the client. The other painting,
Idea, was retained for sale in the Gallery.’2 In the local
paper, Witness, of May 3rd 1887, mention was made of "...L.
G. Capello's vined and perfect 'Evening' shading from mauve
below to pale above,...."73 The only other fact about
Capello which has surfaced for the year 1887 was the
unfortunate death of his twin girls within a few days of each
other in November due to a smallpox epidemic in Montreal.’4

The period 1888-1896 is a mystery in Capello's biography
because no works have been found. In a letter to the Mother
Superior of the Ursuline Convent in Three~Rivers in 1897,
Capello writes, "l'église de Brigport aprés avoir faite les

autres (depuis dix ans) son apparition comme aussi elle est

72  Letter from Nora Hague, dated July 9, 1991 confirmed
that Evening could not be traced among the Hague family to
date. A.M.M.F.A., Régistre d'exposition II (Archives of Art
Association), March 1880-December 15, 1888, n. 1 and n. 2, p.
125.

73 Witness, v 3, 1887.

74  xathleen Jenkins, in Montreal - Island City of the
St. Lawrence, Doubleday, New York: 1966 pp. 418-9, describes
the epidemic.
Gabrielle Messier states in a letter to the author
Jdated February 21, 1989 that "de leur mariage deux petites
jumelles sont ndes, =2t décede [sic] toutes les deux vers
l'age de 2 ans {actually at 5 years old), de 1'épidémie a
Montreal ol est décede tant d'enfants."”
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disparue."75 Perhaps this was a commission in the United
States which had been destroyed in a fire. He wrote again on
December 14, 18967% to the Mother Superior to say that
Georges F. Héroux’’ had written to him in New York on
November 30th to say that the Ursuline building was ready to
be decorated. Where exactly Capello was working is not
stated; only that "Je lui ai repondu que une ouvrage pour
Noel, que j'acheve me tratiendrait [sic] encor [sic] quelques

jours ici....’8

It is possible that the church Capello was
working on in New York was St. Joachim, the church mentioned
in Mere Marguerite-Marie's biography (appendix n. 4). "Il a

rendu le Triomphe de la Religion, la Résurrection et la

Présentation de Marie au Temple. Dans la méme église, il a

travaillé aux stations du chemin de la Croix."’% <This church
has not been located despite =fforts to contact various
archives of the Catholic Church in New York state.

One of Capello's major artistic ensembles can be seen

today at the Monastery of the Ursulines in Trois-Riviéres.

75 A.U.T.R., document n. VII-0031-2 Letter from Capello
to Mother Superior, Marie-de-Jésus from New York, May 2, 1897
(appendix n. 2).

76  A.U.T.R., document n. VII-0031-1 Letter from Capello
to the Mother Superior dated December 14, 1896, (appendix
n. 1l).

71 Joseph and Georges F. Heéroux were architects of both
the Ursuline Chapel and the church of Ste. Anne de Yamachiche.

78 A.U.T.R., document n. VII-0031-1 (appendix n. 1l).

79 A.U.T.R., document n. VII-0331-3 transcribed in
appendix n. 3.
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In 1897 Capello decorated the inside of the cupola with

LL'archange Michel terrassant Lucifer, and four pendentives:

Sacré-Coeur devant Sainte-Marguerite-Marie Alacogue, Le

couronnement de la Vierge, Sainte-Angele et Sainte-Ursule and

Les allégories de la foi, l'espoir et la charité. Above the

altar in the second storey of the Ursuline Chapel hangs
Capello's La C:ne. These would be Capello's last works in
Canada. He remained in contact with the Mother Superior of
the convent, Marie-de-Jésus until his death. A letter from
Capello was received by the Reverend Mother dated December
10, 1898 from 21 via Maria Vittoria, Turinso, with Christmas
greetings. Lovell's Dictionary did not carry a listing for
Luigi Capello after 1887-88. From 1888-1907, Marie-Louise
Capello was listed as a widow of L. ¢.8l 1t is known that
Luigi Capello was working until 1897 in Trois-Rivigéres and
his letter from Turin means that he was very much alive in
1898. The last letter received by Mother Superior, Marie-de-
Jesus, was dated August 12, 1900 from a Salesian Brothers'
Orphanage in Paris at 29 rue du Retrait.®2 In it he writes
of dying and the secrecy of his location which he entrusts to

the Mother Superior.

80 aA,u.T.R., document n. VII-0031-5, (transcription in
appendix no. 3)

3l Lovell's Montreal Directory, John Lovell & Son,
Montreal: 1875-1907 (appendix n. 16).

82 aA,0.T.R., document (unnumbered), Fonds L. Capello
(appendix n. 7).
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Je vous prie par consequence, ma Bonne Mére,

de le fair [sic] savoire [sic], par moyen de

quelque religeuse ou religieu, a mon beau pere

et ma bellemere: (Mr. Pierre Lebrun e Mme. Rosalie-

Meunier & St. David-Yamaska) et de prier et fair

prier le Sacrécoeur dacorder a ma povre [sic],

Marie Louise la méme grace que je vien [sic]

d'obtenir....
Research in Turin revealed that, 'Capello Luigi Giovanni,
anni 59, pittore, nato a Torino, figlio di fu Giovanni e fu
Catterina Vivalda, celibe, morto a Parigi, XX circondario,
via Ritiro 29 il 16 febbraio 1904,'84 put more recent
documentation has revealed that Capello died on February 16,
1902. 1In this archival note of his death, he was listed as a
bachelor. Capello lived out his last years in Paris near the
Salesian Orphanage on Retrait street and died at n. 29 on
February 16, 1902 at 7:00 p.m.. According to his death
certificate n. 737 from the Mairie du 20e arrondissement de
Paris, no reason for his death was given. Archivist, pere J.
P. Monnier in a letter dated May 3, 1991 stated that "apres

recherche dans les cimetiéres, je n'ai pu trouver tracé de sa

sépulture, s'il a &té enterré a Paris."85 The Chronique du

Patronage St-Pierre of April, 1902 n. 41 announced "M. Louis

Capello décddé subitement le 15 Février dans sa 60e année."

83 A.U.T.R., document innumbered), appendix n. 7,
Fonds L. Capello.

84 aA.s.cC.T., Atti di morte, 1904, atto n. 984, Torino.

85 Letter to the author from the archivist at Don Bosco
Institute in Paris dated May 3, 1991.
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The date was not accurate according to the death certificate,
(appendix n. 17).

It would seem that he and Marie-Louise parted on good
terms in the late 1880's from the concern he expresses in his
letter of 1900 (appendix n. 7). Marie-Louise was remarried
only in 1906 to his former student/employee Ozias Leduc.
Alfred Laliberté wrote, "Il [Leduc] s'était essayé avec une
décoration d'église, son associé étant Italien [Capello], et
infirme je crois, et marié. La [sic] notre Leduc si timide,
d'aspect si sévere, a enlevé la femme de son associé pour 1la

marier aprés et ils sont encore heureux aujourd'hui."86

86 Alfred Laliberté, Les artistes de mon temps, Le
Boréal, Montreal: p. 78.




CHAPTER Il

CAPELLO'S TRAINING IN ITALY

1 - Introduction

In order to understand the influence Capello may have
had on Quebec artists that worked with him or observed his
work, one has to have a grasp of his artistic and academic
background. To state that Capello grew up in an artistically
rich country would be an understatement, but one must Kkeep in
mind that Northern Italy was unique in many ways. During the
latter half of the nineteenth century strong currents of
change in the art world's attitudes to art and especially to
the interpretation of nature through landscape were
reverberating all over Europe. In the Piedmont region where
Capello trained, specifically at the Accademia Albertina, two
prominent artists, Enrico Gamba and AaAndrea Gastaldi were his

teachers of drawing and painting.87

2 - The academic system at the Accademia Albertina

From the middle of the seventeenth century, the impulse
to create art institutions in Italy grew out of a desire to
limit the number of Court painters and then only secondly, to

elevate the status of the artist. It was specifically the

87 For a detailed survey of the Piedmontese artistic
tradition of the nineteenth century refer to appendix. n. 10.
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abuses of the Masters, intent on confirming their power and
fame, that led to the new establishments. A more independent
system of education based on a need for the knowledge of
techniques necessary for a career in the arts, spurred the
creation of academies. This movement away from single
Master's ‘'bottega' in Northern Italy started in Turin in c.
1678 with the creation of the Accademia di Torino.88
Academic training evolved over the centuries including the
nineteenth century.

Capello would have been subject to a typical curriculum
of the day not unlike the one in Rome, or Paris of the day.
The formal structure contained the theoretical foundation of
the arts, which originated in Italy, and which was adapted in
Spaia and France. The heart of the curriculum was the stress
nlaced on drawing instruction. In Italy the study of the
nude was only permitted at the academy. Two unequivocal
principles applied: the study of the antique and a
circumspect selection of nature. The live drawing course was
considered crucial and was the monopoly of the Academy. This
dictum was present up to the last decade of the nineteenth
century and was intended to control style, by the control of
Lnstruction. The separation of the student's instruction
into the practical and the theoretical remained in effect

well into the 1860's. One cannot over estimate, as well, the

88 For a detailed look at the history of the Accademia
Albertina refer to appendix n. 1l1.
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influence of the Court on the representative style that the
Academy taught based on the taste of its patron. De-
centralization in Italian academies came only after
Unification when power changed from the monarchy to the
State.

Pupils were divided into three levels, denoting their
years at the academy and their level of achievement. Through
a series of competitions, pupils were able to move from the
title of student, to associate, tc academician. Very few
students would be granted the latter title.B89 The
academicians looked to former academicians for the
recruitment of teachers for various faculties. The faculties
were headed by one particular professor under the authority
of the Director General. The Accademia codified 1its
regulations and published them every year with new
ammendments. The Accademia's curriculum was in the hands of
the Director who in turn was appointed by the king until June
26, 1860. As the regulations of the Accademia, written by
Director di Breme of 1857 will attest (appendix n. 14),%0 a
very traditional curriculum was 'de rigueur', i.e. with heavy

emphasis on classical forms and traditional methods.

89 Albert Boime, op cit., on p. 4, describes an
identical system at the Academy of Paris.

90 Appendix n. 14, summarizes the regulations as
written by Director di Breme for the academic years of
1857-1858. Althougn Luigi Capello only entered the Accademia
in 1860 (at the age of seventeen) it is more than likely that
the school requlations had changed very little.
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Eventually spontaneity and pictorial expressiveness and the
influences of Fontanesi and the school of painting based on a
romantic observation of nature dominated Piedmontese art.
Teachers such as Gastaldi and Gamba represented the more
traditional base of instruction, concentrating on studies of
art from antiquity and grandoise historical paintings.
Running parallel to the exhibitions and contests of students'
works, was the annual exposition, open to the public, offered
oy the Societa Promotrice di Belle Arti of Torino. Luigi
Capello gained recognition with both while attending the
Accademia. He was the recipient of numerous prizes for work
in a variety of media, and exhibited to the general public of
91
Even from a cursory examination of the curriculum, it is
svident the mid-nineteenth century values associated with the
arts borrowed heavily from antiquity with little real
innovation. The Accademia adopted and supported an ideology
by affirming and reaffirming the norms cf traditional
authority throughout the nineteenth century. When Luigi
capello arrived in Canada in 1875 he brought with him these
values which neatly fit the expectations of his equally
traditional patrons {(primarily members of the Catholic

church). Artists who wished to experiment like Fontanesi

91 societa Promotrice delle Belle Arti in Torino-
Catalogo deqli oggetti d'arte; 1868, 1869, 1870.
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eventually left their posts at the Accademia.?? In France
some of the 'artistes warginaux' would circumvent this
dilemma by exhibiting art which answered both independent and
Academic criteria as the commission suited them.?3 Economic
patronage and public recognition being the goals of most
artists, the majority adhered to the academic style.

A more detailed analysis of the curriculum at the
Accademia might be helpful to understand the background that
formed Luigi Capello's formation. At its most elementary
level the Accademia stressed basic instruction in drawing.
Students accepted at the School of Drawing were required to
attend in equal measure the Schools of Architectural
Principles and Perspective. If this requirement was not met,
admission to the schools of Painting, Sculpture and Etching
was denied.?94

Instruction consisted of drawing after the cast and the
live model, with lessons in anatomy and perspective also

provided. Academic art represented the typical product of an

92 Fontanesi left the Accademia in 1873. Refer to
appendix n. 10 for a detailed discussion of the importance of
Fontanesi.

93 A. Boime, The Academy and French Painting in the
Nineteenth Century, Phaidon, London: 1971, "Millet, Manet and
Puvis de Chavannes backed the idea of exhibiting at least
once with the government Salon." p. 16.

94 A.A.A.T., Regolamenti Discipline Interne della
Reale Accademia Albertina ai Belle Arti, Torino: 1857.
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art school: an art planned around the gradual mastering of
the human form, considered the basis of placing all objects
in a visual environment. During the nineteenth century,
however, the term 'academic' implied a philosophical
rationale and attached itself to a special way of drawing the
live model. Stereotypical poses of the model considered
noble and classic were labelled ‘'academic', i.e., they
resembled statuary from ancient Greece and Rome (figs. 17 &
18). Eventually these poses became so recognizable that they
became banal. They also indicated to what extent the
students of the Academy had to adhere to the rigid and
tedious manner deemed necessary to prepare them for an
artistic career. The principle of this teaching was to
nroceed from the part to the whole, by grouping elements into
an ensemble of the stereotypical pose. In any case, this
elementary instruction had a single aim: to assist the pupil
in reproducing the model before him. Once grounded in the
basic technigue, the pupil's vision was established; only
with difficulty was it modified thereafter.

At the highest level, the Accademia's curriculum assumed
a complex form in a series of annual and triennial
competitions. Students registered in the School of Painting
and Sculpture were required by school regulations to

Darticipate in these contests, being excused only for reasons
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of illness, or legitimate and necessary absence.?> Unlike
the French Academy96 in Paris, the Accademia in Turin did not
require specific topics for competitions i.e., historical
painting from antiquity or religious subjects (except for one
category in the painting competition). Nonetheless the final
result was the same; less inspired than an imagined creation.
The final 'academic look' was visible in the sober
application of color confined within the linear creating
tones, employed to reinforce the linear design rather than
detract from it with a sensuous textural appeal. Interlinked
with this conservative handling of color was the Accademia's
doctrine of the finished look, i.e., the smoothness of the
pictorial surface.

Yet another level of instruction was provided by
visiting other academies such as San Luca in Rome or the
Académie de Paris. The abundance of antique models in Rome,
and the great treasures of classical art on which it was
based, gave a Piedmontese artist the experience of sketching
outdoors and in a variety of museums. It was customary Eor
artists to carry a sketch pad and to amass a portfolio of
drawings. We can assume that Luigi Capello would have
arrived in Canada with just such a portfolio both to show his

capabilities and to adapt his array of sketches to his newly

95 a.A.A.T., Regolamenti [...] 1857, appendix n. 13,
article 6, p. 6.

96 a. Boime, oo. cit., p. 19.
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acquired commissions.

Although after the 1850's tastes in art were changing
rapidly, especially with the advent of discussions about
nature in its romantic and realistic form (appendix n. 10),
the academies all over Europe clung to a conservative
tradition. Art students had few alternatives for training
available except perhaps to work together and form their own

‘atelier' based on commonly held principles.

3 - The curricula of drawing and painting at the Accademia
(1860-1870)

Admission to the Accademia di Torino was based on a
number of criteria. Firstly, the candidate had to be at
l2ast twelve years old (amended to fourteen only in 1888).
Within days of arrival and prior to full acceptance, the
Professor of Drawing would administer an exam under the
direction of the 'Consiglio accader ico' (Academic Council).?%7
After a three-year period in the School of Drawing, students
wno had shown no progress were asked not to register again.
That 1is to say they were barred from entering the School of
Painting or Sculpture. Any student from outside the
Accademia also nad to pass an inspection of his work. This
was submitted to the School that he wished to join and he was

admitted or refused entry on that basis.

97  The Academic Council was made up of professors Erom
all the art faculties i.e. 'schools' and participation was
compulsory upon the Director General's request.
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3ince drawing instruction was the primary consideration
for the Accademia, the professors of drawing were preoccupied
with their pupils ability to make a sketch from a live model.
According to the student's ability, instruction was divided
into copying engravings and plaster casts of individual parts
of the body for those with the least mastered skills, and
drawing real models for the more gifted. Engraved, and
sometimes lithographed images were sharply delin eated with
accentuated contours and easier to shade than live-models.
Shaded areas were composed of individual lines and cross-
hatching which facilitated the student's grasp of the
illustration (fig. 19). As every line of the model was
clearly visible, a student was able to reproduce the entire
engraving meticulously. It was a slow and tedious process
required of students at the Accademia. Implied in this work
was the centuries-old guild system of education which
demanded years of commitment to the virtues of labour and
industry. At the same time, students that successfully
endured, were rewarded with recognition in the form of prizes
and commissions as well as a display of their work 1in the
honour gallery of the Accademia. Upon demonstrating a
certain facility with basic drawing, at the professor's
discretion, the student was told to practise copying
complicated shaded models. This forced him to develop a more
careful and tighter technique (fig. 20). Drawing models

usually consisted of two types: those exhibiting only
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contours and those combining contours with shaded areas
(fig. 21). Having mastered the rudimentary models, the
student then proceeded to perfecting the uses of cross-
natching (fig. 22). The alternate technique to cross-
hatching was the use of a small cylindrically-shaped roll of
paper, pointed at one end and smudged with a pencil or
charcoal (fig. 23).

The copying of engravin9598 was an Italian tradition
especially dominant during the seventeenth and eighteenth
centuries. The academic system encouraged concentration on
the reproduction of the object rather than on its pictorial
possibilities. The impact of the Romantics discussed in
appendix n. 10 and their reliance more on the spontaneous
qualities of the newly developing technigues in lithography
of the second half of the nineteenth century, led to a
greater appreciation of a more 'naturalistic' approach to
artc. Eventually the improvised sketch 'en plein air'
replaced the academic model.

At tne Accademia, a systematic approach to learning the
features of the face progressing from the eyes, to the nose,

and then to the lips. A combination of the three, was

98 nwpvincisione di riproduzione durante il Settecento
nantenne e consolidd il proprio ruolo di esercizio reputato
altamente formativo nell'ambito dell'insegnamento accademico
2 come tale fu assiduamente praticata nella scuola del
Porporati." Dalmasso, Franca, et al, L'Accademia Albertina
di Torino, Torino: 1982, p. 20 see fig. 19.
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followed by a profile and front view. A sequence of chin
studies, a second series of ear models and a third series
combining all of the above features, culminated with the
model of the head. This form of rough sketch was then
rendered into a finished work. Having mastered copying from
engravings, the student then proceeded to copying plaster
casts which were also arranged in a sequence like the drawing
models. Some of these have survived at the Accademia
(figs. 17 & 18). The drawing after plastic casts had to be
mastered before a student was admitted to the School of the
Nude (Scuold serale del Nudo). Copying the cast was an
axercise principally designed to heighten the student's
awareness of the effects of light and shade. It was the
distribution of light and shade on the plaster that
determined the modelling. The cast presented fewer
difficulties than the live model because of its immobility
and constant =2ffects of light. Studies of the cast
represented to the Accademia its link to the antique part of
the School's training. Every academy of the day had a
collection of famous copies (appendix n. 15). Even contests
at the Accademia (appendix n. 13) showed the importance given
to both drawings after an antique copy and that of the live
nodel (figs. 20 & 34). A successful drawing showed an
understanding of the dramatic effect in terms of light and
dark values. The revolution that occurred in nineteenth-

century art can be summarized by its simplification of the
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light and dark masses in favour of the effect. "Through the
elimination of unwanted 'demi-teintes' a sharper effect was
realized. {...] This problem also arose in painting from
nlaster cast."?9

A student that was assigned a place before a live
modell00 was one that had understood the basics of drawing to
his professor's satisfaction. Confronted with a live model,
the inexperienced artist had to overcome technical and
psychological barriers. The unity of tone and the immobility
of the cast were no longer a given. The presence of a nude
figure was also an adjustment. Students practised a series
of quick poses where only the line and mass were summarized.
Eventually details were added. One has to remember that
pupils accustomed to copying fragmented elements would not
have learned the concept of the ensemble easily. Drawing
from the live model was meant to reinforce the concept of the
2nsemble, unlike the preliminary drawing classes from plaster
casts that had stressed the individual parts of the body.

The materials used in drawing classes were not extremely
varied, they were basically the pencil and charcoal. The

pencil was the preferred instrument because it forced a tight

99 »wpLe accademie d'arte dal XVI al XVIII secolo"
Enciclopedia Universale dell'arte, G. Scavizzi (ed.), vol.
VII, 1958, pn. 315.

100 por a detaiied examination of the academies refer
to Nicholas Pevsner's, Academies of Art: Past and Present, Da
capo Press, New York: 1973.
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and controlled execution (fig. 24) but charcoal became more
popular after the 1860's as it permitted a freer and prompter
rendering of the live model. Students were expected, upon
seeing imperfections in the live model, to show their
knowledge of classical proportions and "correct" their
drawing. Correction meant perfection, in academic painting.
To draw a nude as observed with imperfections was regarded as
showing a lack of understanding of classical works and
rejecting the accepted academic style i.e., its concept of
correction.

Painting was taught only after the pupil demonstrated a
thorough understanding of the academic drawing style. This
was a common prerequisite in all academies of the day. After
a brief familiarization with the tools as required in the
outline of the curriculum,l0l the professor would usually
assign as a first lesson, the copy of a head (fig. 25)
usually painted by him. The next step would be the study of
the head on a live model. Students would go about imitating
the sequences demonstrated by the professor based on his own
methods. To a great extent Luigi Capello's mastery of

painting as evident in his works represented an assimilation

101 g, Poli, L'arte bella. La aguestione delle
accademie di belle arti in Italia, Milano: 1979, pp. 201-2.
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of his professor Gastaldi's techniques,lo2 but they were not
matched in talent.l03 The usual technique was to instruct
students in the employment of a limited range of colors,
composed mainly of earth pigments. The typical palette for a
head consisted of silver white, Naples yellow, yellow ochre,
ivory, black and Prussian blue. The solidity was emphasized
by these earth colors. Having mastered the underpainting,
areas of light and dark were roughly laid down. The half-
tones learned in drawing class were now applied with greater
skill and finesse. Models usually changed every week, so few
students received the time necessary to work a finished
product. Mastery of technical procedures dominated the
classes.

At the heart of the academic curriculum at the Accademia
was the significance given to the copy. Its intention was to
develop the student's understanding of the techniques of the
0ld Masters and their compositions. Copying was considered
indispensable to developing the imagination.

Courses at the Accademia began at eight a.m. and lasted
until eleven a.m. for the Architscture and Perspective

faculty in the wiuter. During the rest of the year classes

102 R, Maggio-Serra, Andrea Gastaldi (1826-1889), op.
cit., c¢npt. XI, pp. 81-5. Nnte the similarity between
Gastaldi's Ataia of 1862, (fig. 26) and Luigi Capello, Mort
de Saint-Paul 1'Ermite of 1875 (fig. 27).

103 1f one takes St. Alexandre de Kamouraska (fig. 28)
by Capello and compares it to La caduta di Simon Mago (fig.
29) by Gastaldi it is eviden: who was the more accomplished
vainter.
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pegan at eleven a.m. and ended at two p.m. The Schools of
Painting and Sculpture began classes in the winter at nine
a.m. finishing at three »n.m. (seven a.m. until two p.m. the
rest of the year). Nude studies were regularly scheduled at
the Accademia from six thirty p.m. until nine p.m. Copying
was an integral part of every student's programme in each of
the Schools and most of the day was spent in this activity.
Thera was also the underlying commercial advantage that
literal replicas could bring to the student. Offical copy
commissions could be pointed auspiciously towards a
particularly gifted pupil through an entente with his
professor. The Accademia did not acknowledge the practice.

Neither did it forbid it.

4 - The library at the Accademia

The collection of books contained at the Accademia
Albertina during the nineteenth century is indicative of the
hasic materials needed for consultation in any classical
academic curriculum. Jumerous Llists of the holdings of the
library were compiled over the years including one in ihe
appendices of Franca Dalmasso et al.l04 The most recent
revision was underway during my visit to the Accademia in
June 1989.

A cursory glance at the Accademia's collection which

would have existed during Capello's years at the schoo:

104 palmasso, Gaglia and Poli, 1982, pp. 222-230.
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(1860-1866?) shows a collection of language dictionaries such

as Dizionario italiano e francese dell'abate Francesco

Alberti di 7Villanova edited by G. Floteront in Nice in 1778,

encylopedias on costumes from the Middle Ages and antiquity
by Robert de Spallart, published in Metz in 1804 and a host
of books on architectural principles and famous architects
such as Alberti, Vignola, Guarini, etc. Albums of engravings
picturing views of Rome, Venice and Greece were also
available. Manuals on perspective, statuary and the
decorative arts including embroidery and tapestry existed in
the library. Although no direct record exists of what
Capello may have studied specifically at the Accademia in the
department of Decorative Arts, one can speculate that given
“he work he undertoo%x at the Colldge de 1l'Asscmption i.e.,
the theater curtain and the establishment of a tapestry
school, it would preclude a grounding in these fields.

Books and treatises of the Accademia's teachers such as
Biscarra and Gilli as well as artists such as Bagetti, Ady,
Spalla and others examined in the chapter on nineteenth-
century Piedmontese trad.tions were included in the library.
Appendix n. 12 highlights the variety of books £from various
turopean countries that found their way into the holdings of
tne Accademia. Some volumes date from as early as the
saventeenth cencury.

Reference bocks were available for the consultation of

students in the field of painting. Many were anthologies of
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Italian and other artistic traditions. In addition to the
most renowned painters such as Leonardo, Raphael and
Rembrandt, an attempt was also made to collect treatises on
the philosophy of painting of German, French and English
authors. Ffresco-painting <achnique manuals demonstate the
close links between the many aspects of painting taught at
the Accademia. <Capello came to Canada in 1875 fully versed
in the methods of executing religious and decorative
frescoes. One can only conclude that he acquired these
skills at the Accademia. To live in Italy was to be among
some of the world's largest issemblies of all art styles.
The books at the Accademia, such as Jocachim de Sandrart's
comprehensive texts on decorative programs for churches and
homes, as well as specific texts on fresco technique, were

available to students, including Capello.

5 - The Gallary of the Accademia

Included with a sizeable collection of lithographic
reproductions &the school also possessed an array of art
works, an abridged list of which appears in appendix n. 15.
Under the direction of XKing Carlo-Alberto, the Galleria
acquirad most of its paintings, plaster casts, statues and
orecious metals collections in 1832. Many treasures [rom the
royal palaces such as the Palazzo Madama and other royal
residences (discussed in appendix n. 1ll1) were donated to the

Accademia. Among the most notable benefactors and donors was
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the Archbishop Marchese Vincenzo Maria Mossi di Morano, whose
entire artistic collection was decreed in his will to the
Accademia.

The noldings of the Galleria included a cross section of
traditions in European art. Among the earliest works was I

dotori della Chiesa Ambrogio e Gregorio c. 1450 by Filippo

Lippi (fig. 30), as well as other artists of the Italian
Renaissance such as Giovanni Martino Spanzotti (1480-1526),
and Domenico Puligo (1492-1527). Also included in the
Galleria's collection were works by Northern Renaissance
painters such as Heemskerk, Jordaens, Haeke and Nicasuis.
The majority of subjects dealt with religious topics and
although the Galleria did not contain a large number of works
by renowned artists, it had representational minor artists
that reflected the major trends. Among its treasures were

the Lippi, 3 Pieta by Crespi, La Madonna di Loreto,

attributed to Raphael, two drawings by del Lagneau (at first
attributed to Van Dyck), a cartouche of Sta. Anna attributed

to Leonardo, La Vergine col Bambino adorato da un Vescovo, by

Filippo Veronese and the Il Cristo della Moneta by Paolo

Jeronese. 'he Baroque period included paintings by
Jaravaggiro and his school. A copy existed of Pontormo's

sacra Famiglia con S. Giovannino. The largest collection of

works by a single artist was by Gaudenzio Ferrari (1471-1546)
wnose works dealt primarily with religious subjects. Other

works of interest were two landscapes by Salvatore Rosa.
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Gugliemo Caccia's (also known as Moncalvo) L'Arcangelo

Michele caccia i demoni all'inferno c. 1615 (fig. 31) was

also in the collection. 05

The Annunciazione (fig. 32) by Andrea Casalis (1705-

1784) is indicative of the classical human features that
Capello imitated as well in his paintings such as the Sacre-

Coeur devant Sainte-Marguerite-Marie Alacoque (fig. 33).

Among the prized possessions of the Galleria was the Nudo
accademico from the atelier of Louis David (fig. 34) as well
as paintings by Piedmontese artists of renown such as
Guiseppe Pietro Bagetti (fig. 35) and Antonio Fontanesi (fig.
36).

The art gallery of the Accademia also contained an
important collection of drawings of Ferrari dating to the
£ifteenth century, Bernardino Lanino's (1512-1583) copies of

Leonardo's drawings of Madonna con il Bambino e Sant'Anna and

Giuseppe Giovenone il Giovane's (1524-1608) cartouche of San

Michele Arcangelo c. 1560 ({(fig. 37). Other aspects of the

Gallaria's collection were arcnitectural drawings, decorative
drawings such as Arienti's relief sketches in sepia and chalk
(fig. 38), Albertolli's lithograpnic drawings (fig. 39}, and
various wmanuals for the teaching of nhuman and animal

pnysiognomy such as the one raprinted by E. Malnate (f£ig. 40)

105 given that students at the Accademia were requiread
to sketch in tne Galleria, could Capello have seen and copied
this painting? Would he pernaps have had this work in mind
when composing the fresco Eor the cupola at Yamachiche in c.
187972
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The Accademia Albertina was by no means comparable in

size or importance to the Academies of Florence or Rome, but
it did train students in the basics of academic traditions
through instruction, practicum and copying of the Masters.
The academy used the materials available in its own art
gallery and library. Students such as Capello, who wanted to
continue their formal education could study further at
academies in Rome and Paris knowing that they had perfected
the basics required of all similarly trained artists. It was
this formation that Capello brought to Montreal in 1875, a
tradition which had no academic equivalent £or Quebecois

students of the day.

6 - Capello's teachers, contemporaries and his achievements
at the Accademia

When Capello entered the Accademia in 1860 at the age of
seventeen, 108 he was benefiting from the reforms of 1855
initiated by Xing Vittorio Emmanuele II (appendix n. 1ll). Di

dremel07 was appointed as Director General that same year and

106  see biography of Capello (appendix n. 4a) where he
corrected Mere Marguerite-Marie concerning his age upon
admission to the Accademia.

107 rerdinando di Breme (Milano 1807-Florence 1869),
~watercolorist, amateur painter and student of Natural
3cience, fig. 4l. During a stay in Paris (1837-48) amassed a
collection of entomological samples which he donated to the
Accademia delle Scienze in Torino. His reputation in the
field was so reknown that he was nominated to the post of
vresident of the Entomological Society of France. He became
Jirector General at the Accademia in 1855 and President in
1866 (a post he held until his death).
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under ais leadarship, restructuring took place in the
coursesi08 and in the all important competitions (appendix n.
13). The students of the Accademia also had another bonus
with di Breme's appointment, his connection to the Societh
Promotrice.l09 He had been president of the society since
1851.

The professors at the Accademia in 1860 were cav.ll10

Arienti,lll Cav. Gaetano E‘erri,le Cav. Enrico Gamba, Comm.

108 v, . nella dir=zione dell'Accademia esercito un
ampia e profonda azione riformatrice sia nella
ristrutturazione dei corsi sia scegliendo [choose] come
docenti giovani artisti venuti alla ribalta [upset]
attraverso le esposizioni internazionale e nazionali e
rispondenti con la tematica della loro operi alle aspirazioni
unitari della politica sabauda." F. Dalmazzo, P. Gaglia, F.

Poli, op cit., p. 40.

109 The Societa Promotice di Belle Arti di Torino was
the directed mempers of the aristocracy who were interested
in art, and often practised it professionally. It had both
an academic and university ampience with the semi-official
support of the Court. Its goal was to stimulate a praise
worthy works of artists, to promote their reputations in the
art world and to help establisn a market for art. Annual
2xhibitions were organized for this purpose.

110 cav. is an abbreviation of ‘'cavalieri' i.e., the
person had served in the military. Sig. meant Signor.

111 carlo arienti (Arcore Brianza 180l-Bologna 1873)
Orderly to Roberto d'azeglio, artistic counsel to King Carlo
Alberto. He painted the ceiling of the School of Painting at
the Albertina c. 1843, His painting style embodied the
Torinese preference for the romantic drawn from literature.
It had a marked influence on the new generation of artists,
particularly Gampa, Giuliano and Gastaldi. See fig. 38.

112 one of the first students to embrace di Breme's
reforms was Gaetano rerri (Bologna 1822-Oneglia 1896)
(fig. 25) who's visit to the Academy of Nice, had resulted in
nis befriending Paul Delaroche. His works were regarded as a
combination of JCJaravaggio and Greuze. In 1858 he was asked
to teach at the Promotrice and is remembered for his
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‘Jela, Prof. Bernasconi, Prof. 3imonetta, Sig. Tamone, S5ig.
Giuliano, Sig. Declos, Cav. Marchini 'Professore Accademico',
Domenico and Ferri {(architetto, Jdecoratore e pittore di
Palazzi Reali).

In the first year of Capello's studies at the Accademia
(1860), the school competitions show that he did not
participate. A fellow student, Alberto Gilli,l13 received
honorable mention for painting.ll4 The importance of Gilli
in relation to Capello is their mutual ties to two professors
at the Accademia; Enrico Gampa and Andr=a Gastaldi. Gilli
2ventually replaced Gamba as Professor of Drawing at the
Accademia in 1888.1Ll153 He also took painting classes with
Andrea Gastaldi and became his assistant from 1865-1873.
There is no doubt that Capello would have been aware of
Gilli's talents. Gilli became renowned both in Northern

taly and in Paris for his 'scrupolosa esattezza' as well as

costume and decoration (fig. 42), an influence traced to

restoration of the frescoes at the Castello de Valentino in
Turin and nis large commission depicting the Marriage of
Adelaide di sSusa for the Salon at the Palazzo Reale {(Turin).
capello would nave been familiar with Ferri as one of the
teachers of Painting at the Accademia.

113 3lberto Gilli (Chieri 1840-Calvi 1894) painter and
2tcher/engraver, was most concerned with decorative art and
art applied to industry. For more information on A. Gilli
see A, Stella, Pittura e Scultura in Piemonte (1842-1891),
?aravia, Torino: 1893, p. 348.

Ll4 5 y.A.T., Lavori Venuti a Concorso nelle Scuole
delle R. Accademia di Belle Arti nel 1860, op. cit., p. 28.

115 '\, 3tella, op. cit., p. 348.
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Gamba's meticulous attention to historical fact. Alberto
Gilli was particularly interested in the Nazarene movement
revered German paintings of the fifteenth and sixteenth
centuries,!1®
Professor Enrico Gamoa had been a student at the
Accademia himself, having gained entry into the art world
through his brother Francesco, a landscape artist (1818-87).
His studies upon leaving the Accademia included working under
Meno in Frankfurt at the Stadelsche Kunst Institute and while
in Germ-ny he vecame iniluenced by the Nazarene-painter
Steinle's rigorous drawing techniques. Gamba also befriended
the English painter Frederick Leighton while on a visit to
nondon and together they set up a studio first in Venice then
in Rome. Gamba gained recognition for a portrait dated 1852

of Santa Teresa which was exhibited at the Societa Promotrice

in 1854 and purchased by the Queen Mother. In 1855 Gamba

oxhibited his masterpiece I funerali di Tiziano (fig. 43) at

the Brera in Milan and at the Societ‘a Promotrice in Turin in
1856. The painting was acquired by the King that same

year.ll7 The subject of the painting was the funeral cortege

116 This movement was already popular with Napoléon
Bourassa and Edouard Meloche in Quebec. Gilli was
responsible for a revival of medievalism in Piedmont. One
wonders if Capello would have taken a more radical approach
had ne remained in Italy and not emigrated to the
conservative, more provincial Quebec.

117 For a detailed description of this painting and
other works of Enrico Gamba see Catalogue Cultura figurativa
e architettonica negli Stati dei Re di_ Sardegna 1773-1861,
voi. I, p. ©88.
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of Venice's famous artist Tiziano proceded by gondolas along
the Grand Canal. Gamba drew on his knowledge of Venetian
architecture of the Ffourteenth century and included over
fifty people in the painting with the focus on the gondolier.
Studies done for this painting (figs. 22 & 44) as well as the
nil canvas itself are now in the Museo Civico di Torino. The
drawings by Gamba attest to his talent and the skills ne
would have taugnt his students at the Accademia such as
Capello, Gilli and others. Gamba was also a fine painter and

his landscapes such as Ferie Finite are considered by some

art historians as "a composition of those elements extracted
from nature which render it spontaneous.“l18

The painting I funerali di Tiziano and its popularity

gained the attention of di Breme who convinced Gamba to join
the teaching staff of the Accademia. 1In 1861 Gamba again was
recognized as one of four teachers that were awarded prizes

at the Societa Promotrice. His painting Il voto d'annessione

nell'Abruzzo (f£ig. 4) won the di Breme prize and was acquirad

by the Prince of Piedmont for 3,000 lire.l19 The subject of
the painting was a historical =vent in Italy's unification,
the 'Risorgimento'. Towards the end of his career Gamba

worked on the restoration of the frescoes at the Palazzo

118 article by F. S. Doda in the Gazzetta Piemontese,
1355, n. 185, o. J84.

119 Catalogue - Cultura figurativa e architettonica
neali Stati del Re di Sardegna 1773-1861, Torino: 1977, p.
675, gives a detailed description of the history of this painting.
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Reale and Palazzo della Cisterna in Torino. Given Gamba's
academic artistic formation, his travels and the popularity
of his work, some influence of his teachings must have been
conveyed to Capello.

In 1860 Carlo Felice Biscarra+20, son of the ex-Director
of the Accademia, Giovanni Battista Biscarral?l was appointed
Secretary of the Accademia. He said of di Breme's accademic
changes,

Posto per base il rendere l'insegnamento
artistico piu libero ed efficace (attraverso)
l'emulazione, [il di Breme] stabiliva

unitd di principi e varieta nella loro
applicazione unita de principi e varieta

nella loro applicazione, unificando l'instruzione,
elementare e procurando duplice 1'insegnamento
superiore all'oggetto di ripristinare in

certo qual modo [...] 1l'esempio delle antiche
scuole italiane e stimolare col mezzo del
paragone e con nobili gare gli studiosi.

120 carlo Felice Biscarra (Torino 1825-94) After a
successful exposition of four of his paintings at the
Promotrice in 1850, and the purchase of Cola di Rienzo, by
the king, he left for London, Belgium and Paris. [nfluenced
by the pre-Rapnaelite movement.

121 Giovanni Battista Biscarra (Nizza 1790-Torino
1851), was very influential in the restructuring ot the
Accademia in 1824 as its Director. He was appointed by King
Carlo Felice and led the acquisition for the collection of
Egyptian artifacts from Bernadino Drovetnel. He was
instrumental in the opening of the Egyptian Museum of Turin,
one of the largebt collection of Egyptian artifacts after the
Museum in Cairo. Biscarra was instrumental in establisning
lithography as a relatively inexpensive form of illustration.
He worked in partnersnip with Francesco Gonin (Torino 1808-
1889) who did the drawings that he =tched. Originals by G.
3. Biscarra and F. Gonin can be viewed today in the 'Archivio
dell'Accademia Albertina' in Turin.

122 p, vyenturoli, Dizionario biografico degli italiani,
vol. 10, Roma: 1968, »n. 792.
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Another of C. F. Biscarra's contribution to the
Accademia in 1861 was an emphasis on updating and completing
the holdings of the library. Some of the texts were
mentioned in a speech he gave that year on the occasion of
the awarding of the Accademia's prizes.123 Among the
additions were treatises on the industrial arts, a
lithographic collection of the works of Raphael and Rubens,
and the treatise on architecture by L. Reynaud with drawings.

In 1860, Andrea Gastaldi was asked by Biscarra to join
the faculty of Painting. The following year Gastaldi was
mentioned in relation to Alberto Gilli, his prize student and
recipient of two medals. Andrea Gastaldi (1826-1889) began
his formation in Turin in an artistic family in a city of
art. His academic instruction began at the Accademia
Albertina in the 1840's under Giovanni Battista Biscarra who
directed the school and supervised the nude drawing classes.
Alessandro Antonelli taught architecture and perspective and
under the Jdirection of Pelagio Palagi who headed the
Department of Design, Gastaldi was enlisted to help with
renovation projects at the royal residence of Carlo-Alberto.
students such as Gastaldi were encouraged by tne King to gain
practical knowledge of their craft. Carlo-Alberto's

insistence on elevating the Accademia to cultural prestige

123 A.A.A.T., In occasione della Solenne Distribuzione
dei Premi -~ il 28 luglio 1861l. Relazione Accademia, Torino:
1861, p. 1ll.
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opened the doors for young artists like Gastaldi. Francesco
Gonin,124 a contemporary of Gastaldi, worked on the frescoes
of the Teatrc¢ Carignano in 1845 and the Church of Sacra Santa
Trinita. 1In 1848 Gonin frescoed a large part of the ceiling
of the Camera dei Deputati, in the Palazzo Carignano, which
showed the Reunification of Italy. Gastaldi's artistic
formation was enriched by the Regia Pinacoteca, newly opened
in 1832 to the public, located at the Palazzo Madama. The
holdings of this gallery appeared in the forty plates of the

Disegni Litografici dei Quadri Classici della Galleria di

S.S.R.R.M. il Re di Sardegna. D'Azeglio, an important

Piedmontese landscape artist, published a series of etchings

depicting paintings from the gallery in La Reale Galleria di

Torino Illustrata. Students of art such as Gastaldi profited

by the acquisitions of the Galleria at the Accademia of Mossi
di Morano that contained the sixty preparatory drawings of
the Piedmontese school ol the Cinguecento donated by Carlo-
Alberto in 1832. Gastaldi's own uncle, Giovanni Volpato
(Chieri 1797-Torino 1871) was the restorer of the royal
collection of prints and himself a collector.

Gastaldi's artistic style evolved over a long career.
His wvisits to Rome, florence and especially Paris were very
influential. In France he was greatly impressed by the

romanticism of Delaroche, Couture and Cabanel whose art was

124 por more information on Francesco Gonin see
appendix n. 10.
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extremely popular in the Salons. The emotional impact of
these artists, with emphasis on dramatic body movements and
sharp contrasts of dark and light areas was at first imitated

by Gastaldi. In 1853, La perdita del primo amore, (fig. 45)

depicted a young girl on her death-bed next to a young man
who sits clutching her hand and holding his head in
resignation. Both the subject and the comnositi~n are very
representational of the Romanticism of the first half of the

nineteenth century. Another early painting, Fra Savonarola

tratto prigione fra gli insulti dei Compagnacci of 1856

(fig. 46) is a closely cropped composition with the monk
displaying quiet resignation while the crowd around him pull
his cloak and jeer. The Caravagesque light centers on his
nead, 1lluminating his face and cloak. The people form a
dark halo of humanity with clear and carefully drawn neads
displaying a variety of facial expressions. Clearly each
head was Drepared and added to form a collage of unruly
humanity. The overall effect is a contrived, stage-like
tabpleau {rozen in time, artificial by today's tastes.
3astaldi synthesized the academic studies of human anatomy,
nast.2red the 2ffects of light and displayecd the perfection
~asulting from years of drawing and redrawing folds and

d-avery. diis Pietro Micca (1858) (fig. 47), gained him

sublic recognition at the Salon in Paris, 1253 For Pietro

125 1t is at this time that Gastaldi resided at 33, Rue
Jde L'Est, Paris.
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Micca, the Accademia Albertina awarded him a prize and the
painting was purchased by the City of Turin. The painting
depicts the most dramatic moment before the hero commits
suicide 'for God and Country'. His eyes look up to heaven as
though for reassurance, with a face 1lit by a burning torch.
The tone is one of restrain and calm,

In a monograph on andrea Gastaldi, Rosanna Maggio-Serra
gives a detailed account of the painter's career in Paris and
in Turin. Gastaldi's style was definitely influenced by both
a romanticism and a classic hedonism disguised as classical
subjects reminiscent of Bouguereau. He possessed a fine
mastery of portraiture (fig. 48) and landscape techniques
(fig. 49) and was an accomplished fresco painter as well.
Ther2 is no guestion that Capello would have benefitted from
nis association with tnis master.

Both Gamba and Gastaldi were at the Accademia when
Capello arrived and cthey were specifically mentioned in
Capello's biograohy (appendix n. 4). In the 'Concorsi

Annuali nel 1862',:26 only two years after starting classes,

Capello was given ncnorable mention,127 in two categories.

In 'ornato' (design) the competition demanded "disegno della

126 aA.A.A.T., Giudizii delle Commissioni sui Concorsi
Annuali delle scuole della R. Accademia Albertine nel 1862,

op. cit., p. 13.

127 1bid, "Menzione onorevole...Luigi Capello." p. 12
and p. 13.
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stampa, origini del capitello corintio dell'Albertolli."128
The other honorable mention earned by Capello was in the
category of Disegno di Figura, "dalla stampa, dietro esame
dei lavori annuali."l29 This was an example of the
importance given to the copy as discussed previously (chpt.
II, sec. 3) and the progression a student passed through in
the acquisition of the principles of drawing. The School of
Nrnamental Design divided subjects into two distinct groups.
"The first will comprise the theoretical study of various
types of ornamental design [hence the copy after Albertolli]
(fig. 39) - classified according to the different epoch of
art, so as to avoid the confusion of styles [Albertolli's was
a Corinthian capital]. The second group will be taught the
drawing tecnniques in ornamentation related to the
embellishment of any object."130

The contest rules chaaged very little from year to year;
a) major tri-annual and minor annual awards were awarded, Db)

prizes were determined by contests open to all students of

128 perdinando Albertolli, a Professor of Drawing at
the Accademia, drew and G. Folmer =tched a book entitled
Fregi | friezes] trovati negli scavi del Foro Trajano
[Trajan's —orum] con altri esistenti in Roma ed in diverse
citta d'Iltalia disegnati e misurati sul luogo [on site] da
Ferdinando Albertolli, Professore di Ornato nell' I. R.
Accademia delle Belle Arti di Milano, edited by Nicolo
3etonni in Milano in 1824 ‘fig. 39), from vol. I reprinted in
Dalmasso, Gaglia, Poli, 1982, p. 210.

129 Giudizii delle Commissioni [...] nel 1862, p. 13,
"menz.one onorevole...lapello Luigi."

130 A.A.A.T., Regolamenti e Discipline interne [...]
1857, appendix n. 13, art. 77, p. 26 (trans. A. S.).
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the school, c¢) decisions were rendered by the 'Commissione
Accademia' which was appointed yearly by the President of the
school, and d) minor »rizes consisted of an award or
recognition.u’l

In the scholastic annual concest of 1863, Luigi Capello
again won an honorable mention in the category of 'ornato'
for "disegno dal rilievo, gruppi di vasi di vario stile
1600."132 There was no mention of Capello winning any awards
in 1864 but in 1865 he was recorded in the booklet announcing
the annually awarded prizes as being among the "promossi ai
corsi superiori."l33 His name was spelled as "Cappello,
Luigi",l34 again a few lines down under the categqgory of

'Saggi Fuori Concorso menzionati con distinzione', "Capello

Luigi" is listed.!33 In reviewing the requirements of the

131 Ibid, art. 33, art. 84, art. 85 and art. 88.

132 A.A.A.T., Giudizii delle Commissioni dei Concorsi
Annuali [...] nel 1863, "menzione onorevole ... Capello
Luigi." p. 34.

133 A.A.A.T., Risultato dei Giudizii delle Commissioni
sui Concorsi Annuali nel 1865, p. 5l.

134 1pid., p. =1.

135 other competition catagories that year were;
Elementi di architettura; soggetto - intercolonio ionico,
acc.
Prospettiva; soggetto - ampio [ample] cortile [courtyard] con
porticato, ecc.
Saggi Annuali fuori concorso
Plastica Ornamentale;

la classe - soggetto - Copia dal rilievo
2a classe - Copia della stampa
3a classe - decorazione d'una porta per salone

(stile del settecento)
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sompetitions of 1865 there are a few changes; in 'Elementi
d'Architettura' a 'intercolonio dorico con arco' was the
subject, in 'Prospettiva,' 'volte sotterranee che servano di
-~arcere,' 'Ornato,' the subjects are the same except for the
'ja classe' which required 'una finestra interna ornata con

seduta del balcone (stile 1600)'. It was obviously the

Jrnato;
la classe - soggetto: disegno dalla stampa

2a classe - disegno dal rilievo, gruppi di vasi di
vario stile

la classe - invenzione: un portafiori (epoca del
seicento)

Disegno di Figura;
la classe - dalla stampa, dietro esame dei lavori
annuali
2a classe - frammento disegnato dal vero
Ja classe - disegno dalla statua

3cultura;
la classe - Copia dal vero
2a classe - nudo dal vero (basso rilievo)
3a classe -~ la sepoltura di Gesu Cristo
Ja classe - testa d'espressione dal vero
5a classe - statua dal vero rappresentante Geremia
sulle rovine di Gerusalemme

Pittura (Scuola di Prof. Ferri);
la classe - accademia disegnata dal vero
2a classe - accademia dipinta dal vero
Ja classe - La morte di Sara (Sacra Bibbia,
cap. 17 al 24)

“ittura (Scuola di Prof. Gastaldi)
la classe - accademia disegnata dal vero
2a classe - accademia dipinta dal vero
3a classe - Il Rimorso (dalle poesie di Berchet)

Pittura (scuole riunite)
la concorso: testa d'espressione
2a concorso: figura nuda rappresentante Sordello
(Dante, Divina Commedia)
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intention of the Commissione to vary the architectural period
o test the familiarity of che students with the different
oeriods. In the 'Disegno di Figura' category, drawing from a
‘ragment after gesso models was added.

By 1866 Capello was still attending the Accademia where
Gamba and Gastaldi were still on the faculty. That year
Capello won second prize (a copper medal) for "1%® classe-
accademia disegnata dal vero." This was the last entry with
Capello's name at the academy; however, in 1868 he exhibited
at the Societa Promotrice. Two miniature paintings of Il

Principe Umberto, and La Principessa Margherita were listed

in the catalogue for 40 lire each.l36 It is hard to trace
Capello's life in Turin at the time but he obviously was
~ryving to make a career with art because in 1869 he exnibited

at the Societa Promotrice a painting entitled Dopo la caccia,

vvalued at 200 lire by che artist.!37 The last entry for
Capello at the Promotrice was the following year, 1870 when
ne exhibited "studio dal vero"l38 for 30 lire and

"Conseguenza deil natali"132 ac 100 lire.

136 gsocieth® Promotrice delle Belli Arti in Torino-
Catalogo degli oggetti d'arte - alla XXVII esposizione del
1868, Torino: 1868, p. 6. The artist's name was spelled
Luigi Cappello.

137 1bid., Societd Promotrice delle Belli Arti in
Torino - Catalogo degli oggetti d'arte 1869, p. 21.

138 1bid., 1870, p. Ll.

139 Ibid., p. 16.



CHAPTER III

AN ANALYSIS OF CAPELLO'S SURVIVING WORKS

I - Introduction

Our understanding of Capello's talents as a church
decorator and painter of r=2ligious paintings is limited to a
J2Ww works of art that have survived. Some of these paintings
ire 1in pristine condition; others have been touched up to the
soint of only bearing Capello's name. Other major works have
ranished in firzs or have vet to be located. His reputation
is a teacher of drawing and theatrical decoration only exists
in cursory mention in periodicals of the time. All of this
riises the guestion, why study Capello at all? What was his
contribution to <Canadian art and how important were his
YOLKS?

capello is by no means an artist of great stature in
Janadian art hiscory but he is an important part of it. When
¢ arrived in cCanada in 1875, native Canadian artists were
not receiving the kind of training that had been available to
capello in Northern Ital.. Few artists from Quebec had
/isited EBurope and their knowledge of history paintings was

limited to prints and reproductions and the Desjardins
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raintings wnich had arrived in Canada in 1817 and 1820. 140
There were some very notable exceptions to this
generalisation such as Francois Beaucourt (1740-1794), 141
regarded by some as tne first native-born <Canadian oft
European origin to achieve real disctinction as an artist. He
had travelled from Quepec tc France in <. 1763 to study in
Paris. Frangois Baillairge (1759-1830) 142 also studied in
Europe as did Antoine S$. Plamondon (1804-1895),43 Théophile

Jamel (1817-1870),144 5. 1. Eugene Hamel (1845-1932),145

140  The Desjardins <Jollection was an ensemble of 180
imported works, twenty of wnicn were from the Italian School
>rought to Canada in 1817 and again in 1820. See article by
Laurier Lacroix, "Les rtapleaux Desjardins - un héritage
fructueux," Cap-aux-Diamants, wvol. 35, n. 3, Autumn 1989, pp.
43-46,

141 Bgeaucourt, Frangois [...] elected member of Academy
of Painting, Sculpture and Civil and Naval Architecture of
dordeaux. Decorated various churches and monastaries 1in
Bordeaux district. Jisited Russia and other parts of
Europe. For more information see Harper, 1981, pp. 21-22.

142 Bgaillairge, Frangois [...] wood sculptor, painter
and architect [...] In Paris 1778-81 studying at Académie
royale under Jean-Baptiste 3touf of Sevres, sculptor, and
Jean-Jacques Lagrenée, painter [...] Visted London brietly
after stu’ying in Paris. Returned to Quebec 1781, opening a
studio, and working as architect, sculptor, and a painter and
introducing Louis XVI style to Canada. For more information
see Harper, 1981, pp. 13-l4.

143 plamondon, Antoine Sebastien [...] began to study
in Paris July 1826 [...]. For more information see Harper,
1981, p. 252,

144  4Hamel, Théopnile [...] pPainter.[...] Began study in
Rome <. 1842 [...] studied for 8 months at Academy of Saint-
Luc. [...] visited Florence, Bologna and Venice. Went to
Paris, copied at the Louvre [...] Studied briefly in Antwerp
[...]. For more information see Harper, 1981, p. 142.
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Napoléon Bourassa (1827-1916) 146 and charles Huot (1855-
1930) 147,

Capello on the other hand had grown up in Italy and had
been privileged with to have an education at the most
renowned art school in Turin. This academy had a very
representational holding of Italian, French and Dutch art
(appendix n. 15). His teachers were familiar with the
current trends in the European art world (chpt. II, sec. 6).
Having studied at the Accademia di San Luc-a in Rome and
having passed through Paris on his way to Montreal, Clapello
was a part of a group of itinerant artists trained in Europe
but 2arning their living in Quebec in the second half of the
anineteenth century.

Upon arrival, Capello established himself in Montresal as
an "Italian" artisc.'48 Immigrants from old, estaolished
countries famous for their long traditions in art, had an
sxotic appeal over native 'quebecois' artists. These foreign

artists were not always looked upon with xindness by Quebec

145 Hamel, (Joseph Arthur) Eugéne [...] To Europe for
further study: in Antwero...in Rome..., in Florence...in
Paris. For more information see Harper, 1981, pp. 1l41-2.

146 pourassa, Napoléon [...] In Florence 1852-3, Rome
1853-5...studied in France and Italy 1888-9 [...]. For more
tnformation see¢ Harper, 1981, p.40.

L7 Huot, Charles-Edouard-Masson [...] Travelled and
worked in Ffrance, Germany, Spain and Italy; in Europe
nrincipally Paris, for several years [...]. For more
information see Harper, 1981, pp. 167-8.

148 3ee footnote 32.



artists, such as Plamondon, who saw them as usurping the role
of native artists.

It would not have been unusual for Capello to set up a
studio in what today 1is xnown as 0Old Montreal (below St.
Jacques St.) among his fellow Italians. Fulfilling the
demand for home decorating services such as plastering,
stucco work, and mortuary monument design, were the Italian
immigrant artists. The lack of adequate training available
in the province to Quebec artists created this void, which
was filled by Europeans. Capello, however, strove to break
out of the immigrant label by opening a tapestry school and
accepting French Canadian students and co-workers, of whom
Ozias Leduc is the most famous. After a mere five years in
Quebec, Capello married Leduc's cousin, Marie-Loulse Lebrun,
who came from a farming family of St. David in Yamaska
County. Capello was also very conscious of the importance
the Catholic Church had in granting commissions s1a a very
closed society of village 'curés'. A good recommendation
from one priest to another insured a steady flow of w~work, as
discussed in the first chaptar. Capello tried his hand at
fresco-work, painting both religious and secular subjects,
portraiture and theatre design. His reputation even extended
into the state of New York where ne did at Lleast two major
decorative programs, as yet undiscoverad. No doubt
references acquired from religious orders or clergy Ln Quebec

gave him an introduction to work there. There 1is even an
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unsubstantiated rumor that he travelled to St. Boniface in
Manitoba to do a portrait. Perhaps this would have been of a

bishop much in the vein of his portraits of Mgr. Lafleche and

Pope Pie IX. A landscape entitled Scene on_ the Prairies

which has still to be located may provide an indirect
confirmation of Capello's travels out West. Between the
various studio-made portraits, tableaux-d'autels for various
parishes, 'in situ' fresco decorations, and his commissions
beyond Montreal's artists' district, Capello established
himself to a modest degree as an artist of reputation. To be
granted a commission for twelve 'fresco secco' wall
paintings, for the second gallery at Notre-Dame Cathedral,
was a prestigious coup and showed the extent of 1is
reputation. Conversely, perhaps it also speaks of the lack
of native artists capable of doing similar work at the time

Aucun artiste actif au Quépec n'a utilisé

la technique traditionnelle de la fresque
("buon fresco") mais plutdt celle de la
"fresco secco” ou le plgment est appliqué
sur l'enduit du mur déja sec. Le marouflage,
qul consiste a peindre sur toile puis a
encoller la toile sur le mur, deviendra
prepondérant & la fin du XIXe siécle,

des raisons économiques (l'artiste peut
travailler dans son studio a un colt réduit)
2t pratiques (climat, matériaux accessibles)
motivent 1l'adoption de ce procédé.
L'intégration de la cire au plgment permet
d'exécuter de grandes surfaces mates imitant
le résultat obtenu avec la fresque.

There had been notable Italian artists that had worked

) 149 paurier, Lacroix "La peinture murale dans les
eg}ises du Quebec.", Société canadienne d'histoire de
1'église catholigue, Sessions d'études, 47, 1980, p. 95.
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in Quebec in the early part of the ninteenth century such as
Angelo Pienovi (1773-1845),130 5, F. Schinotti (act. 1831-
1832)151 and F. Pedretti (act. 1854-61).152 As immigrants
from Europe they had established their artistic careers on
their knowledge of various decorative techniques and skills
as painters. Even pefore Capello's arrival in c. 1875,
Italian artists were known and had been granted notable
commissions such as the decoration of the Notre-Dame
Jatnedral of the Sulpician Rrothers and the Gesu of the
Jesuits. Of note was alsc the competition that Capello and
other Italians would have faced from =qually trained German

immigrant artists such as Heldtl53 and Lang154 who had

150 pienovi, Angelo (c. 1773 Genoa, Italy-1845
Hontreal) Fresco painter. S3tudied at Academy of Rome. In
New York as theatre drop curtain painter. To Montreal as a
result of correspondence with the building committee of
Church of Notr=s-Dame 1828. Worked on frescoes in Church of
Notre-Dame, Montreal 1828-41. Decorated chapel of Hospital
Ior Grey Sisters, Montresal 1833, Advertized painting of
churcaes, salons, landscapes, ornaments in oil, and
distemper. Painted further west but returned to Montreal
before his death. Harper, 1981, p. 250.

151 Schinotti, J. F. (act. 1331-32) Decorative artist.
Transperent window olind, landscape, architectural, and
ornamental painter in w.c. and o0il at Quebec. Theatrical
scene painter. Assisted Joseph Légaré and Louis-Hébert
Triaud in decoration of new Thédtre Royal, Quebec 1832...
Harper, 1981, p. 281.

152 pedretti, F. (act. 1854-61) Decorative painter and
decorat.or of Montreal. Painted concert hall at Bonsecours
slarket 1854. Harper, 1981, p. 246,

=53 Heldt, Julius (act. 1864) Decorator. Born in
Garmany. Decorated various Montreal buildings as follows:
Charel of L'Asile St. Patrick, Church of Ste. Anne, vault of
Grand Seminary Chapel, Hotel-Dieu Chapel, HNordheimer Hall.
Harper, 1981, p. 154.



69

established themselves in Montreal some ten years prior to
Capello's arrival. Edward W. Beuthierl53 was also active irn
the manufacture of embroidery as well as painting. William
Lamprecht156 who decorated the Church of St. Romuald, was
also a popular painter in Montreal.

Luigi Capello's work in Canada can be divided into six
categories: wall paintings (fresco), church decorations,
2asel paintings with religious subjects, portraits, easel

paintings of secular subjects and theatre decorations.

2 - Wall paintings and church decorations

Of the six commissions granted to Capello for church
decorations in 'fresco', only two have survived. Two
churches were destroyed by fire and the other two were
demolishea for urbkan expansion in Montreal.

Both of Capello's teachers, Gamba and Gastaldi, had

154 rpang, (act. 1868) Painter of several works in
vault of church of St. Romuald d'Etchemin, P.Q., dated 1868.
Born in Germany but in U.S. prior to working in Quebec
Province. J. Russell Harper, op. cit., p. 188.

155 pBeuthier-Edward W. (c. 1849 Germany-1936 Montreal)
Amateur painter. Emigrated to Pennsylvania 1868 where in
steel business. To Montreal in 1876 as member of Beuthier
Bros., manufacturer's agent specializing in embroidery...
Harper, 1981, p. 32.

156  Lamprecht, William (1838 Germany-? 1906) Painter.
Studied in Munich school where awarded prize. Brought £from
J.S. by Saxe to decorate church of Saint Romuald, P.Q. with
scenes from life of St. Romuald 1868 [...] Enjoyed
considerable success in Montreal as popular painter. Harper,
1981, p. 187. Tor a description of Rho's work at St. Romuald
see La Minerve, Augqust 7, 1869.
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worked in fresco in Turin (chpt. II sec. 6) and books on
fresco techniques (appendix n. 12) existed in the Accademia's
library. In retrospect one has to conclude that Capello was
able to undertake fresco work in Quebec due to previous
training most likely acquired at the Accademia in Turin, and
perhaps even at the Accademia di San Luca in Rome.

Capello's first commission in this medium dates to 1875
at Saint-Hugues near Drummondville, Quebec. The Livre de
comptes for that year shows that he painted four ‘rosaces’
and was paid $14.00.157 The works were in the interior of
the wvault but no records have remained giving a description
of the decorative program of this church. From the same

Livre de comptes, mention is made of Joseph Laliberté being

pai1d $470.75 for his work on the frieze and columns. Aub.
[?] Leblanc was paid $410.50 for "221 madellions [sic]"138
and Moise Berthiamin was given $130.00 for the frieze and
545.00 for five rosaces. One wonders why each of Capello's
rosace were worth five dollars less. Perhaps he was grateful
for the work, having just arrived in Canada and not yet
naving an established reputation. The church of Saint-
Hugues burned in 1979. According to the curé Denis Lépine,

"dommage, car il s'agissait d'une des plus belles églises de

157 Archives de la paroisse de Saint-Hugues, Livre de
comptes II, 1875 p. 62.

158 1pid., p. 62.

-
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la région sinon du Québec."13? ge also added that "comme le
Conseil de Fabrique de l'époque avait donne le champ libre au
curé pour la décoration de l'église, il n'existe
malh=2ureusament pas d'autres documents."160

At the chapel for the Ecole de Réforme in 1877, Capello
did some 'grisailles' in fresco using shades of grey. One
reference to this work, in the writings of Olivier Maurault
refers to Capello and his work at Notre-Dame de Montréal.l61l
Mention of paintings at the chapel is also made in a
periodical: "Le 2 juillet de la mé@me année [1877], lorsque
les peintures furent terminées et gque la chapelle fut
convenablement meublée, Mgr. Fabre en fit la consécration
solennelle.”" 182 From a photo (fig. 8) in the archives of the

Fréres de la Charité,163 who ran the l'Hospice Saint-Vincent

159 Letter to the author from curé Denis Lépine dated
february 8, 1989.

160 1big.

161 "M, L. G. Capello &tait décorateur et peintre de
portraits. Il enseigna le dessin au collége Sainte-Marie.
On lui doit, au Canada, le dodme [sic] de 1l'église

d'vamachiche, les grisailles de la chapelle de 1la Réforme,
gquelgues tableaux de la chagelle Saint-Joseph, rue
Cath€drale, de l'église de St. Paul 1'Ermite, de 1l'église de
St.-Isidore." Abpé Olivier Maurault, p.s.s, La Paroisse,
1929, p. 142.

162 piocdse de Montréal & la fin du XIX sifcle, Eusebe
Sénécal, Montreal: 1900, p. 177.

163 Les Fréres de la Charite were founded in Gand,
Belgium in 1807 by Pierre-Joseph Triest. They established
themselves in Montreal on February 22, 1865 at the request of
Mgr. Ignace Bourget, oishop of Montreal on Rue Labelle in
Laval. In 1872 they moved to Monctr=2al to 341 est, rue
Mignonne (Desmontigny) and with them 74 delinguent ooys to
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de Paul for delinguent boys, one can 3ee the elaborate
interior decoration of the large chapel. Fig. 7 shows the
roof of the chapel with three domes and a steeple on the
outside. The chapel was described as,

...un modele du genre. Elle dresse dans l'azur

ses trois coupoles lui donnant un air de

grandeur. L'ampleur des proportions et la

pureté des lignes ajoutent a la majesté et

% la beauté du lieu [...] En-dessous de

la vaste nef, gui peut contgnir 700

personnes, se trouvent le réfectoire des

dléves et, en-dessous de la sacristie,

le premier cimetiére des Fréres.
The total cost of the chapel, including the decoration, was
$15,691.165 The chapel and the Ecole de Réforme were
demolished by the City of Montreal on September 12, 1932,166
According to the present-day archivist, Henri Bolduc, £.c..
no records have been found concerning the fate of the
artworks in the chapel.

In 1879 Capello was awarded a large commission at the

church of Ste. Anne de Yamachiche, in Maskinonge County. In

1876 a portrait of the cure Hercule Dorion by Capello was

their new school L'Ecole de R&éforme de Montréal, hence the
name of the chapel 'de la Réforme'. The chapel was
consecrated on July 2, 1877.

164 Revue Deus Caritas Est, May 15, 1923 p. 50. This
pariodical is available at the Archives des Freres de la
Charite.

165 a.F.cC.M., document C-24 I p. 2.

166 7The school was relocated to a new building, Mont-
Saint-Antoine, on Sherbrooke Street in Montreal. Letter to
the author from archivist Henri Bolduc, f.c., dated October
15, 1990,
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offered to Dorion on the occasion of the benediction of the
bells,167 Perhaps this was the means by which Capello, or at
least his work, had come to the attention of the curé of Ste.
Anne. According to abbé Caron who wrote a monograph about
the parish,168 Capello was assisted by Adolphe Rhol69 and
Ozias Leduc. There is a problem in dating Capello's work at
Yamachiche. Abbé Caron writes "l'exécution des peintures de
la coupole principale et des pendentifs fut confiéde a
Monsieur Louis Cappello, artiste italien, né a Turin et fixé
3 Montr&al depuis cing ans."170 1f capello arrived in 1875
as stated in his biography (appendix n. 4), then he had to be
at Yamachiche in 1880. His partner Adolphe Rho would have
been forty-four that year, but Ozias Leduc would have been a
mere fifteen. According to Jean-René Ostiguy,”l Leduc was

working in the Atelier’ of T. carlil72? in 1883 and with

167 Caron, op. cit., p. 111.

le8 I.B.C., Fonds Gérard Morisset, dossier Luigl
Capello, p. 12360.

169 According to J. Craig Stirling, op. cit., in chpt.
3. 0zias Leduc became Adolphe Rho's student "with the death
of Cappello ca. 1888-1889." In actual case Capello only died
in 1904, but he left for Europe a few years before.

170 caron, op. cit., p. 85.

171 Jean-René Ostiguy, Ozias Leduc, Symbolist and
Religious Painting. The National Gallery of Canada for the
Corporation of the National Museums of Canada, Ottawa: 1974
D. 194.

172 Tommaso Carli did religious statuary at his studio
located at 66, Montcalm Street. In 1884-85 Capello's studio
was located at 14 Montcalm Street as well. See appendix
n. lé6.
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Capello in 1888 on the church at Yamachiche. Laurier
Lacroix+73 places Leduc at sixteen in the Ecole modele at
Saint-Hilaire where he was being taught by Mr. Jean-Baptiste
Galipeau, and J. R. Harper”4 states that Leduc was at
Yfamachiche in 1883. A possible explanation for these
discrepancies could be that Capello worked at Yamachiche in
1879 and again c. 1888, The church burned on July 11, 1957
and church records disappeared as well.Ll75
A very detailed description of Capello's frescos "a
l‘encaustique"l76 was written by abbe Caron. Excerpts in
translation have been included in appendix n. 9. Capello
painted four medallions in the pendentives of the vault

(figs. 11-14) with the themes of Fides, Spes, Charitas, and

the Amor Dei. In the main cupola, Capello drew Dieu le Pere

en approbation, Archange Micnel terrassant Lucifer,l’7 and

the Annonciation (fig. 15). Gabrielle Messier, an associate

173  paurier Lacroix, Ozias Leduc the Draughtsman. Sir
George Williams Art Galleries, Montreal: 1978. Exhibition
cataloque, p. 1l4.

174 yarper, 1981, p. 193,

175 petter to the author dated March 2, 1989 from
archivist Jeannine Desaulniers stated that an amateur
vhotographer, Claude Marcotte, took eleven pictures shorctly
before the fire. Mr. Marcotte supplied the negatives for
the illuscrations n. 11-15.

176  caron, op. cit., p. 85.

177 A painting by Moncalvo of the same subject existed
in the Galleria of the Accademia Albertina in Turin
(fig. 31). Capello would repeat this theme for the cupola of
the Ursuline Chapel at Trois-Riviéres in 1888-9.
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painter and student of Ozias Leduc, confirms abbé Caron's
statement that "Monsieur le Curé [Abbé Hercule Dorion]
suggéra que l'on représentat au haut de la coupole, Dieu et
ses principaux attributs [...]. S'inspirant de cette idée
Monsieur Cappello a fait une oeuvre remarquable, qui fera
vivre son nom, bien certainement autant que durera la
présente église de Yamachiche."178 Messier states that "il
[Capello] avait décoré la coupole, d'apreés les plans de cette
coupole de 1'Abbé Hercule Dorion, 1872-1889 [...].179 she
goes on to give her impressions after having visited Ste.
Anne de Yamachiche,

...En compagnie de Ozias Leduc vers 1942 il m'a

[montré] son travail dans le choeur, j'ai monte

jusqu' & la coupole pour voir de pres la décoration

Capello, bien la marque italienne était bien

présente. C'était l'ascension de Jésus - ciel

trés bleu, le Jésus de blanc vétu, trés rayonnant,

trés beau a voir. Les tableaux Leduc etait [sic]

olus sombres plus canadien. 8
The taste of the day however was very much in favour of the
Italian style, as is evident in the observations of abbé
Caron (appendix n. 9): "N'avons nous pas, dans tout cet

ensemble une image £fidéle de la Création? [...]1"181 ang

"Puisqu’il [sic] n'existe qu'en empruntant ses couleurs si

178 caron, op. cii., p. 89.

179 oLetter to the author from Gabrielle Messier dated
February 21, 1989.

180 1pig.

181 caron, op. cit., p. 90
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vives, si variées [...]."182 The important thing was that if
abbé Caron's flowery praises were any indication of the views
of Capello's other patrons and observers, he fulfilled their
expectations. Froin where he drew his iconographic program
for the images of the four attributes of God (appendix n. 9)
one can only guess. In the library of the Accademia
Albertina iconographic dictionaries existed (appendix n. 12)
and religious paintings were an integral part of the
curriculun. Although nothing has remained from Yamachiche,
we know that Capello had made valuable contacts183 because he

-3ld repeat similar subjects for the Ursulines ten years
later.

Capello's 'wall-paintings' or 'fresco secco' work was
part of a long tradition of mural painting from Europe. This
type of art was conducive to the edifice and indeed became
part of 1it. The artist had to understand the architectural
dimensions and curves of the base on which he would paint his
work. Problems of lighting, foreshortening, and the more
intricate concerns of the durability of the materials had to

pe considered. In a treatise written in Paris on the

182 1pid.

183 j.-alide Pellerin in his book Yamachiche et son
Histoire 1672-1978, Editions da Bien Publique, 1980, p. 142,
mentions that le curé Dorioa invited the Soeurs de la
Providence to found a hospice in Yamachiche in 1871. Capello
would do a painting for them at l'Assomption in 1883. Joseph
and Gsorges Heroux, the architects at Yamachiche also built
the chapel for the Ursulines in Trois-Riviéres in 1888-9,
where cCapello was given the decorative commission.
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decoration of churcnes Mgr. Barbier de Montault wrote:

"Il vy a trois sortes de peintures monumentales:

la fresque, la mosalique et le vitrail.

La fresque faite dans les bonnes conditions,

offre les meilleures garanties de durée; par ses

tons doux, elle est pleine d'harmonie et elle

plait & l'ame par son calme religieux. La ou veut

plus d'éclat, la peinture a l'encaustique, que l'on

peut nettoyer, présente des teintes brillantes."184

In the late 1870's and the 1880's artists in Quebec such
as Napoléon Bourassa (1827-1916) had also gained a reputation
as muralists with sizeable commissions.l85 Bourassa first
visited Florence in 1852-3 and was then Rome in 1853-5 to
acquire the techniques and instruction lacking in Quebec. In
France he studied the works of Paul-Hippolyte Flandrin (1808-
1864), a disciple of Ingres, out this restrained, linear and
mystic style was not accepted in Quebec. Given the very
unique and flamboyant style of Capello, which seemed to be
what the conservative patrons of Catholic Church expected,

Bourassa returned to Europe "to investigate art education

methods there."!86 Lixe Capello he worked at St. Hugues

i84 Mgr. X. Barbier de Montault, Traité Pratique de la
Construction de 1l'Ameublement et la Décoration des Eglises.
2 vols., Larousse et cie., Paris: 1877. This volume was
found in the Bipliothéque Nationale du Québec and contains in
the book on decoration, cnapters dealing with mural
decoration, iconography, inscriptions etc. The author makes
a case for proper religious decorum in religious arts based
on the edicts of the Catholic Churcn.

185 Harper, 1981, pp. 40-41l.

186 1pbid., p. 41.
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(1879)187 put Bourassa =mbraced the Nazarene movement after
seeing the works of Overbeck (1789-1869) and his work
influenced Quebec muralists such as Frangois-Edouard Meloche
(1855-1914)188 and ozias Leduc (1864-1955).

According to Laurier Lacroix, the method preferred was
to paint on canvas in the studio where materials were more
accessiple and costs could be controlled, and then to glue
the work to the wall.

Ce sont les artistes italiens [Angelo Pienovi,

Luigi Capello] et allemands [Daniel Muller,

Julius Heldt, William Lamprecht] actifs a

Montréal et dans les regions du Québec qui
apporteront la technique de la 'fresco secco'.

La qualité de leur meétier la nouveauté de leur

style, l'engouement du clergé pour cette forme

d'art européen au détriment des tableaux produits

par les artistes locaux et la richesse de leur
vocabulaire iconographique sont autant de raisons

qui expliquent le succes obtenu par les fresquistes
auropéens a partir de 1830.

The largest surviving =nsemble of Capello's wall
paintings can pe seen at Notre-Dame de Montréal. The exact
date that they were executed is not known at the present
rime. Gérard Morisset dates them to c. 1878. According to

Abbé Maurault, "sous leur direction [M. M. Ledieu et

1387 Ravymond vézina, Napoléon Bourassa 1827-1916,
tditions Elysée, Ottawa: 1976, p. 81l.

188 =2or the latest research concer ning Meloche see
Cecile Belley's unpublished thesis entitled, Francois-Edouard
Meloche (1855-1914) muraliste, professeur et le décor de
l'ealise Notre-pame de la Visitation de Champlain. <Concordia
Jniversity, Montreal: 1989.

-89 Laurier Lacroix, "La peinture murale dans les
dglises du Queoec," S.C.H.E.C. Sessions d'études, 47, 1980,
p. 95.
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Brégent], un artiste italien, du nom de Capello, peignit sur
les murs de la seconde galerie, entre les retombées des
volites, plusieurs des douze scénes de la vie de Marie."190
Beginning at the left side of the church and facing the
entrance the frescoes show the most important stages in the

Virgin's life; La Visitation, L'Annonciation, Le mariage de

la Vierge, La Présentation de la Vierge, 1l'Education de 1la

Vierge, Nativitéd de la Vierge, are on the right side facing

the entrance. On the opposite wall of the second gallery

are: la Nativité, La fuite en Egypte, La Sainte Famille a

Nazarech, La Vierge recevant son fils au pied de la croix,

1'Assomption de la Vierge, and La Vierge couronndée entourée

de saints (figs. 50-61).

It iz wvery difficul: to judge the quality of these
'freschi seccni' by Capello vecause "ces fresques ont &té
lavées ot rafraichies, au cours des anndes 1927 et 1928,"191
Judging these works in comparison to the wall paintings at
the Ursuline Chapel (figs. 63-66 & 68-72), one has to
question to what extent they were merely washed and to what
extent they were repainted with a heavy hand by a 'restorer'.

As mentioned previously, wall paintings performed well
if they adapted to the architactural space. In fig. 62 one
can see how Capello has employed a quinte-foil-shaped

nedallion to the existing neo-gothic arc of the church. The

190 abpé Olivier Mauraul:, op. cit., p. l42.
191 1bidg.
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figures are large and fill the framing-device which measures
about 3,25m X 3,25m. Capello's paintings are barely
noticeable from the nave but they are discernable from the
opposite gallery. If one 2xamines the figures, they are
statuesque and heavy-looking, draped in folds of material, as

in La Visitation (fig. 50). The artist has made attempts at

foreshortening the figures with the use of architectural

devices such as a stool in the L'Annonciation (fig. 51).

Capello used the stairs in La Presentation (fig. 52) and the

Mariage de la Vierge (fig. 53) for the same reason. In order

to show perspective, he used devices such as receding wood

olanks in La Sainte Famille a Nazareth (fig. 58), and

landscape dotted with pyramids in La_ fuite en Egypte

(fig. 57). The overall effect of Capello's work is
belaboured and lacking in skill. One would assume that he
was primarily an easel painter if only these examples had
remained.

From an iconographic point of view, Capello's mural
saintings serve their didactic function very well.
According to Lacroix, "la murale Jjoue un role didactique
plus complet que le tableau d'autel."192 These twelve murals
snow the most important stages of the Virgin's life. Her
mother ann s portrayed as old, the lily and the book speak

of Mary's instruction and purity, the pyramids and donkey

i - s .
192 1. racroix, "La peinture muraie dans les églises au
Quebec," op. cit., p. 95.
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2asily identify her flight into Egypt and the Nativity 1is
pictured in the stable among oxen and asses. Joseph is found
among his traditional carpentry tools, and the Pietd below
the cross contains symbols of the suffering of Jesus: the
nails and the crown of thorns. The Virgin rises to heaven on
clouds amid angels and sne sits enthroned beside an angel
holding a symbolic lamb of God (her sacrificed son) and St.
Catherine, a martyr £for the faith, stands with her
iconographic symbol, the wheel. Capello has added nuns to

the Vierge couronnée entourée de saints, a deviation from the

typical illustration of this subject (fig. 61).

The present condition of these wall paintings is
deploraple. A few boards benind the frescoes have caused
ridges, and vears of candle smoke has adhered to the surface.
If one can excuse the blatantly heavy hand of the restorer
and judge Capello's work merely on its composition and the
success of its didactic orogram, the frescoes are an integral
part of the cnurch of Notre-Dame.

The nigh brow and classical features of the Virgin's
face are similar to those found on traditional classical
models such as those used at the Accademia and seen in
figs. 44 & 45 by Gamba and Gastaldi. They are especially

evident in the Visitation (fig. 50) and L'Annonciation

(Eig. 31). Upon closer inspection of the faces of the
Virgin, one sees a disconcerting number of differing shapes

of faces. For example if one compares the Virgin's face in
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the First six frescoes {fig. 50-55) to the face of fig. 56 in

the Nativité and that of La Sainte Famille &4 Nazareth

(fig. 58), one sees the skill of the latter two examples is
markedly greater than in the first six. Compare as well the

face of the Virgin in the La Vierge recevant son fils au pied

de la croix (fig. 59) and the La Vierge couronnée entourée de

saints (fig. 61). One has to ask why there is such a variety
of facial representation but more importantly, why there is
such a variation in skill. Perhaps if one rereads the words
of abbé Maurault "...Capello peignit...plusieurs des douze
scénes de la vie de Marie,"193 one can suspect that perhaps
Capello did not paint all of the frescoes or that the
"restoration" was really a "repainting" of the original work.
Today the colors are much brighter in the painting in the
right gallery than in the first six in the left gallery.

In 1884, more precisely on September 24, Capello started
work on four large frescoes for the sanctuary of the Chapelle

de 1l'hospice Saint—Joseph.lg4 La Minerve, of October 10,

1884, testifies to the work progressing,

On poursuit actuellement les travaux
d'embellissement et de décoration de
1'é8glise Saint-Joseph (rue Cathéddrale).
Jes travaux vrogressent rapidement et font

193  Appé Maurault, oo. cit., p. 142.

194 a,5.G.M., Chronigues de l'Hospice St.-Joseph (1854-
1892), le 23 Jdécembre 1884, "Ce meme jour, monsieur Luigil
Capello, artiste italien qui avait entrepris le 24 septembre
dernier, le¢s guatres grands tableaux & fresque de notre
sanctuaira, les terminait a notre grande satisfaction. Ils
sont peaux, surtout bien expressifs." p. 214.
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honneur surtout au peintre, M. Cappello,

l'artiste bien connu, dont le pinceau plutdt
créateur qu’ imitateur sait produire des
merveilles, et qui est en train de donner

cette belle et riche eglise d'une série magnifique
de tableaux representant les principaux traits

de la vie de Saint-Joseph.

The hospice was moved from rue du Cimetiére (which became
Cathédrale) to a new building at 1460, boul. Crémazie on May
16, 1931.126 The chapel which contained Capello's frescoes
was demolished on May 25, 1933.197

As with Capello's work at Yamachiche, only secondary
sources are available to describe the composition of the four
wall paintings.

Les quatre grands panneaux du choeur sont

maintenant ornés de fresques qui représentent

les principales époques de la vie du saint

Patriarche, d'une mani&re treés expressive [...]

Le premier dans le sanctuairs du cdté de

1'Evangile représente la Nativité de Notre

Seigneur a laguelle assiste saint-Joseph [...]

Le suivant représente sa fuite en Egypte.

Saint-Joseph y apparait comme le protecteur

et le fidéle gardien de Jé&sus [...] Un Prince

de la cours céleste plane au-dessus de ce groupe
qui fait l'admiration des anges.

195 ra Minerve, October 10, 1884, p. 1.

196 The Hospice of Saint-Joseph was founded in 1841 by
Olivier Berthelet and given over to the Soeurs Grises 1in
1854. The chapel was constructed in 1862 and consecrated on
October 15, 1863. According to the archivist, Gaétane
Chevrier s.g.m., the Catalogue partiel des oeuvres d'art de
la Maison Mere, prepared in 1972, makes no mention of Capello
or his work naving survived the demolition. Letter to the
author dated October 18, 1990.

197 worigines de l'ancien hospice Saint-Joseph" La
Presse, June 17, 1933.
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A droite, du cdte de l'Epltre, c'est l'intérieur

de Nazareth qui est donne a nos méditations.

St. Joseph y est represente travaillant dans son
atelier. L'Enfant-Dieu lui présente une petite

croix [...] La T. Ste. Vierge a suspendu ses

travaux et contemple avec amour ces deux

personnages [...]

Le tableau suivant représente le saint Patriarche
mourant, assisté de son Fils adoptif et de sa

sainte Epouse. Les anges [...] contemplent

cette scéne [...]

Enfin au centre, au-dessus du_maltre-Autel, [...]
la statue de St. Joseph [...]198

Capello adapted his four wall paintings in 'fresco-
secco,' no doubt to suit the rest of the nave which was
"aussi a fresque."199 One can not help but remark how the
subjects of the paintings of St. Joseph are similar to those
at Notre-Dame de Montréal but this time with a predominance
given to St. Joseph. St. Joseph assists at the Nativité, and

he is a principal figure in the La fuite en Egypte. The La

Sainte Famille is placed in St. Joseph's carpentry shop. The

scene depicting the Mort de St. Joseph bears a close

resemblance to the deathbed painting of St. Paul 1'Ermite

mourant (1875).200

198 aA.s.G6.M.. Chroniques de 1l'Hospice St.-Joseph, 1854-
1892, samedi, décembre 27, 1884, pp. 214-215.

199  1bid., p. 215.

200 30th the text of abbé Caron in describing the
artistic program at VYamacniche, and the entries in the
chroniques of the Soeurs Grises by an unknown authcr, delve
heavily into religious connotation and interpretation. I
hwave chosen to delete these passages, choosing instead an-
artistic Jdescription where possible. For the passages in
their entirety please note the references.
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The response that Capello received for his work at St.
Joseph was very positive and the patrons were impressed by

his expressive style. La Minerve on the day before the

blessing of the new decorations stated,

La cérémonie sera trés imposante. Il s'agit
surtout, comme on le sait, des bas reliefs et
des peintures du choeur si artistiquement faites
par M. Capello, l'artiste bien connu. L'é&glise
Saint-Joseph est aujourd'hui a l'intérieur,
l'une des plus belles de la ville.?201

At the time of the impending demolition in 1930 of the

chapel, an unknown author laments in the Annales des Soeurs

de la Charité (Soeur Grises), "Disparaltre! ces magnifiques

tableaux de main de maltre qui parlent aux yeux et au
coeur..."202

It was not before 1896 that Capello was commissioned to
work on another Canadian decorative ensemble,203 the chapel

of the Ursuline Convent at Trois-Rivieres. The chapel had

20l  [a Minerve, January 3, 1885, p. l.

202 aA.s5.6.M., aAnnales des Soeurs de la Charité (Soeurs
Grises) de l'Hopital Géneral de Montréal destine€es aux
maisons de 1l'Institut 1930-1931, le L0 décembre 1930, p. 269.

According to the archivist Gaétane Chevrier s.qg.m. this
entry in the Annales proves that the Soeurs Grises knew that
the chapel would be demolished by December 30, 1930 because
the land was already expropriated and new property had been
purchased on COte St. Micnhel. Letter to the author dated
November 14, 1990.

203 Capello wrote letters to the Ursulines on April 6,
1897, May 2, 1897 and June 11, 1897 from an undisclosed
location in New York.
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burned in 1752, then again in 1806.294 1t was reconstructed
soon afterward but required complete demolition in 1896 in
order to be enlarged. Joseph and Georges Héroux were given
the contract.

Mm. Héroux et Freres, architectes, ont obtenu

le contrat pour l'agrandissement de la chapelle

du monastére des Ursulines de cette sille. Le

contrat est de sept mille piastres, paralt-il;

l'ouvrage est déja assez avancé. On a demoli les

murs de la vieille chapelle; ces murs qui datent,

dit-on, de 1689...Les Dames Ursulines ont décide

d'avoir la plus belle chapelle de la ville.
Capello arrived at the convent on December 29, 1896206 after
notifying the Mother Superior in a letter dated December 14,
1896 (appendix n. 1)207 that he had been informed by "Mr.
Geo. F. Héroux [par lettre] date du 30 Novembre,...que
l'ouvrage pour moi dans votre église é&tait prét." He
explained in the same letter that "je lui [G. Héroux] ai
répondu gue une ouvrage pour Noel, que j'acheve me
tratiendrait [sic] encour gquelgues jours ici."208 This

letter indicates that Capello had received a commission in

New York but the specific location was not mentioned and the

204 A,U.T.R., Notes laissées par une annaliste 1886-—
189€, document n. III-C-2. 23-6, pp. 11 and 14, also for a

history of the Ursulines see Les Ursulines de Trois-Riviéres,
Tremblay & Dion, Trois-Rivieres.

205 a3 Minerve, July 25, 1896, p. 1.

206 y,yu.T.R., document n. III-C-2. 23-6, (appendix
n. 2) p. l4.

207 a.u.T.R., document n. VII-003l-1, (appendix n. 1l).

208  1pid.
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church has not been found.

Since the architects at Sainte-Anne de Yamachiche (1879)
had also been Joseph and Georges Héroux, perhaps it was on
their suggestion that Capelle had been given the commission
at Trois-Rividres. Certainly Mgr. Lafléeche?09 would have
been familiar with Capello's work at Yamachiche and his close
collaboration with Abbé Hercule Dorion. Capello had proven
himself, with an ensemble of twelve frescoes at the church of
Notre-Dame in Montreal (c. 1879) and at the chapel of the
Hospice St. Joseph (1884).

The similarity of the decorative details at Trois-
Riviéres with those of Sainte-Anne de Yamachiche are obvious.

In the cupola, Capello chose again to show Archange Michel

terrassant Lucifer (fig. 63) and in one of the supporting

pendentives the theological virtues of Fides, Spes, and

Charitas combined. At Trois-Riviéres, Capello also executed

the Sacré-Coeur avec Sainte-Marquerite-Marie Alacoque

(fig. 65)210 in one of the pendentives. Above the altar in a

semi-circular space, at the level of the second gallery,

209 1t is not known if Mgr. Lafleche was aware of his
portrait by Capello.

210 This was a famous subject for Catholic artists.
Abbe Hercule Dorion had painted this theme for the church of
Yamachiche in 1883. "Ce magn;flque tableau est le don et
l'oeuvre & la fois de M. L'Abbé Dorion, curé de Yamachlche...
Le tableau represente rapparltlon de Notre Seigneur a Sainte
Marguerite-Marie, révelant 4 cette derniére la dévotion de
Sacré-Coeur. Cette oeuvre d'art, fait honneur au talent
artistique de M. Dorioan." La Minerve, February 16, 1883, p.
3.
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Capello also did La Céne (fig. 64) resembling Leonardo's Last
Supper with the exception of two kneeling angels in
'camaieu', which imitated sculpture, in each corner of the
painting.

The work of Capello at Trois-Riviéres is a masterful
adaptation of mural painting on an architectural base. The
paintings function on several levels. They are both didactic
in their iconographic representation, and are integral to the
interior of the chapel. The four pendentives and the Céne
show the contact of God with mortals whereas in the cupola
nigh above the congregation, in the symbolic heaven, a battle
ensues between good and evil; the archangel Michael banishes
Lucifer from the sky. Therefore, as the eyes of the
spectator gaze up from the ground level (that of mortals) to
the middle ground (that of God and people), they turn towards
the only source of the light which floods the cupola
(occupied by God alone). The light is symbolic of God and
salvation through belief in the Church.

In examining each pendentive carefully one can begin to
appreciate Capello's mastery of the curved space and the
symbolism necessary to convey abstract concepts. One must
not lose sight of the fact that the congregation at this
chapel were religious sisters well versed in the knowledge of
Christian iconography.

On either side of the organ located behind the

ongregation and above the door were representations of Sacré-
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Coeur avec Sainte-Marguerite-Marie Alacoque (fig. 65) and

Sainte-Angéle avec Sainte-Ursule (fig. 66). The Ursuline

chapel at Trois-Riviéres was dedicated to the Sacred Heart.
It is a Catholic belief that Jesus appeared at Paray-le-
Monial (France) on numerous occasions (1673-1675) to Sister
Marguerite-Marie Alacoque, revealing his heart and saying:
"Vo0ild ce coeur qui a tant aimé les hommes et qui en est si
peu aimé!" In Capello's fresco, Sister Marguerite-Marie
Alacoque211 is seen kneeling before Jesus wearing a
traditional Ursuline habit with her hands clasped together.
Slightly above her stands Jesus with rays coming out of the
wounds in his hands, looking down on the kneeling woman. The
large triangular space, approximately 15 feet high and 15
feet wide at the top, is painted in shades of grey clouds. A
golden light eminates from behind the head of Jesus. The two
principal figures although static, maintain a dramatic effect
through their placement off-center and on a sharp diagonal.
The saint kneels on a patterned floor that curves towards the
packground. This composition 1is balanced by a sketch of

Gothic church arches to the right of the saint, and a praying

21l gt, Marguerite-Marie Alacoque was bodorn on July 22,
1647 in Lautecourt near Versvres, (Charlebois) France. She
was reported to have seen Jesus on numerous occasions
revealing his Sacred Heart. She entered the congregation of
'la Visitation de Paray-le~Monial' and died there on October
17, 1690. She was reported to be the favorite saint of Marie
l'Incarnation, the foundress of the Ursulines of Quebec
(1599-1672).
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angel with a seraphim<4l2 above, behind Jesus. Interestingly
the same subject was painted by both abbé Hercule Dorion in
1883 for Sainte-Anne de Yamachiche and by Capello's teacher
at the Accademia, Gastaldi, who also did a painting of

Apparizione di Nostro J3ignor Gesu Cristo alla Beata

Margherita Alacoque nel Monastero di Paray-le-Monial in

Francia nel 1675, (fig. 67). It was painted in 1878, at

least four vyears after Capello's departure from Italy,213
but the similarity of subject matter makes it interesting to
compare their very different approaches in spite of their

common formation at the Accademia in Turin.

212 Angels are organized into nine choirs, or orders,
based on the political organization of the Byzantine empire.
In the first triad, the thrones represent divine justice and
they hold the staff c¢f power. Cherubs (or cherubims)
representing divine wisdom are composed of head, hands, feet
and six wings. Seraphims represent divine love and are
podiless with six wings. Cherubim are often alternated with
seraphim and they probably evolved from the winged beasts
that guarded the palaces of Egypt and Assyria. 'Seraph' in
Hebrew means the winged or fiery one. The second triad
contains powers (warriors), virtues (censers) and dominions.
Dominions are crowned angels carrying scepters, croziers or
orbs as symbols of authority. The third triad are the
messengers bpetween man on earth and God in heaven. Angels
are guardians of the innocent and the just, and they carry
wands. Archangels carry swords and orbs as warriors of
heaven and they are all saints. The four most prominent
archangels are; Gabriel the angel of Mercy who appears in the
Annunciation, Michael the warrior and judge, Raphael the
healer, and Uriel Xeeper of the Scriptures.

213 rhnis painting by Gastaldi hangs in Torino in the
chiesa parrocchiale del Sacro Cuore di Gesu. It is a large
rectangular painting (200 cm. X 300 cm.). Unlike Capello's
composition, Gastaldi has placed Jesus on the church altar
with the xneeling saint looking upward with a beautiful and
sercene face. <Capello's saint has an awkward smirk on her
face.
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Laterally across from the pendentive of the Sacre-Coeur

is Sainte-Angele et Sainte-Ursule. Again the setting is an

interior in predominately smoking greys and beiges with St.
Angela,214 dressed in the Ursuline habit, kneeling before St.
Ursula.2l5 st. Ursula in contrast is dressed in a red cloak
decorated with ermine with a blue sash. In her left hand she
holds a palm branch2l® wnile above her head lightly sketched
seraphim float on clouds. In her right hand 1is a
standard,217 seen unfurled, with a cross on top and a white
flag bearing a red cross. This emblem of victory represents

che martyred St. Ursula's victory over death. She passes the

214 gaint Angela Merici was born in Italy in c. 1474.
She founded the Institute of the Ursulines in the Northern
Italian city of Brescia on November 25, 1535. She placed the
order under the protection of St. Ursula from which was
jerived the name 'Ursulines.' Angela died in 1540 and was
canonized by the Catholic church in 1807.

215 gaint Ursula according to medieval legend was an
English Christian princess who agreed to marry Prince Conan,
1 pagan, on the condition that she must first have three
vears to visit the shrines of Christian saints. She also
insisted that Conan convert to Christianity. He agreed, and
accompanied Ursula to Rome. On their return they were

attacked in X6ln (Cologne), Germany by the Huns. Ursula's
female companions were slaugntered but she was 3iven a
reprieve if sne accepted to marry the king of the Huns. She

refused and was shot with three arrows.

Ursula usually appears dressed as a princess in
olaporate robes, crowned, holding a pilgrim's staff with a
white banner and red cCross. She is the patron saint of
chastity.

216 7The palm brancn is symbolic of triumph over sin and
Jeath and can pbe held by martyred saints for this reason.
The fact that =he palm is =vergreen gives it a secondary
symbolism as a reminder of immortality.

217 A long pole with a flag (a standard) with a red
cross is an attribute of St. Ursula.
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flag to St. Angela. This is a gesture denoting the passing
of power to the Ursuline institution. Off to the left corner
of the triangular composition is an altar with a crucifixion
and some lightly sketched architectural features including an
arch and a column. St. Angela kneels on a patterned
terrazzo-like floor which curves and recedes into the
background where St. Ursula appears seated, suspended on
clouds.

At the secondary gallery level, in the front of the
chapel above the altar and to either side of the La Ceéne,

Capello painted the virtues of Foi, Espérance et la Charité

(fig. 68) in the left pendentive and the Couronnement de la
Vierge (fig. 69) in the right. If the subjects in the other
two pendentives were determined by the particularities of the
Ursulines, these too were perhaps chosen by Capello. At
vamachiche the subject for the cupola and the pendentives had
been prescribed, or at least suggested by abbé Dorion; at
Trois-Riviéres after almost fourteen years of experience,
Capello would have been given greater autonomy. If at
Yamachiche the four virtues of the Church had been placed one
in ecach pendentive, at Trois-Riviéres they are amalgamated
into one composition. The Christian virtues; Faith, Hope and
Charity are symbolized by three women and a child. On the
left is Hope presented as a long-haired blond woman half-
kneeling, Jdressed in a olue flowing robe and holding an

anchor. The anchor was an early Christian symbol for the
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Cross; for salvation, hope and constancy. The figure of
Faith dominates the center of the composition as a standing
woman draped in blue and red, holding a cross in her right
hand and a beacon of light with the left, high above her
head. The light was associated with goodness and wisdom and
the presence of God. The bright red cloak contrasts with tne
blue dress, and the large size of this figure makes Faith a
clearly dominating image, easily discerned at the
congregational level in the nave. On the right of the
composition is a seated, smiling female figure with a baby in
her left arm, and what appears to be bread or a bag of money
in her right. This is charity seen protecting a child and
holding alms for the poor. She is draped in soft yellow
fabric. The two side figures gaze towards the center in
contrast to the figure of Faith, who looks directly at the
viewer. The tiny child, on the other hand, is preoccupied
with play. Capello has placed these virtues symbolically on
an island completely surrounded by water. The virtues of the
Church are easily associated with salvation and refuge from
evil.

The fourth pendentive shows the Couronnement de la

vierge in a triangular composition which mirrors the form of
the pendentive itself. Mary is seen kneeling on a cloud,
dressed in red with a decorative blue cloak and a white scarf
on her head. Her hands are folded in prayer as she gazes

solemnly ahead of her. Above Mary and to the left is God the
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Father in a yellow ochre robe enveloped by a light blue swag
of material, crowning her Queen of Heaven. Capello's choice
to depict God the Father is a clear departion from
traditional iconography of this event which normally shows
Christ crowning his mother. The presence of the round swag
can also be seen in the cupola of Sainte-Anne de Yamachiche
(fig. 15) although here 1t is arranged differently. In the
right corner is a figure of a winged angel dressed in a
flowing blue robe with hands folded across the shoulders.
The background, in soft yellows and greys, is filled with
clouds upon which float cherubim.

A representation by Capello of the La Cene (fig. 64)
after Leonardo, fills the semi-circular space between two
pendentives. One's view from the nave is only obstructed by
a wooden cornice, bearing a triangular symbol of God the
Father in a smaller semi-circular structure with Hebrew
script, surmounted by a gilded cross with a suspended heart.
Attached to the cross are the first three letters in Greek
for Jesus, 'IHS'. The Capello painting is a faithful copy of

Leonardo's composition of the Last Supper. There are

however, two kneeling statues of winged, praying angels in
either bottom corner of the composition which were added by
Capello (fig. 70) after Michelangelo's sculpture of similarly
kneeling angels holding candlesticks. They are beautifully
axecuted in 'grisaille' showing a transition from sculpted

tnree dimensional space into that of two dimensional space.
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They are perfectly in balance with the semi-circular cornice
and the semi-circular niche behind. The angels ground the
composition on either side, adding points of interest. Seen
from the nave, Capello's work is very convincing. The artist
once again uses touches of blues and red which heighten
interest and accentuate the decorative blue in the cornice
bearing the symbol of God the Father written in Hebrew script
~ithin a triangle of sun's rays on a blue sky (fig. 64).
It would seem from Capello's own description of his
composition in the cupola of the Ursuline chapel (appendix
n. 6a) that he was particularly proud of his ceiling fresco

La Victoire de 1'Archange Saint-Michel sur Satan. From the

nave (fig. 72) the spectator sees a dominant St. Michael in
traditional Roman centurion garb with wings spread, stabbing
a twisted falling Satan. Above St. Michael's head is an eye
enclosed by a triangle, with emanating rays symbolizing the
omnipotence of God. The tones in the fresco are
predominantly soft pinks and blues, with light red and green
n1ighlights in the draperies. Darker clouds circle the
composition in imitation of the cupola's shape, with the
jreatest clarity of color in the white clouds and bright blue
of the sky in the center. Sixteen windows flood the cupola
with light, giving the painting clarity and luminosity.
Capello's personal description of this work is unique
because no other has survived to date. In reading his

analysis of this composition, one is struck by the difficulty
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Capello had in materializing his intentions in fresco. For
2xample he describes, "L'archange S5t. Michel d'un aspect
sever sans que pour cela son angelique beauté..."218 yet St.
Michael's facial expression can hardly be described as
severe, It would seem that Capello was more successful in
portraying his angelic beauty. In a description which

appeared in the Nacelle de Sainte-Ursule by an unknown author

a similar conclusion is drawn.

Dans la voute de la coupole, sure un ciel

dtazur tacheté de legers nuages, se deroule

un combat...Se dresse le vaillant Saint Michel.

I1 est radieux sous ses traits angeliques; teint

rose, grand yeux bleus, abondante chevelure,

vétements riches et amgles, tout prete a l'archange

une grace majestueuse. 19

The angelic features are also evident in the face of
Satan, according to Capello: "La tete premiére, n'a pas encor
perdu cette beaute virile et angelique du temp de sa
glorieuse position celeste."220 It was the artist's

intention to portray the principal characters with certain

features in mind but one must not lose sight of the fact that

218 aA.y.T.R., document VII-0031-6, undated letter from
Ccapello describing his fresco in the cupola of the Ursuline
chapel at Trois-Riviéres.

219 A.u.T.R., La Nacelle de Sainte-Ursule (d8diée aux
anciennes &léves), Monastere de Sainte-Ursule, Trois
Rivieres, Imprimerie P. R. Dupont, undated [1897], p. 14.
Capello critiques this revue 1n a letter from New York on
June 11, 1897 (appendix n. 2). He notes that the name of the
'‘poure [sic] petit artist [sic]' was left out in the booklet
and that ne was responding only after gaining control of his
inger.

220 j,y.T.R., document VII-003-6 (appendix n. 6).
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literary descriptions after the fact, even by the artist
himself, do not necessarily pass scrutiny in the actual piece
of work. Capello's description of Satan reads as follows:
"Mais pale, les levres compressent et presque blanche, ces
narine dilatée indique en éxés de bile par la colere d'atre
umili€."22l The face of Satan bears a slight frown but
hardly dilated nostrils. This is an example of artistic
license. Capello goes on to say that Satan 'se tournent vers
son venquer avec un regard afreusement trist et
menassent..."222 This is not reflected in the frescu; on the
contrary Satan's face is almost very restrained. Capello
also attempted to add a little dramatic £flair in Satan's
green robe comparing it to "un serpent gqu'il entrenerait vers
une abime...."223 The spiral-like shape was no doubt
intended to show a downward fall but it also unfortunately
accentuates Capello's problems with foreshortening especially
in the left arm of St. Michael, and the twisted and distorted
legs of Satan (fig. 72). The left arm of Satan seen plucking
his hair is wider than the arm holding the lance in the
foreground. One has to ask why these technical problems
exist for an artist that successfully painted the dome at

Yamachiche (fig. 15). Could the presence of a fellow-artist,

221 1big. Please note that quotations are directly
Erom Capello's original letter bearing his grammatical errors
in French.

222 1bid.

223  1pid.
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abbe Dorion, have had an effect on the execution at Ste.
Anne's? The Ursulines seemed to have been pleased with his
work and the archivist of the day, in any case, thought
C-pello was underpaid. "Capello n'a mis que deux mois a
executer ce travail: les pendentifs (décorations murales) le
d6me et la Céne. Rien que $800. pour tant de travail,"224
It would seem that she was right in saying that two months
was a very short time for the completion of the work on the
scale of Capello's decorative program.

Ozias Leduc worked alongside Capello and Rho on this
commission and his "...apprenticeship with Adolphe Rho and
Luigi Capello, exposed him to technical methods with regard
to religious mural decoration, increased his knowledge of
traditional religiojus art, Christian iconography and exposed
him to works by European artists."225

Because Capello was not mentioned by name in the

commemorative booklet, the Nacelle de Sainte-Ursule, when the

newly renovated chapel was opened, with time people wrongly
attributed his work to other artists. In 1935 the Abbé
Georges Panneton wrote,

La décoration de la chapelle des Ursulines

ne serait pas comme je le croyais, l'oeuvre

d'Adolphe Rho. Celui-ci n'a fait, parait-il,
que certains travaux de restauration. Ainsi,

224 A.U.T.R., document III-C-2. 23-6, op. cit., 29 déc.
1896, p. 1ld.

225 g, Craig Stirling, The St. Hilaire Church Interior
Decorations of Ozias Leduc, Master's thesis, Concordia
University, Montreal: 1982, chpt. 3.
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il a repeint quelques toiles du couvent, comme
la Sainte Catherine d'Alexandrie.

L'auteur des peintures de la chapelle serait
Luigi Capello, celui qui a peint 1l'église
d'Yamachiche. Ses ouvrages ne sont pas mal du
tout. Ce sont des fresques de couleur chaude;
1'une fait penser, de loin evidement, a une
peinture de Chasseriau. (Le commerce rapproche
les peuples.)226

A few years later, in 1941 art historian Gérard Morisset
described Luigi Capello as "disgracie, nabot et bancal, n'est
pas dénué de talent. Fresquiste habile, coloriste délicat,
il orne, dans ce qu'il croit &tre le style de Tiepolo, la
coupole de 1l'église d'Yamachiche et celle des Ursulines des
Trois-Riviéres. La fresque est son &lément...."227 Morisset
was particularly incensed by the Catholic Church's patronage
of Italian artists on Italian soil and even more wrongfully,
artists of Italian origin in Quebec. He felt that in the
late nineteenth century native Quebec artists were
discriminated against in favour of Europeans. The clergy
showed, "...une admiration sans borne pour tout ce qui est
romain; un emballement naif & 1l'égard des artistes italiens
qui quittent leur pays pour venir nous précher la 'religion
de 1'Art'."228 In 1947 the fresco in the cupola "a été

nettoyé par deux artistes, S. Béatrice Lafontaine (S. St.-

226 Comm. du 2 juin 1935, by abbé Georges Panneton.

227 Gérard Morisset, Coup d'oeil sur les arts en
Nouvelle-France, Charrier et Dugal, Québec: 1941, p. 91.

228 1bid., p. 88.
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Luc), Ursuline de Trois-Riviéres et M. Roch Leboeuf."229
Capello's contact with the Ursulines at Trois-Rivieres,
and specifically with the Reverend Mother Marguerite-Marie,
was maintained until his death in 1904. On April 6, 1897
Capello sent $50.00 to the Mother Superior for the Sacred
Heart Chapel. "En retour, il [Capello] solicite les prieres
de la Commauté."230 The chronicler goes on to write that
"Capello a aidé Mére St.-Jean Berchmans23l & peindre quelques
toiles qui serviront pour les fétes."232 It is unclear at
this time which paintings these were but in the Spring, the
Ursulines received a letter from Capello dated May 2, 1897 at

which time he wrote, "Je remerci la Rev. Mére St. Jean

229 c(conversation with Soeur Yolande Lafl&che, curator
of the museum of the Ursulines at Trois-Rivieéres. The
restoration was in the form of "lavage avec un linge et un
produit special. Aucune retouche."

Béatrice Lafontaine (Soeur St. Luc) (1902- ) worked in
a studio at the Monastery from 1921 to 1975; teaching and
executing numerous projects. She had worked with Meére St.

Jean-berchmans (Cyrenne) who in turn had worked with Capello.
From 1942-46 Soeur St. Luc had attended courses at the Ecole
des Beaux-Arts in Quebec. In 1968 she had taken a tour of
museums in Europe and the Middle East, and a summer course at
the Louvie in France.

Roch Leboeuf was an employee of the Monastery and a
self-taught artist.

230 .U R., Chronigques du Monastére (1897-1905),
document III 2. 23-7 by Mere Saint-Henri (Alexandra
Saucier), le 6 avril 1897, p. 15 (19).

.T.
~C-

231 soeur St. Jean-Berchmans (Mélanie Cyrenne) 1870-
1944, was a tcacher of painting at the Monastery for Eifty
vears. Over one hundred of her paintings are housed in
Trois-Rivi2res including decorative cards, ornamental
designs, etc. She even painted on porcelain,of which a few
vieces have remained.

232 1pig.
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Berchmandl [sic] pour ses genereux remerciments, pour la
petite gravure (la barque).“233 The letter was addressed
from New York but no specific location was mentioned.
Capello noted that he had found "un peu de bon heur"234 and
"l'ouvrage que j'ai fait dans la charmante chapelle de Sacre
Coeur chez-vous, a été pour moi le oasis du desert."235 In
the same letter Capello states that "1'église de Brigport
apres avoir faite comme les autre (depuis dix ans) son
apparition, comme aussi elle est disparue."236 This rather
confusing letter confirms that Capello worked in New York but
efforts at finding a parish in Brigport ({sic] have been

unsuccessful.237

A month later Capello wrote again to the
Ursulines from New York in a letter dated June 11, 1897238 in

response to the publication of the Nacelle de Sainte-Ursule.

233 ap.y.T.R., document n. VII-0031-2 (appendix n. 2).
According to archivist Gérmaine Blais, o.s.u. it is
"possiblement le dessin d'une petite nacelle symbolisant pour
les Ursulines le voyage de Sainte Ursule a Cologne ou elle

fut martyrisée. C'est la Mere Saint-Jean-Berchmans qui
l'envoyait & Capello. Je n'ai pas l'adresse a New York."
Letter to the author dated February 26, 1991.

234 1pid.

235 1bid.

236 1bid.

237 on the chance that Capello was refering to
Bridgeport, I contacted the Diocese 1in Bridgeport,
Connecticut. Neither they, nor the Archdiocese of Boston
(Brighton, Mass.) had any information on Capello. The Center
for Migration Studies and the American Artist's directory do
not have Capello noted.

238 A.U.T.R., document n. VII-0031-3, (appendix n. 3).
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Included with the two copies of the historical pamphlet must
have been the biography239 which Rev. Marguerite-Marie had
written concerning Capello, since the monastery received his
corrections on June 11, 1897.240 Perhaps it was also at this
time that Capello sent the description of his work in the
cupola at Trois-Rivieres.24l The Ursulines received two more
letters from Capello, one originating in Turin and dated
December 10, 1898242 yjith Christmas greetings and nostalgic
reminiscences of his work at the monastery, and the other
from the Salesian Orphanage in Paris, dated August 12, 1900.
This last letter empowered the Ursulines to divulge his
location in Paris only after his death, to his in-laws in

Quebec, the Lebruns.243

3 - Easel paintings with a religious subject

On Capello's paintings in oils Gérard Morisset wrote,
" . .Devant une boite de couleurs a l'huile, il [Capello] perd
son aplomb. Et ses tableaux a l'huile (Saint-Paul-Ermite,

Saint-Rémi ot Saint-Isidore de Napierville) ont 4l étre

239 A.y.T.R., document n. VII-0031-4, (appendix n. 4).
240 A,y.T.R., document n. VII-003l-4a, (appendix n. 4a).
241 a,y.T.R., document n. VII-0031-6, (appendix n. 6).
242 5,y.T.R., document n. VII-0031-5, (appendix n. 5).

243 y.y.T.R., unnumbered, Fonds L. Capello, (appendix
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repeints."244 Although Morisset preferred Capello's
frescoes243 I believe his negative opinion of Capello's oils
must have been influenced by a prejudice towards Italian
painters and secondly by a judgement rendered on paintings
that even he admitted, were retouched. Contrarily, it is my
opinion that Capello was more accomplished as an easel
painter than a fresco painter. This is evident in his
difficulty in foreshortening space when working on a curved
space or even adjusting perspective on a flat surface.
Unlike Morisset, I feel that Saint-Rémi and the four panels

of Saint-Isidore are particularly successful. I would,

however, agree with Morisset concerning the four paintings at
St. Paul l'Ermite. They are heavily retouched. Surely one
cannot evaluate a painter on the basis of restorations done
by another artist.

Capello's knowledge of painting techniques began of
course at the Accademia Albertina in Turin under Gamba and
Gastaldi. Whether or not Capello can be judged as
accomplished as his teachers is really irrelevant in Canada
where their works cannot be compared. It must be remembered
that given the relatively small number of artists with the
academic formation of Capello in Quebec, his Italian artistic

heritage and his contacts among the religious hierarchy in

244 Ggrard Morisset, Coup d'oeil sur les arts en
Nouvelle-France, op. cit., p. 9l.

245  1pid.



104
the province, this arguably minor painter did receive some
noteworthy commissions.

If one examines Capello's easel works of religious
subjects in a chronological order, the four paintings at St.
Paul l'Ermite (1875) would be his first recorded work in
Ccanada. The decoration of the church of St. Paul l'Ermite
was closely supervised by the curé M. Huot . 246 The church
had been renovated in 1872 with the addition of a second
gallery to accommodate the additional parishioners resulting
from the annexation of the Champlain county.247 The
decoration of the interior began in September of 1874 by
Francois Archambault, 'entrepeneur', and [?] Bourgeau, a

sculptor, according to the newspaper La Minerve.248 It was

curé Huot that financed the paintings of Saint-Paul
1'Ermite's life for the sanctuary, according to local
archivist Onil Therrien: "Pour orner le sanctuaire, il [le
curé Huot] fit peindre en 1874-1875, 3 ses frais et grace a
des dons de quelgues paroissiens, quatre grandes toiles

représentant les principaux traits de la vie de Saint-Paul

246 Apbbé Louis-Joseph Huot was born in Quebec on March
1817. He studied at Ste.-Anne de la Pocatiere and was
ordinated in Montreal on December 21, 1844. He was the curé
and founder of St. Paul l'Ermite (1859-1897) where he died on
September 18, 1897.

247 vpes plans et devis préparés par le Pére Joseph
Michaud, C.S.V. architect de Joliette...", Histoire de Saint-
Paul l1'Ermite (le Gardeur), op. cit., p. 18.

248 13 Minerve, March 26, 1974.
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1'Ermite."249 Gérard Morisset also confirms the date of 1874

on one of Capello's paintings, Saint-Paul en pridre. The

problem is that Capello clearly wrote in the correction to
his biography written by the Ursuline Eugénie Lassalle
{appendix n. 4a), that he was not in Paris in 1868 but rather
"3 Paris en 1875." How can one explain this discrepancy?
Perhaps Capello made an error and chose not correct it, or
perhaps the date was added later by a restorer who had
misread the original. One can assume that Morisset saw it in
1938 when he wrote "sign€ et daté en bas a gauche: CAPPELLO
pinx 1874."250 This problem with dates, unfortunately, makes
the exact time of Capello's arrival in Canada less precise.
The other three paintings are also signed by Capello and
dated 1875.

If one studies the architectural bays in the apse of St.

Paul, Capello's paintings were conceived to fit exactly into

249 cCchristian Roy and Onil Therrien, op. cit., pp. 18-
19. No footnotes are given to this passage by the authors
and access to church archives were denied to the author by
the curé. According to Morisset, "il [Capello] logeait au
presbytdre et travaillait pour sa nourriture..." I.B.C.,
Fonds Gérard Morisset, Notes prises au cours de 1'ét€ 1938 by
G. Morisset et J. Bazin. This quote has been impossible to
substantiate, although Onil Therrien agrees. According to
Morisset and Bazin in the same source, "Les tableaux qu'il
[Capello] a faits ont été payés avec l'argent de l'abbé
Fortier et de certains paroissiens...” According to the
archivist Monigue Monbrillant at the Archdiocese of Montreal,
abbé Fortier was not at St. Paul 1'Ermite and she thinks that
Morisset made an <error. She confirms abbe Huot as the
sponsor ©of the commission. Archivist Onil Therrien of St.
Paul l'Ermite also believes Morisset was mistaken.

250 1.B.C., Fonds Gérard Morisset, dossier Luigi
Capello, (Saint-Paul 1'Ermite 1874), p. 12372.




S -

106
the framework specifically designed for their reception.
There are seven long rectangular elements behind the altar.
Early photographs of the sanctuary (fig. 73) show that in the
apse the paintings were the length of the two niches that
contained windows. The sequence from left to right was

Saint-Paul faisant 1'aumdne25l (1875), then Saint-Paul Ermite

en priére252 (1874), separated by a window, then a painting
directly on the wall showing a landscape and clouds (which
was painted over during the 1980 renovation), Visite de

Saint-Antoine a Saint Paul (1875), another window and ending

with the painting La Mort de Saint-Paul Ermite (1875). The

four paintings of St. Paul's life and the backdrop fresco
were 1l4' X 6" in height and 5' X 8" in width with a semi-
circular top determined by the wooden decorative frames of
the apse which were repeated seven times. The windows had
pointed arches which were reflected in the solid decorated
plaster in the bays (fig. 74). By 1981 (fig. 76) these wall
decorations were painted over in white and the background
painting which had been directly behind the altar had
disappeared. The statue in the original church (fig. 73) was
that of St. Paul with lowered arms, and with radiating rays
behind him. In the next renovation (fig. 74) the original

statue was replaced by St. Paul with raised arms and a halo

2 a .
251 jumdne - alms in French

252 rhe name of Capello's paintings at Saint-Paul
L'Ermite follow Gérard Morisset's notes.
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of electric bulbs. Eventually this halo was replaced
(fig. 75) and the statue was removed entirely by 1981
(fig. 76). A new, modern crucifix hangs in its place today.
It is not known if Capello had painted the scenic panel
for the apse, but it is entirely possible.
If one accepts the date of 1874 on the painting entitled

Saint-Paul Ermite en priere (fig. 78), it would have been the

first one painted by Capello signed with two 'p's' (fig. 77).
The sequence of the four episodes in St. Paul's Llife begins

logically with Saint-Paul faisant 1'aumdne (1875).253 1In

Capello's painting St. Paul is pictured as a boy of
approximately fifteen years, dressed in a white tunic with a
red cloak held by a gold pin on his right shoulder (fig. 78).
He wears Roman sandals and above his head is a golden halo.
In an interview, the restorer of the four Capello paintings,
Gabrielle Ayotte—Lalonde,254 said that very little was left

of the original face of the saint when she was given the

253 according to the legend recorded in the writings of
St. Jerome entitled Life, St. Paul was born of a rich family
in Thebais, in the district of Thebes (Luxor) in Upper Egypt
in 229 A.D.

254 Mrs. Ayotte-Lalonde was interviewed by the author
on March 9, 1989 at her home in St. Eustache. She stated
that the Capello paintings were removed from the sanctuary at
St. Paul l'Ermite in the 1930's and stored in the attic of
the church in long rectangular square folds (noticeable on
the paintings =ven today) (fig. 81l). Onil Therrien,
archivist at the church, in a telephone conversation with the
author on February 15, 1989, said the paintings were removed
in 1960 during renovations. 'One had to trample on them to
reach the lights of the church." Mrs. Ayotte-Lalonde also
noted that when she unrolled the canvases, large stains from
broken wine bottles were evident.
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paintings for restoration in 1980.253 According to Ayotte-

LLalonde

Ils [les tableaux] étaient en lambeaux en
si mauvais état, personne ne voulait les toucher.
Ils ont &té remisé sans les rouler et plier comme
des draps pendant trent [sic] ans et sa [sic]
donnait des carreaux, des plis de toutes sortes,
de plus la vermine en avait manger. Il y avait
des trouz ou je me passais le bras et la peinture
tombant comme du sable. A plusieurs endroits il
n'y avait rien.
Heureusement & certain[s] endroit(s] il y avait
des traits noirs (equisses) comme point de repaire
et j'ai fait de mon mieux. J'ai travaillé au pouce
carre sans trop en mettre pour conserver l'autenticité
[de] Capello. On me_les a apportés 4 mon atelier,
cela a pris 10 mois.

Given the extent of the restoration one has to proceed
cautiously in any discussion of Capello's palette or

technique in these paintings. An examination of the

255 In a letter dated November 17, 1980 from curé Jean-
paul Lebeau and Onil Therrien (marguillier) a regquest was
made to the ministére des Affaires Culturelles, M. Bernard
Ouimet "...nous vous adressons une requete relative a la
restauration de quatre fresques [sic] datées et signées Luigi
Capello [sic], peintes durant la période 1874-1875."
According to Onil Therrien there was little interest shown by
the ministry to have Capello's paintings restored. Mrs.
Ayotte-Lalonde said in a conversation with the author on
February 15, 1989 that she felt it was because he was ltalian
in origin. Eventually the restoration was financed by the
allaire family in the community. The commission was first
offered to Gabrielle Messier, a student of Ozias Leduc, but
she declined and recommended Mrs. Ayotte-Lalonde who had
studied at the Beaux-Arts in Montreal.

256 [etter from Mrs. Gabrielle Ayotte-Lalonde to the
author dated March 4, 1989. The painted column supporting
the portico had cracked very badly and was very dry.
Gabrielle Messier had informed Ayotte-Lalonde that Capello
had painted on linen used for sails without an undercoating
of gesso, to cut costs. Perhaps this can also account to
some extent for the deplorable condition the paintings at St.
Paul were tfound in.
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composition and iconographic details, however, is entirely

valid. In continuing the analysis of Saint-Paul faisant

1'aumbne, one can remark on the presence of a large black
slave carrying a chest, the 1lid of which is slightly ajar.
Given St. Paul's place of birth in Upper Egypt (which
bordered the Sudan), this is a very plausible figure. The
setting of this painting is a mixture of both Roman and
Middle Eastern elements. The soldier dressed in Roman garb,
stands under a columned portico facing away from the beggar.
Above him on a balcony (fig. 80) is a stone plaque in bas-
relief depicts a Roman soldier riding a chariot pulled by two
horses. On the balcony are two figures: a man and a woman
looking down at the scene below with St. Paul. The small man
with curly dark hair is said to be a self-portrait of
Capello.257 "Cappello s'est portraituré dans le jeune homme

qui se penche & la balustrade,"?58 according to Gérard

257 When Ayotte-Lalonde asked Gabrielle Messier why
Capello appeared so short, she was told that it was because
he was a hunchback. She was also told by Messier that the
female figure beside him was his wife, Marie-Louise Lebrun.
This was an impossibility since Capello only married in 1881.
This fact was mentioned by Gabrielle Messier in a letter to
the author datad April 1, 1989 and verified in the marriage
registry of the City of Montreal. This painting was clearly
dated 1875 to the right of St. Paul's left foot.

258 1.B,C., Fonds Gérard Morisset, dossier Luigi
Capello, (St. Paul l'Ermite), p. 12373. Morisset cited a
conversation he had with the curé, the abbé Pierre Paré on
September 13, 1938 who told him that this was a self-portrait
by Capello. No mention of this is made in the article which
appeared in the L'Opinion Publigue of November 9, 1876 on p.
506 that stated only that "...ces deux serviteurs, placds sur
le balcon du chiate=au..." p. 506.
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Morisset. There is some confusion as to the identity of the
female companion on the balcony pointing down and holding a
large elaborate throw with a scene of a Roman temple and
three pedestrians in togas. Perhaps the woman is Capello's
sister Emerenzia.?59 cCcapello and Marie-Louise most likely
only met in 1875 when Capello took up residence at the Lebrun
boarding house in 01d Montreal. 260
The upper third of the sky behind the figures, according
to Ayotte-Lalonde, had to be entirely repainted from an
original tiny corner. Her technique was to use copious
amounts of oil on the original paint to determine Capello's
colors. Then she repainted with a mixture of equal parts of
turpentine and oil paint. She admitted to adding plaster of
Paris to make the oils dry faster. She stated that had she
used heavy oils as Capello had done the paintings would have
cracked when they were unrolled at the church to be rehung
(1981).261
The original pointed nose of Capello's [?] companion on

the balcony was altered by the restorer to "make her better-

259 see chpt. I, footnote 25.

260 r"Marie-Louise avait une maison de pension, Ozema et
adelia Leduc é&taient couturiéres, habitaient cette pension,
Jzias Leduc aussi. C'est comme cela Luigi Capello habitait
aussi cette pension avec [sic] son mariage." Letter from
Gabrielle Messier to the author, dated February 21, 1989.
Marie-Louise Lebrun was Ozias Leduc's cousin since their
mothers were sisters (the Brouillettes).

261 Inverview with Ayotte-Lalonde, March 9, 1989.
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looking."262 The leaves that can be seen cascading from the
balcony were re-done by the restorer using Capello's
underdrawings, which were still evident. The original
greenery had been described as "la verdure qui encadré si
bien le sujet, rejouit la vue et indique l'habileté de
l'artiste,"263 According to Ayotte-Lalonde, Capello used a
black outline with what she compared to " un crayon de
feutre" to sketch the leaves and a heavy black paint in other
palces to sketch the figures and architectural details.

To the left of St. Paul is a group of people with the
greatest emphasis placed on the beggar that kneels at the
saint's feet. Behind him is a woman "a l'italienne
décolletée,“254 in a blue dress with a child. Tradition
identifies her as Capello's mother. Morisset noted "la dame
en bleu serait la mére de l'artiste."265 1n a letter to the
ministére des affaire culturelles, curé Lebeau says "se
serait lui-meme [Capello] peint sur une de ces toiles ainsi

que sa meére et quelques autres personnes de St. Paul l'Ermite

262 71pid. Photos of Marie-Louise Lebrun reproduced in
Laurier Lacroix's catalogue, Dessins inédits d'Ozias Leduc;
Ozias Leduc the Draughtsman., Concordia University, Montreal:
ill. 9, p. 29, shows a woman with a round nose which further
calls into question the identity of Capello's companion on
the balcony as being his wife.

263 L'Opinion Publique, November 9, 1876.

264 According to Ayotte-Lalonde

265 1.B.C., Gérard Morisset, dossier Luigi Capello, p.
12373.
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venues le voir travailler."266 If this is true, perhaps the
faces in the crowd are those of parishioners. The beggar in
the painting was heavily restored, with traces of white tunic
on his knee (observed by the author in photos taken by
Ayotte-Lalonde when the painting first arrived in her
studio), entirely absent in the final re-painting. The knee
apparently had to be entirely re-done, as was the treasure
chest, the saint's cloak and the soldier's leg. Behind the
column stands a half-hidden Roman soldier in uniform.

The crowd is completed with a woman in a turban, and an Arab
in traditional dress. The blend of 'Italian' (i.e., Roman)
and Middle Eastern elements is also reflected in the setting,
with contained Roman architecture and a Roman statue in the
garden filled with lush greenery and a palm tree to place the
event firmly in Egypt. Capello used the receding lines of
the stones in the road to foreshorten his space but the
disproportionately small figures on the halcony are awkward.
The man and the woman would have had to have been children to
fit the space logically.

The second painting in chronological sequence depicts
St. Paul as a hermit in the desert kneeling in prayer: Saint-

Paul en priere (1274?), (fig. 78). According to legend, St.

Paul had 2scaped at the age of fifteen to the desert to avoid

parsacution as a Christian during the purges of 249-251 at

265 [otter to Minister Bernard Ouimet from curé Lebeau
and Onil Therrien dated November 17, 1980.

=~ I
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the hands of the Roman Emperor Decius. He devoted himself to
a life of absolute solitude in prayer and penitence, living
in a cave next to a palm tree by a source of pure water. He
lived there, according to legend, for ninety years without
speaking to anyone. In Capello's painting St. Paul is seen
kneeling, dressed in a red robe with a golden halo above his
head. The identifying attributes of the saint are present in
the cave: the palm and the crow which was said to have
brought him a half loaf of bread everyday. The large rock on
the right side of the painting and thé mountains 1in the
background had only barely survived in outline before the

final restoration, according to Ayotte-Lalonde.

The third painting, Visite de Saint-Antoine a Saint-Paul

(1875) (fig. 82) shows the meeting of the two saints in front
of the cave. St. Anthony according to legend was guided to
St. Paul's location by a centaur and a satyr. After three
days he arrived only to be shunned by a distrustful St. Paul.
Capello chose to picture them in an embrace, in disregard (or
perhaps unknowing) of this detail of the legend. At this
time St. Anthony would have been ninety years old and St.
Paul, one hundrad years of age. They appear painted by
Capello as bent and balding with St. Paul bearing a

remarkable similarity to the figure of Atala?67? in Gastaldi's

267 watala, petit roman de Chaiteaubriand (1801) épisode
détaché du Géni= du Christianisme...La scene se passe dans
1'Amérique du Nord. Chactas, fait prisonnier par une
peuplade ennemie de la sienne, a été condamné a &tre brulé.
Atala, fille du chef ennemi, devient amoureuse du prisonniar
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painting entitled Atala?®8 (1862) (fig. 26). The features of
the face are identical, as are the long hair, the beards, and
the unraised arms. The woven blanket under the dead Atala
with an angled-cross, are not unlike the cross behind St.

Paul's head in Capello's last painting, Mort de Saint-Paul

Ermite (1875) (fig. 83). Capello was at the Accademia
Albertina in 1862 when Gastaldi exhibited this painting and a
lithograph copy was made.269 Possibly Capello made a sketch
of this work or possessed a printed copy to refer to for his
own painting. St. Paul is half-dressed, wearing only a woven
garment made from the only source of material in the desert,
the palm. This piece of clothing is another identifiable
attribute of St. Paul. St. Anthony's pilgrim's cane lies
beside a rock and above their heads in the tree is a crow

holding a loaf of bread.270 One of the miracles witnessed by

et s'enfuit avec lui, mais élevée dans la foi Chrétienne, se
croyant condamnée 3 rester vierge, elle s'empoisonne. Le P.
Aubry, missionnaire, qui a regu sa confession, aide Chactas a
l'ensevelir." Dictionnaire Larousse du XX sieécle, tome I,
Librairie Larousse, Paris: 1928, p. 408.

268 Ardrea Gastaldi exhibited this painting at the
Promotrice di Torino and sold it for 3000 lire to the
Ministero delle Finanze. It was reproduced in a lithograph
by F. Perrin and Gran Didier for the album of the Promotrice
in 1862 that accompanied the exhibit. The painting was alsc
exhibited in Dublin (1865), Parma (1870)...For more
information see Rosanna Maggio-Serra op. cit., p. 202 and p.
211.

269  1pid.

270 The legend of St. Anthony's visit became a popular
cult in central Europe, especially in Hungary from th«
thirteenth century. The crow with the bread was symbolic of
the Eucharist bringing food to the soul. "Paulus et Antonius
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the two saints was the appearance of the crow that had
nourished St. Paul for sixty years, display a full loaf for
the two saints to eat instead of the regular half-loaf.

Capello has placed the two saints one-third of the way
up the canvas to create an illusion of distance. The
receding space is accentuated by hazy blue mountains which
reflect the blue of *he sky. "Puis la vue d'une partie de la
grotte, et cette fontaine jaillierant d'un rccher et formant
un ruisseau, toutes ces choses reunis font de ce tableau une
peinture qui enchante."271 Unfortunately, by 1980 this
painting, according to Ayotte-Lalonde, was in an advanced
stage of decomposition like the others. The crow's wings
were missing and the palm tree had to be entirely re-painted.
The rope around St. Anthony's waist was very faint, as were
his robe and cane. A large hole protruded under the cloud to
the right of the painting and this work, more than any of the
other three, had numerous holes where mice had eaten through.
St. Paul's knee was missing entirely and nis left foot had no
depth left due to lack of tonality in faded paint. Ayotte-
Lalonde admits to an extensive program of re-painting to give
this canvas a semblance of the original. She added varnish
to the paint to make the new oils look like the old ones that

were still discernable. The entire bottom half of St. Paul's

frequerunt panem in deserts." Dictionnaire historique des
saints, Société a'édition de dictionnaires et encyclopédies,
Paris: 1964, p. 300.

271 L'Opinion Publigue, November 6, 1876, p. 506.
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woven vest was missing and had to be redone. The last

painting by Capello was Mort de Saint-Paul 1'Ermite (1875)

(fig. 83) depicting the dead St. Paul frozen in an attitude
of prayer. After living with St. Anthony for thirteen years,
St. Paul received a premonition of his impending death. He
requested that St. Anthony bring him the cloak given to him
by Saint Athanase the Great, of Alexandria, so that he could
be buried in it. When Anthony was returning from his
mission, he saw a vision of two angels carrying St. Paul's
soul to heaven and indeed upon his arrival, he found St. Paul
already dead, his body in the position of prayer, at the
mouth of the cave. Miraculously two lions appeared to help
St. Anthony dig a grave.

Capello's last painting was a composition depicting this
final stage in St. Paul's 1life. Capello had chosen to show
the eye of God in a triangle emitting rays to the dead saint.
This eye, according to the restorer, had to be painted in
because only an outline existed. St. Anthony bearing the
blue cloak of St. Athanase required facial features and St.
Paul himself was missing both knees (fig. 84). The lions in
the foreground also had to be re-painted to give them faces
because in some places Ayotte-Lalonde found only £five-inch-
square pieces remaining of Capello's original work.

The composition of this last painting shows a dominant
figure of the suppliant saint gazing up to heaven, his arms

raised in prayer. St. Anthony on the left, seen to be
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slightly below to emphasize his secondary position, clasps
his hands in awe with his face revealed only in profile. The
lions in the foreground are large and fierce-looking in what
is perhaps an overly distracting manner.

This series for St. Paul 1'Ermite?72 was Capello's
introductory commission and from the tone of a newspaper
review of the day, it was well-received.

"LYartiste italien, monsieur Louis Capello

demeurant a Montreal, qui a fait les fresques

de cette eglise, doit etre fier de son ouvrage,

et peut experer, en meme temps, le succes gu'il

merite a si juste titre. Nous lui souhaitons

d'etre mieux connu, car alors assurement, il sera

encourage.

As a result of the successful completion of the
commission at St. Paul 1'Ermite, cure Huot asked Capello to
do a large portrait of Pope Pius IX which can be found today
at the College de 1l'Assomption. Perhaps also through his
acquaintance with Capello (they lived together at the same
boarding nouse), Czias Leduc was asked to do the frescoes
depicting the cherubim in the apse in 1892 at Saint-Paul

l'Ermite.274

272 an example of St. Paul (fig. 85) was found in R.

Gentilucci's book Il Perfetto Legendario - ovvero Vite de
Santi per ciascun giorno dell'anno ornato ed arricchiti di
altrettante tavole dall'acquarello, Roma: 1844, vol. V - "S.

Paolo," p. 102, in tne library of the Accademia Albertina.

273 L'Opinion publigque, November 3, 1876, p. 506.
Interestingly the last sentence quoted here was not included
in Gerard Morisset's notes in the I.B.C., p. 12375.

274 Ayotte-Lalonde remembers Gabrielle Messier telling
her that Ozias Leduc recounted to her how the cure had asked
him to paint nice angels with beautiful faces and not
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For the next ten years, Capello's paintings of religious
subjects on canvas were single commissions for the 'maitre-
autels' in churches outside the island of Montreal. A year
after the work at St. Paul l'Ermite, Capello secured a

commission for a painting of Saint-Alexandre (1876) (fig. 86)

for the church of St. Alexandre in Kamouraska county, Quebec.
Given the sizeable distance of this community from Montreal
(approx. 500 km), perhaps this painting was ordered by proxy
through a close network of curés from Capello's studio in
Montreal.273 Although it is impossible to prove, it would
seem that Capello could easily have painted the work for St.
Alexandre and had it shipped. Otherwise the expense of going
to St. Alexandre for the $160.0027% that he earned is
questionable.

The painting of Saint-Alexandre (fig. 87) is positioned

centrally on the wall behind the 'maitre-autel' between the

paintings of l'Immaculée-Conceotion (£ig. 89) and

l'Apparition de Notre-Seigneur a Sainte-Marguerite-Marie

(fig. 90), both of which are reproductions executed by the

monkeys. These frescoes were painted over by a heavy layer
of white paint during the renovations in 1960.

275 cCheck appendix n. 16 for a listing in Lovell's
Montreal Directory. In 1876 Capello's moved his studio from
54 MNotre-Dame to 97 Jacques Cartier.

276  aArchives de la paroisse de Saint-Alexandre,
Administration de la fabrique - livre de comptes recettes et
dépenses (1B75-1905), le 12 mai 1876 "payé tableau de St.
Alexandre 160." (B.3.132)
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Religieuses du Bon-Pasteur?’/7 in 1875.278 rhe parish of 5t.
Alexandre had been established in 1850, with the Ffirst mass
celebrated in 1851. Church records describe the difficulty
in raising money from the surrounding farm community for the
construction and decoration of the church. Many farmers paid
their share in labour or in farm produce which was sold to
raise money. The sacristy and the presbytery were only
completed in 1866 and with curé Clovis Roy's direction,
attention was finally given to the decoration of the
interior. The tabernacle and the pulpit were the work of
Sabas Thibault. The style Thibault chose for the decorative
details was Roman, "suivant les plans et les goﬁts de Messire
le curé."279 1n actuality the 'mattre-autel' at St.
Alexandre was a replica of the large altar of the Basilica of
Quebec, sculpted by Frangois Baillairgé in 1797. The
original model adapted by Baillairgé was a miniature of St.
Peter's in Rome, with its cupola and facade. Sabas Thibault
also prepared the decorative mouldings for the paintings.

Into this classic Roman-styled church both the subject and

277 For more information sz:e, Saint-Alexandre de
Kamouraska 1852-1952, Société historique de Kamouraska,
Publication de la Société historique de Kamouraska, Sainte-
Anne-de-~la Pocatieére: 1©F juillet 1952, p. 46.

278  Archives de la paroisse de Saint-Alexandre, Comptes
de la fabrigue en 1875 (dépense), "acompte aux Soeurs du Bon-
Pasteur pour les tableaux (du choeur) $100."

279 rpbid., Notes historiques du 11 juillet 1982 by Lyne
Deschines, Suzanne Lapointe and Denis Samson.
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the execution of Capello's painting fit perfectly.280
Slightly off center, dressed in a red tunic and adorned by a
mitre, stands St. Alexander28l on the stairs of what could be
a church. He points to heaven with his right hand and holds
a bishop's crossier with his left hand. Behind him are five
other bishops clothed in more muted colors of beige-orange.
The scene is definitely Middle Eastern, with a minarsat
dominating the blue sky and a gathered crowd dressed 1in
flowing robes. Capello no doubt wanted to establish the
setting as Constantinople but he possibly forgot that Islam
began in the 600's and St. Alexander was alive in the 300's.
The costuming of the clergy in Capello's painting is also
Roman Catholic in tradition and not Eastern Orthodox.282 st.
Alexander seems to stare out into a plane beyond the painting
as though there could be a crowd directly in front of him
which is implied, but not seen. The decorative details of
the lace at his throat and in the fine transparent material

above his knees, shows Capello's mastery of painting

280 gt. Alexander stands on a grand staircase similar
to Caliari's painting entitled Il Cristo della moneta
(c. 1869) at the Accademia's gallery, fig. 88.

281 st. Alexander of Constantinople (313-333) gained
prominence at the First Council of Nicea in 325.

282 1 have concluded that Capello did not have
Alexander Sauli (1534-1593), (Bishop of the Corsica Diocese
of Algeria) in mind because of two factors: he was canonized
in 1904 and this painting dates to 1875, and the presence of
the Middle Eastern clothing in the congregation. Considering
that Alexander Sauli was transfered to Pavia near Milan,
close to Turin, at first it would seem logical that Capello
would have portrayed a saint from Piedmont.
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techniques. Above St. Alexander's head fly a symbolic
threesome of doves, a representation of the doly Trinity.
The Bishop, located directly behind St. Alexander and in
conversation with another priest, has a particularly
successfully rendered face and beard. Capello's composition
in this painting (fig. 86) is based on a series of diagonals
which begin in the bottom right corner and recede into the
canvas from the figure of the saint, to the hanging element
of the fort, and finally end at the minaret. The use of
architectural elements such as the stairs, place the saint
above the crowd, thereby giving him importance and
foreshortening space in the painting. Capello was familiar,
from his academic training and observation of other artists,
with the principles necessary to achieve a harmonious
composition. The ensemble of Capello's painting and the two
others by the Soeurs de Bon-Pasteur (figs. 89 & 90) form a
triangular ensemble against white pilasters and a cornice
with gilded architectural elements which catches and reflects
light. The visual effect is one of classic balance and
restraint. The gilded frames set off the dark oil paintings
behind a golden, sculpted, tabernacle which dominates the
apse. According to the present—day283 curé Dube, Capello's
painting was recently re-varnished but no other details

concerning this work have been located. It is only by

283 conversation between the autaor and curé Dube took
place on April 5, 1989.
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secondary sources that we know that this unsigned and undated
painting is attributed to Capello.

In December of 1876, Capello was mentioned in the church
records of the small farm parish of Saint-Rémi, near
Napierville, Quebec. He had made a bid to "peindre et
décorer la voite de l'église...pour la somme de deux mille
cing cents piastres."284 In the deliberations of the
'marquilliers' it was evident that they found the price too

steep.

La Fabrique emploierait pour cela la somme

de mille piastres...est revoquée et annulée...

Les Syndics...se décident & faire exécuter les

autres travaux de peinture, aux gquels ils sont

obligés, par le méme peintre, le sieur Louis Capello,
artiste de Montréal, n'a pas été remplie, par

les dits Syndics, qui refusent d'employer le dit g5

Sieur Capello pour les dits ouvrages de peinture....®
The following year on February 25, 1877 the 'marguilliers’
met again and the decision read:

L'on fera peindre la voite et les boiseries

du fond du choeur de la dite église de St. Rémi:

la Fabrique emploiera pour cette fin la somme de

cing cents piastres:...et passer contrat pour les

dites ouvrages de peinture avec le Sieur Napolécr
Carridre peintre de Longueuil, qui offre de faire

les dits ouvrages a la satisfaction des dits
Marguilliers et de fournir des bonnes et valables
conditions....286

Capello was obviouslv outbid by a local artist who was

willing to do the job tor 2000 piastres less. 1In small rural

284 Archives de la paroisse de Saint-Rémi, Livre de
comptes (1876-77), p. 260.

285 1bid., p. 263.

286 Ibid., Livre de comptes, February 25, 1877, p. 264.
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communities money was less readily available for the non-
essential elements of the church and it is possible that
Capello felt his experience and expertise commanded a
substantial price. In this case, a native Quebec artist was
given the commission.287 In actual fact, church records
indicate that Napoléon Carriere was paid $48.50 on February
25, 1877 and another $750.00 on December 15, 1878. An
additional sum of $535.00 was given to Carriére on February
25, 1877.288 The parish did however decide to replace the
painting in the 'maltre-autel' on April 29, 1877 and it was
agreed that they would "...faire peindre un tableau de Saint-
Rémi pour le maltre-autel en remplacement de celui qui y est
actuellement, et a employer la somme de deux cent piastres
pour l'exécution de ce tableau."289 The total finally paid
to Carriére therefore was $1333.50 and not $500.00.
Capello's asking price had been approximately $500.00 more.
Capello was paid $151.50 "pour le tableau de St.
Rémi...balance $60.00...."290

In my opinion Capello's painting of Bapt2me de Clovis

287 Napoldon Carriere is not listed by J. Russell
Harper, op. cit.

288 1bid., Livres des dépenses de la fabrigue Saint-
Rémi (1876-1877), article 5, p. 283, article 3, p. 286, and
article 9, p. 292.

289 Archives de la paroisse de Saint-Rémi, Livre de
comptes, April 29, 1877, p. 263.

290 1bid., April 29, 1877, article II, p. 283 and
article VIII, p. 292.
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par Saint-Rémi (1877) (fig. 91) is one of his most

accomplished works. This large painting which measures 10' X
6' is signed 'CAPPELLO inv. et pinx 18(2)'. The date 1is
partially hidden by an elaborate gilded rectangular frame
with a curved top which mirrored the ornately corniced niche
where it fits perfectly. The engaged white columns with
gilded Corinthian capitals framed the painting, making it the
focus of the congregation's attention and not detracting from
its importance. The entire decorative program of the apse
gives emphasis to the 'piece de résistance': the Capello
painting. Even the sculpted 'maitre-autel' featuring a three-
niched classical church facade, with a gilded dome, is small
enough to permit an unobstructed view of the painting

(fig. 93). Prior to 1917 three wooden, polychromed statues
of St. Frangois-Xavier, St. Rémi and St. Joseph Calasanz by
Berlinguet stood on niches on either side of the apse at the
gallery level.?91

The subject of Capello's painting is the baptism of

291 vwpe grands travaux changeérent l'apparence de
l'église. En 1917 on changea les bancs, on enleva les
balcons latéreaux pour en faire un portique en pierre a
l'avant de 1'église. Finalement, en 1961 on envela le balcon
arri@re pour y installer les actuels. Francine Lacaille-
Laberge and Marcel Chaine, St.-Rémi - 150 ans d'histoire,
Napierville: 1980, p. 28.

The three statues by Berlinguet which measured
aporoxlmatelv five feet in height, were removed to the Musée
du Québec, Québec.
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Clovis,292 king of the Franks, after the battle of Tolbiac293
c. 498,294 by St. Rémi, 295 the Archbishop of Reims. As
reported by Grégoire de Tours:

Quand il [St. Rémi] est entré dans le
baptistére, le saint de Dieu lui dit de sa
bouche éloquente: 'Courbe doucement la téte,
Sicambre ,Clovis]; adore ce que tu as bralé,
brile ce que tu as adores." Donc le roi, ayant
confessé Dieu tout-puissant et une Trinité,

fit baptisé au nom du Pére, du Fils et du
Saint-Esprit, oint du saint chréme, avec le
signe de la croix du Christ. De son armée,

on baptisa plus de trois milles hommes.

The dominating figure, wearing a mitre and a long golden

robe, pointing to the baptismal font, is St. Rémi (fig. 94).

292 clovis, king of the Salian Franks was born c. 466
in Tournai (now Belgium) and died in Paris in 1511. He
succeeded his father as a Frankish chieftain in 481 and by
494 had conquered all of Northern Gaul. He expelled
Syagrius, the last Roman, from Soissons, and took Alsace and
the Palantine from the Alamanni (the French and Spanish words
for Germany -'Allemagne' are derived from their name). He
became a Christian in c¢. 498 in a mass baptism with his
warriors (seen in Capello's painting). After defeating the
Burgundians and driving the Visigoths from Toulouse, Clovis
established his capital in Paris. Shortly before his death
he presided over a Church Council, and promulgated a set of laws.

293 fThe Battle of Tolbiac, also known as the Battle of
Zulpich, was king Clovis I's victory over the Germanic
peoples known as the Alemanni (Alamanni or Alamani) in c. 498.

294 other possible dates are 496, 499, or 506.

295 gt. Rémi was a bishop for 60 years, who according
to Grégoire de Tours was a man of science and gifted in
rhetoric. He was born in Reims, France in 436 and became
bishop at 22. According to legend, a dove representing the
Holy Spirit brought from heaven a container of holy oil with
which St. Rémi baptized Clovis I in c. 498. This wviale of
oil never emptied according to lege' ° and was housed at the
Abbey of St. Rémi in Reims which was destroyed during the
French Revolution.

296 pictionnaire des Saints, oo. cit., p. 326.
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His Ffacial features are similar to the bishop that stood
behind St. Alexandre (fig. 86). Capello gives his principal
characters classical high foreheads and long thin noses,
features that were emphasized in the academic artistic
education anéd evident in the work of both Gamba and Gastaldi.
Kneeling before St. Rémi in a posture of piety is Clovis I,
easily identified by his blue cloak decorated with fleur-de-
lys. His crown, denoting his worldly role as King of the
Franks, is held by a pagz, as Clovis with head bowed gazes
downward in humility before St. REmi and the celestial power
he represents. A large group of soldiers dressed in armour
is pictured by Capello witnessing the baptism of their king,
and, symbolically of all the Franks. The presence of spears
and a banner behind the scene and to the right, are
contrasted with the presence of only a cross and the bishop's
crozier on the left. This emphasizes the power of one bishop
over the scores of warriocrs supposedly carrying potentially
menacing arms. The serene mood of the painting reiterates
how secular powsr, represented by Clovis, submits to
ecclesiastical power, represented by St. Rémi, willingly and
with appropriate decorum.

The composition is very rich in color and a variety of
architectural details. Capello has clearly set the scene
inside a cathedral with large stone columns and a patterned
marble or stone floor. The richly decorated carpet around

the font makes a symbolic cross, adding color and interest to
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the setting. Notice the slight fold in the carpet under the
first step (fig. 95). This small feature demonstrates that
Capello could add a touch of imperfection to the scene,
reminding us of the presence of humanity. There is also an
attempt by Capello to wvary the facial expressions of the
soldiers. By far the most beautiful face is reserved for an
unidentified female saint (fig. 96) wearing an elaborate
crown and cloak. The presence of a halo above her head
pronounces her as a saint and her rich jewellery suggests
royalty.

Capello's painting techniques in Le Baptéme de Clovis

par Saint-Rémi, are varied and skilful. The face of the

three major personnages are beautifully drawn and executed,
and the various metals, furs, cloth and stone that Capello
had to portray are well-donz.

This work was very well-received, as is evident in the
review it was given by La Minerve dated September 13, 1877.

Un Beau Tableau - nous sommes allés voir hier

% 1'8vache un magnifique tableau a l'huile de

la composition de M. Luigi Capello, artiste de
Montréal. Le sujet est le Baptéme de Clovis,

par St. Rémi aprds la bataille de Tolbiac.

Les personnages ont ét&é groupés d'une maniére
véritablement artistique. Les effets de lumiére,
les demi jours, la perspective et le coloris ne
laissent rien a désirer. Le tablean fait honneur
3 M. Capello qui a révélé son talent d'une
manidre &clatante. Cette toile a &té expediée
hier soir & St. Rémi, ou elle doit &tre exposée
au-dessus du maitre autel de l'église
paroissiale.

297 La Minerve, September 13, 1877, p. 2.
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Capello had chosen to have this painting shipped to the
parish, probably from his studio at 97 Jacques Cartier in 0ld
Montreal.

The painting was lithographed by Joseph 1'Hérault,298 3
professor of drawing at the Jesuit College of Sainte-Marie in
Montreal (1872-188l1). Capello replaced Hérault in this job
in 1881, and held the position at the College until 1887299
when he, in turn, was replaced by Ernest Brégent.300

As with any artwork, it is difficult to attest to this
paintings originality and, as we have seen in other work by
Capello, consideration must be given, in judging his work, to
the degree of restoration. From 1980 until the present the
painting has not been altered, as attested by curé Gérard
Régnier,

.. .Durant le temps que j'é€tais curé a Saint

Rémi c'est a dire du mois d'aolit 1980 au mois

d'aoilit 1986, il n'y a personne qui a touché le

tableau: Bapt@me de Clovis par Saint-Rémi. Méme

en 1981, quand on a fait le ménage de 1'église,

c'est a dire: laver, réparer et neinturer

l'intérieur, en aucun temps les travaillants ont
Y . - » 3
eu a toucher en question. Ce n'était pas inclus

298 Mention is made of this lithograph in La Minerve,
November 26, 1877, p. 2 but it has yet to be located.

\299 Archives of the Compagnie de Jésus & Montréal,
College Ste-~Marie (Montréal) année académique, 1880-1887
gives a prospectus and a list of students.

300 Ernest Brégent (act. <. 1874-80) Painter. Worked
on decoration of Church of Notre-Dame, Montreal c. 1874-
80...taught freehand drawing at Council of Arts and
Manufacturers School in Montreal 1887-8, and lived at 1785
St. Catharine [sic] St., Montreal 1903... Harper, 1981, p. 43.
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dans le contrat.30l
Two years after completing this painting, in 1879,302
Capello completed a large painting approximately 4' X 5°',

entitled L'Edrcation de la Vierge (fig. 97) which used to

hang in the sacristy of the chapel of Notre-Dame de

Bonsecours in Montreal. The painting is signed 'Cappello
pinx 1879' in the bottom right corner. Saint Anne, dressed
in a red dress with a brown cloak and an off-white scarf on
her head, is seated outside by a large rock, with the Virgin.
Mary, dressed in a light beige dress, holds a book on her
mother's lap. The golden-haired child at their left seems
barely three years old. The mood is rather serious and
solemn with St. Anne gazing unsmiling down at the child. Her
face is that of a middle-aged woman with average features.
Mary on the other hand, seems pretty and tries to engage her
mother with a wide-eyed and receptive face bearing a hint of
a smile. Capello has given some thought to the setting: a
large palm tree and a rocky ground remind the spectator of
Judea. Distant blue mountains give the painting depth. The
predominance of the two central figures is emphasized by
light being cast on them directly. The positioning of the
bodies, the many folds of drapery and the high-browed

classical faces show Capello's academic schooling.

301 Letter to the author from curé Gérard Régnier
(Paroisse Saint-Lucien, Saint-Jean), dated January 26, 1989.

302
12358.

I.B.C., Gérard Morisset, dossier Luigi Capello, p.
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The condition of this painting is deplorable: it has
started to crack badly and sags in many places. The painting
is now located in the museum of the Chapelle de Bonsecours,
hung rather incongruously above a miniature depiction of the
life of Marquerite Bourgeoys. Perhaps this painting was
moved from its original place on the third floor of the
chapel in 1885, when extensive renovations were done by
Fdouard Meloche under the supervision of a Sulpician, Hugues
Lenoir.303
Capello painted a large rectangular painting
(approximately 7'0" X 4'0") in June of 1883 for the chapel of

Sacré-Coeur at l'Assomption, Québec entitled 1l'Apparition du

Sacré-Coeur & Sainte-Marguerite-Marie. The chapel was

attached to the Hospice des Soeurs de la Providence which was
founded in 1870 by curé Pierre Feriol Dorval.304 The Soeurs
de la Providence were asked by the curé to found the hospice
to tend to the many sick and homeless in this rural area in a

time before government welfare. The original chapel was

303 According to P. Gugliemo Vangelist, o.s.m., op.
cit., p. 130, the Italian community celebrated 'Pasque, alla
Madonna del Soccorso,' (Notre-Dame de Bonsecours) at this
chapel prior to their own community church being built.

304 aApbbé Dorval was born at 1l'Assomption on January 18,
1820 and had studied at the Séminaire de Montréal. He was
ordained in 1843. He became a professor of philosophy at the
Colldge de l'Assomption from 1843-49 and a procurator from
1849-63. He was the curé at l'Assomption from 1852-1896
until he was promoted to 'chanoine (Canon) honoraire' of the
Cathedral of Montreal until 1903. He died on February 13,
1903.
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built in 1880305 and decorated by 1883306 to coincide with
the fiftieth anniversary of the founding of Colleéege de
1'assomption, located nearby. A theatre was also built at
that time for the same occasion (fig. 98). It was situated
across from the Colldge and Capello was asked to decorate the
building and paint some scenery curtains.

The interior of the Chapelle Sacré-Coeur has undergone
at least four major alterations and Capello's painting has
been removed from its original frame (fig. 99) and glued
directly to the wall of the apse (fig. 100). The painting
conceived hy Capello in 1883 was placed behind the 'maltre-
autel' in what appears in fig. 99 to be a plain gilded (?)
frame with a decorative element above. This large work
dominated the niche which also included four statues on
stands, in niches, two to each side of the main altar. Above

Capello's painting of the Apparition du Sacré-Coeur, is a

fresco (?) of the L'Ascension de Jésus rising through the

clouds, arms out-stretched among cherubim. The same photo

shows the vaulted ceiling of the chapel with perhaps a cross

305 Archives Soeurs de la PrGV1dence, “Benedlctxon de
la premi®re pierre...de la chapelle du Sacré, 6 aout, 1880."
Chronique de l'Hospice de Notre-Dame, D. 255.

306 christian Roy, p.c.s., in Histoire de l'Assomption,
La Commission des Feétes du 250ieme (ed.), 1' Assomption
1967, wrote "la chapelle construite en 1880, et attenante a
cette maison en 1781, est un Oratoire Public d4dié au Sacré-
Coeur. On v remarque un trds beau tableau de ", 'apparition
du Sacré Coeur & Sainte-Marguerite-Marie, ouvre executé en
1880 [sic] le peintre italien L.-G. Capello, qui était un
petit bossu." p. 240. The date is incorrect.




132
with tays behind it in a clouded heaven.307 cCapello may have
been involved in this decoration but no mention is made in
the archives of the Soeurs de la Providence of the artist or
the commission.

The second phase of renovations took place on July 17,
1923 when archives record urgent repairs to the ceiling of
the chapel.308 The ceiling was given a different design and
Capello's painting has been removed from the rectangular
frame and attached to the wall of the apse (fig. 1G0). The
new fFrame is oval on top and painted directly onto the back
wall. There are two statues (of the original four), to each
side of the painting, with new sculpted cherubim heads
underneath. Even the cornice above the painting was altered
and Capello's work was lowered to fit underneath it unlike in
the original (fig. 99) where the frame hid some of the
decoration. The fresco in the dome of the apse of

L'Ascension de Jésus has disappeared and another painting

that of Dieu Le Pére (fig. 104) has replaced the original.

307 pBetween June 1883 and August 1884 there was an
interruption of regular mass in the chapel after the initial
opening celebrations on June 16, 1883. According to
archivist Soeur Antonia Charbonneau of the Providence
Archives, "...cela laisse soupgonner qu'une partie du travail
artistique & l'intérieur de la bi3tisse pouvait @tre en cour.
En 1941, j'ai vu la chapelle; elle recelait encore dans son
ciel de magnifiques peintures, défralchies par le temps mais
encore belles, témoins d'une main d'artiste habile de jadis;
j'en avais été impressionné.” Letter to the author dated
November 20, 1990.

308 Archives Providence (Soeur de la Providence), Album
historique-chapelle Sacré-Coeur, "réparations urgentes,
toiture chapel." 17 juillet 1923, p. 33.
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By far the most modifying renovation came about in 1950
(fig. 10l1). "Les importants travaux que nous avons décidé de
faire exécuter 3 la chapelle vont commencer incessament; ils
consisteront dans 1'édificiation d'un demi &tage au-dessus de
la sacristie, l'agrandissement du jubé des grand'méres, la
réparation et la peinture des murs, les renouvellements des
bancs, du chemin de croix, de la balustrade, etc."309 By
September 1950, according to the same archives (footnote
n. 31), "les réparations & la chapelle [étaient]

terminées."310 Capello's painting of the L'Apparition du

Sacré-Coeur has remained unchanged although one cannot judge
what was done to the surface of the painting from a
photograph. The chapel, however, underwent major
alterations; the niches where the two statues had been were
entirely walled in and a six-foot-high wall of decorative
mosaic work was added behind the altar exactly under
Capello's painting. Even the wooden balustrade was replaced
by a metal one.

One last alteration (perhaps after 1979)3Ll occured. The

apse was replastered and repainted in a light beige

309 1bid., Notes historiques de l'Hospice Notre-Dame
1'Assomption (1942-1952), restauration de la Chapelle, le 1€%
mai, 1950.

310 1pid., le 22 septembre, 1950.

311 No records are available after April 9, 1979 when
the hospice passed into the hands of the Government of
Quebec, "l'hospice Notre-Dame a été vendu & la Corporation
d'hébergement du Québec..." Letter from archivist Antonia
Charbonneau to the author, dated November 20, 1990.
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reflecting no doubt a more modern (minimalist) taste

(f£ig. 103). Capello's painting of the L'Apparition du Sacré-

Coeur a Sainte-Marguerite-Marie is still the center of

attention in this new apse but the original artistic ensemble
of the area for which his painting was conceived has been
altered forever. The subject of this painting is of course
the same one discussed in the Ursuline Chapel at Trois-
Rivieres but it precedes the fresco by six years. If one
compares Capello's oil painting of the same subject at
l'Assomption (fig. 105) to the work at Trois-Riviéres

(fig. 65), in my opinion the comparison shows that he is much
more successful as an easel painter. The translucent quality
of the saint's face and the Capellesque high forehead are
noted. Jesus has a wide head and small nose similar to those
of Bishop Rémi (fig. 94). At 1l'Assomption, Capello had shown
Jesus dressed in red with a blue cloak, pointing to his
bleeding heart, at which Saint Marguerite-Marie is looking
directly. At Trois-Riviéres Capello painted Jesus in a blue
tunic covered in a bright red cloak. Pernaps this was taking
into account the location of each work; in a small interior
such as the chapel at l'Assomption blue had a stronger
receding quality at the third storey level of the
pendentives, and red was needed to identify the figure of
Jesus more readily from the nave. There is no guestion that
Capello painted on canvas with more attention to detail

because of the proximity of the viewer. The richly patterned
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rug is found under St. Marguerite-Marie's knees (fig. 104).
The same colors were used in the pendentive but a rug was
converted into a terrasso floor at Trois-Riviéres. The soft,
multi-layered clouds of greys and light blues with cherubim
in the top right corner add a serene and gentle tone to
Capello's painting. The only element of this work that
strikes the eye as being incongruous is the small stature of
Jesus compared to the kneeling saint. Even if one takes into
account that she is closer to the picture plane, Jesus
appears to be too short in the upper torso with a slightly
disproportionately large head (fig. 105). The subject of
this painting, however, is very clear, and the work contains
touches of superb technical artistry. This example compares
more favourably to Gastaldi's painting of the same subject
(fig. 67) from 1878. If Capello benefited from his master's
instruction one can certainly see a marked difference in
execution and mastery of painting techniques.
One of Capello's most beautifully presented works hangs
above the altar of St. Joachim in Pointe-Claire, Quebec. The

painting, according to Morisset, is L'Enfant Jésus entre

Sainte-Anne et Saint-Joachim. It is signed d; CAPPELLO

1885 in the bottom right corner (fig. 5). The canvas
measures 8'6" X 5'l11" fitting perfectly into a space of

sculpted wooden architectural elements (£ig. 106).312 rhe

312 aArchives de la paroisse de Saint-Joachim, (Pointe-
Claire), Livre de delibération 1852-1889, p. 176. Church
records show that Capello was paid $150.00 for his painting.
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overall program of the church is neo-gothic in the interior,
roflected in the smallest detail and beautifully focused by a
tabernacle in a miniature replica of a Gothic church
(Eig. 107). Capello's brilliant 'Italian colors,' scorned by
Morisset and Messier, virtually leap out of the frame at the
congregation. The painting's old varnish was removed in 1989
and small repairs were made to the canvas (only in the
extreme bottom left).3l3 According to Rachel Dérhy the
colors seen today are as close as possible to Capello's

originals.314

313 relephone interview with the author and Rachel
DErhy (restorer) occured on October 25, 1989 and February 26,
1991. The canvas was also re-stretched and re-lined "avec
une toile de lin pur avec résines synthétique. La face de la
toile &tait nettoyée et l'ancien vernis enlevé. Les
retouches &taient trés légéres pour enlever des manques de
matidre. Des légers glacis étalent posés, ceci afin de
retrouver l'éclat original de la peinture. Un vernis isolant
et un vernis final étaient posés. La reversibilité de la
restauration &tait garantie & la fabrique suivant les normes
les plus actuelles de la restauration moderne." The frame
was restored and re-gilded by Vincent Petroviek.

314 Archives de la paroisse Saint-Joachim (Pointe-
Claire), Livre des delibérations 15 sept 1889 au 22 djuin
1962, in the entry for le 28 mai 1962, the following item
throws a different light on Capello's 'original'
colors..."restaurer le tableau au dessus du maitre-
autel...marguilliers se réservent le droit de demander la
modification des différentes teintes de peinture." In an
entry for "1962-le 10 juin - restauration commence M.
Alphonse l'Espérance de St. Sauveur..." There is no direct
mention of the painting's subject, so it is possible that the
painting that was restored by l'Esperance was not by Capello
or perhaps only a layer of varnish was added. On February 6,
1988 an inventory was done at St, Joachim's by Christine
Innes-Ruel for the 'government’ of Quebec. She assessed the
painting by Capello as "bon, un peu craguelé" I.B.C., Gérard
Morisset, dossier Luigqi Capello, St. Joachim n. (65) 1414.
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The composition for this painting by Capello bears a
very close resemblance to that in Giuseppe Bottani's3l>

Madonna col Bambino, S. Giovacchino e S. Anna (date unknown)

(fig. 6). The Bottani hung in the gallery of the Accademia
Nazionale di San Luca where Capello went to study after
leaving the Accademia Albertina in Turin (c. 1865-1870). If
one compares the Capello to Bottani's painting, the
triangular arrangement of the three personnages 1is only
slightly altered. The face, especially of St. Joachim, with
a very wide forehead is typical of Capello: Clovis, Jesus (at
l'Assomption) and St. Isidore are but a few other examples.
The figure of God the Father, in the heaven above the Holy
Family, has been altered from the Botanni version to resemble
a figure more in keeping with Capello's style such as in the
fresco in the dome at Yamachiche (fig. 15). The open book in
the bottom right corner was placed by Capello in identically
the same place; however Capello added two angels to the right
of St. Joachim. The overall effect of Capello's rendition is
a much more charged and contracted painting. In spite of the
size (8'6" X 5'11") of Capello's painting, the sensation is
one of collage in bright colors, glued on a background. This

lack of illusion of depth and space is even more evident when

315 32iseppe Bottani was born in Cremona in 1717 and
died in Mantua in 1784. He was the student of Meucci and of
Puglieschi in Florence. He went to Rome and was influenced
by Masucci (1740). Bottani opened a studio in Mantua where
he painted landscapes inspired by the style of Poussin...His
portrait is in the Brera in Milan.
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compared to Bottani's version. One has to ponder how Capello
could have reproduced Bottani's composition so closely
without being influenced by his painting technigues.
Possibly Capello had been required to sketch Bottani's
painting, as part cf his classes at the Roman academy and had
kept his student's portfolio when he came to Canada. Another
possibility is that Capello had a lithograph of this
painting, since Bottani was a prominent Piedmontese artist.
In its present-day setting, Capello's work is the center of
attention set off beautifully by an architectural~framework
and the soft colors of blues and greys, which offset the
brillant warm 'Italian' colors in the painting (fig. 108).

The last and largest series of easel paintings with a
religious subject was painted by Capello for the parish of
Saint-Isidore, Laprairie in 1885. Five painted panels (only
one of which is signed by Capello) are attached into long
narrow framed niches similar to the architectural setting at
Saint-Paul 1'Ermite (fig. 75). The length of the paintings
at Saint-Paul 1'Ermite (1875) were 14'6" X 6'7" and at Saint-
Isidore (1885) 8'0" X 4'0" (originally) and 13'0" X 4'0" with
approximately 20 inches added during an undated restoration.
Each painting bears a distinct dark line marking the
addition. The series of five paintings depicting St.
Isidore's life seem to have been hung out of chronological
sequence. Whereas at Saint-Paul l'Ermite the paintings of

St. Paul's life progressed from youth to death, at St.
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Isidore, the panels depict Saint-Isidore au chevet d'un

mourant (fig. 110) as the first in the series with St.
Isidore as a bald and bearded old monk. The next painting,
moving from left to right, the only one signed ‘'CAPELLO' (on

the bottom left stair fig. 11l1l) is entitled Saint-Isidore

ressuscitant une jeune fille (fig. 1l12). Logically speaking,
this should have been the first painting hung in the semi-
circular apse of the church. Directly above the 'maitre-
autel' in an elaborately sculpted and gilded frame, is Saint-
Isidore (fig. 113) depicted as a young adult kneeling in
prayer, The next painting to the right is that of two
figures by a stream: St. Isidore as a young farmer and a

lord. The last painting in the series is Scéne de rue (fig.

114), showing a young St. Isidore giving alms, again dressed

in the brown tunic of the second panel (Saint-Isidore

ressucitant une jeune fille). According to the present-day

cure these paintings had never been removed bhecause they are
permanently painted directly on the wall.

This rural farming community's patron saint was Saint
Isidore, a generous Spanish farmer whose life of piety had

made him the saint of all farmers.3l® 1In 1885 the curé

316 According to legend Isidore was born in 1080. He
was raised a devout Christian and hired out by his family as
a farmer to three successively different landlords outside
Madrid. Eventually with the invasion of the Sarrasins,
Isidore left the Madrid area and was hired by Giovanni de
Varges, who would be his last lord. Isidore became the
object of extreme jealously of his fellow-workers in every
place of employment. When de Varges appointed Isidore the
manager of his farms, the accusations from the other workers
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Blanchard had five paintings of the life of St. Isidore done
for the sum of $750.00,317 (of which $546.20 was collected
through "souscription volontaire"318) "par le peintre Luigi
Capello; ce peintre venu d'Italie est encore mal connu."312
In a monograph by Jules Romme320 written in 1983, the five
panels depicting St. Isidore are described from right to
left. Although this approach 1is chronological it
nevertheless seems like a curious way to hang paintings i.e.
from right to left, since Western tradition is to read from

left to right. If one begins with Scene du rue, (fig. 114)

according to Romme, this depicts St. Isidore wearing a brown
tunic offering warm soup to a vagrant with a long beard and
bare feet. Behind St. Isidore, his wife (who also according

to legend, was very pious), dressed in blue and pink, stands

increased. The lord decided to investigate a rumor that
Isidore was constantly praying instead of working. The lord
did surprise the young peasant kneeling in prayer, but close
by were two angels guiding the plow in his place, pulled by
oxen. Apparently as a result of witnessing this miracle
Giovanni de Varges was converted to a devout Christian life.
The cult of St. Isidore is especially popular in Spain; he is
the patron saint of Madrid, but also of Britanny, Franche-
Comte (France) and Tyrol. Ee was canonized only in the
seventeenth century.

}17 Arqpives de Saint-Isidore, Livre de comptes II, "le
27 déc. donné pour les tableaux de St. Isidore $750.00" p.
31.

318  1bid., Recettesde la fabrique de Saint-Isidore (1885).

319 Jules Romme, Saint-Isidore, deux si&cles
d'histoire, Graphite Barbeau, St. Georges de Beauce: 1983,
p. 1ll6.

320 rpid.



141
in the doorway. Although this painting is not signed, I
agree with Morisset that it is in the "manidre de Luigi
Capello."32l The very wide forehead of the saint is
noticebly Capellesque as is the now familiar face of the
bearded beggar. The sharp receding space accentuated by the
bottom of the house shows Capello's attempt at foreshortening
the space of a very narrow canvas. The effect is awkward and
amateurish, again demonstrating that Capello was primarily an
easel painter and that paintings meant to be viewed from a
lower perspective, offered him technical problems.
In the second panel (moving from right to left),

entitled Isidore le laboureur by Morisset322 and Isidore fait

jaillir une source (fig. 115) by Romme,323 a young Isidore,

holding a staff, and situated by a stream, gazes at a very
surprised gentleman dressed in the £fashion of the sixteenth
century. The lord is of course Giovanni de Varges, his
employer, witnessing a miracle: 1Isidore has found a natural
source of water. Capello's composition recedes into the
picture plane through a series or elements such as the
groupings of rocks and plants, and the positioning of the
feet of Giovanni and Isidore's back leg which moves the eye

towards a very blue sea. A servant holding cthe reins of a

321 1.B.C., Fonds Gérard Morisset, dossier Luigi
Capello, (Saint-Isidore), pp. 12366-12368 and p. 00619.

322 1.B.C., Gérard Morisset, dossier L. Capello, p. 12366.
323

Romme, op. cit., p. 117
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horse adds interest to the scene. The lord's costume is very
similar to St. Isidore depicted in a book in the Library of
the Accademia Albertina.324 Especially the figure wearing a
hat on the bottom right corner in the illustration. No doubt
handbooks for artists were available for common portrayals of
saints. Capello would have been familiar with most
attributes of Catholic saints from his training, his travels
and his personel upbringing in a religious family. The
richly colored lord in bright red pantaloons contrasts
sharply with the simply-dressed Isidore. The accents of
green in the foliage of the plants and the azure blue of the
sea give this painting color which is lacking in the first
panel.

Centrally located, in a sculpted and gilded frame325 and

measuring 9'8" X 5'0" is Saint-Isidore (fig. 113). A

kneeling figure (St. Isidore) dressed in a brown tunic in the
middle plane on the right of the canvas, projects out of the
painting behind the altar. 1It's central location, larger
size and the use of backlighting in the colors behind the
saint, give this panel dominance (fig. 109). The scene is
identibiable as St. Isidore at prayer while an angel operates

a plow pulled by two oxen. Barely discernable in the bottom

324 R, Gentilucci (ed.), op. cit., vol. V - "S. Isidoro
Agricoltare 15 maggio." p. 1ll6.

325 According to Jules Romme, op. cit., p. 117, "le
cadre ancien sculpté et dor€ fut acheté en 1886 pour 1258."
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left corner, under the rock where St. Isidore is praying is a
dark figure of a horseman with a plumed-hat. Capello's
drawing of St. Isidore's face is one of piety and bearing
Capello's typically wide forehead. The elaborately sculpted
'mailtre-autel' with a miniature church of the Baroque period,
blends easily with the ensemble of paintings and does not
distract from the importance of this main panel.

To the left side of Saint-Isidore, is Saint-Isidore

ressuscitant une jeune fille, (fig. 112). St. Isidore, again

dressed in a brown tunic, stands before a sick woman in an
elaborate bedroom where other noblemen look on. Both the
patterned stone floor and the rich carpet are features of
other paintings by Capello.  There is a fold in the richly-

colored carpet, as in the painting of Baptéme de Clovis par

Saint-Rémi (fig. 95). The architectural details in the

background according to Morisset326 and Romme327 are in the
"style mauresque." The colors in the velvets of the curtains
and the costumes contrast to the severity of St. Isidore's
clothing. Capello's use of very sharp diagonal lines in the
stairs and the angle of the tiles (stones) on the floor, give
a very awkward sense of perspective. Capello here also shows
difficulty in mastering the principleg of foreshortening,

especially on such a long and narrow canvas. His use of

326 1.B.C., Gérard Morisset, dossier Luigi Capello, p.
12367.

327 Romme, op. cit., p. 117.
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brillant colors with a lack of sufficient gradation of color
when receding into space, only emphasized this inadequacy.

The last panel in this semi-circular apse is Saint-

Isidore au chevet d'un mourant, (fig. 116) according to

Morisset328 and Saint-Isidore mourant, in the opinion of

Romme329. I tend to agree with Romme's title in his case.
An old, but still pious, St. Isidore is seen dressed in a
white shirt covered by a yellow blanket. Around the saint
are his family and offering him a crucifix is a balding and
bearded old monk. The features of St. Isidore's face are
well-defined with subtle tones. This is not a particularly
interesting composition but the didactic nature of the scene
is easily discerned. Capello's solution to the problem of
foreshortening the bed into space, while still revealing the
face of the saint, gives this painting an awkward tilt
(fig. 116). The upper third of this panel is filled with
floating cherubim in an ochre-colored sky.

If one views this ensemble at St. Isidore and that of
St. Paul l'Ermite from the perspective of the congregation in
the nave, the paintings fulfill their decorative and didactic
purpose. The paintings f£it easily and successfully into
their architectural niches in the semi-circular curve of the

apse. Also, at a distance any flaws of technigue, both

328 1.B.C., Gérard Morisset, dossier Luigi Capello, p.
12367.

329 Romme, p. 117.



145
compositional and painterly, are less evident and not a
source of distraction for the specatators. As a whole
Capello's easel paintings would have been quite admired by a

predominately uninitiated audience of clergy and lay people.

4 - Portraits and easel paintings of secular subjects

At least four portraits330 by cCapello have been
mentioned in secondary art historical sources33l but to date,
only one has been located. The painting by Capello, c. 1875,
that l'abbé Huot "fit peindre...[était] un grand tableau
représentant le Pape Pie IX, tableau qui se trouvent
présentement au Collége de l'Assomption...."332 This
painting measured 6'll" X 5'0" and was signed on the bottom

left corner 'CAPPELLO PINXIT' but with no date.333 According

330 Mgr. Lafléche, Damase Masson, Hercule Dorion, and
Pie IX.

331 piscussed in chpt. I.

332 c¢hristian Roy and Onil Therrien, op. cit., p. 19.
No source is given for this information by the authors. As
of spring 1991 the painting is still at Collége de
l'Assomption. On October 23, 1888 abb&€ Huot also presented
the college with "une magnifique statue de la Vierge." Réjan
Olivier, Agenda historique du Collége de 1'Assomption pour le
150e 1832-1833/1982-1983, Georges A. Turcot, Joliette: 1982,
p. 129,

333 aAccording to G&rard Morisset in, I.B.C., Fonds
Morisset, dossier Luigi Capello, p. 12371, this painting of
Pcpe Pie IX was "peint vers 1875 pour 1'abbé Fortier, curé de
Saint Paul l'Ermite, en méme temps que les peintures de cette

église." This is an error, the cure was Louis~-Josepn Huot.
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to Morisset this painting was give to the Collége de
1'Assomption "...vers 1897."334

The large seated figure of Pie IX, (fig. 117) was based
on a photographic portrait reproduced in an engraving and

easily copied from l'Histoire de France contemporaine. 333

The Pope was painted by Capello seated on an elaborate red
and gold throne with sculpted ornaments. He holds his left
hand under his chin and gazes off to the right with an
interesting pensive smile. According to descriptions of Pie
IX in the Larousse dictionary, "sa simplicité, son sourire,
sa gaieté 1lui gagnérent bien des coeurs, mais son
impressionnabilité 1l'inclina souvent a 1'indécision et aux
demi-mesures, d'autant que trés vite il abandonna la
direction des affaires a son secrétaire d'Etat
[Antonelli]."336 Ironically this same Pope was hated in
Capello's native Piedmont for his lack of support during the

unification of Italy,337 but a newly-arrived immigrant such

334 1bid. The 'procureur' at Collége de l'Assomption
in 1897 was G. Vitalien Villeneuve, who became the superior
of the school two years later and held the post until 1914.

335 Histoire de France contemporaine, Librairie
Larousse, Paris: p. 73.

Iy

336 Larousse du XX© sidcle, Librairie Larousse, Paris:
1928.

337 pie IX had refused to help Garibaldi evict the
Austrians from Northern Italy and in turn the rebels killed
his minister Rossi. The Pope £fled to France and stayed there
antil the Republic of Italy was declared. This animosity
between Pie IX and the area of Piedmont lasted over twenty
years. The pontifical states were annexed in 1870 and the
Pope lost all his temporal powers. The Vatican state which
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as Capello hardly had the means to refuse a commission
because of his personal politics.

This painting by Capello shows Pie IX sitting on a
square-backed armchair that is upholstered in red velvet with
two sculpted and gilded posts bearing the papal arms
(fig. 117). "Il porte une soutane [cassock] blanche, une
mesette [ ] de méme couleur et une calotte [?]."338 His feet
rest on a velvet cushion and traditional red slippers can be
seen from under his cassock. The setting is grandiose with
only the bottom left corner showing (behind the Pope's head)
of what must be a huge "cloison & panneaux peints,"339 and a
large red drape balances the composition on the right of the
painting. In the bottom right corner is a console in the
style of Louis XV. Capello has painted a very good likeness
of Pie IX but with some difficulty mastering pictorial
perspective. The figure seems to lean forward into the
spectator's space and the console, placed on such a sharp
angle and paralleling the angles created by the platform
beneath the Pope's chair, cause the tilt forward. The
attention to detail in the decorative elements in the room
demonstrate Capello's ability to show marble, wood, textiles

and the texture of skin and hair. Originally this portrait

was created at that time, has remained until today.

338 1.B.C., Gérard Morisset, dossier Luigi Capello, p.
12371.

339 1bid.
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hung in the 'Parloir des Eldves' at the Collége (fig. 118)
where its rich palette must have brightened the room. The
even larger portrait of 1'abbé Ferreol-Dorval dressed in a
black cassock on the left wall of the room, offered no visual
competition to Pie IX. Capello's painting clearly dominates
the space.

Eventually, with the modernization of the Collége de
1'Assomption, the portrait of Pie IX was relegated to the
storage attic above the ancient study room in the new wing
that was added to the main building between 1852 and 1882.
The condition of the painting is fair with only some minor
tears on the left side of the Pope's head (fig. 120). The
painting is no longer in a frame and no attempt is being made
to conserve it from dust or damage from other paintings
leaning against it from the ancient chapel at the College,
which has suffered a similar fate.

At least three other portraits have been documented as

having been painted by Capello:dbbé Hercule Dorion ({1876),

Damasec Masson (1879) and Mgr. Lafléche (c. 1882) but none of

these have been located. According to Gérard Morisset's

inventory of c. 1938340 a portrait of abbé Hercule Dorion341l

340 1.B.C., Gérard Morisset, dossier Luigi Capello,
(Sainte-Anne de Yamachiche), p. 12360.

341  apbé Hercule Dorion was born on April 13, 1820 in
Sainte-Anne de la P2rade (Champlain county). His father was
a wealthy merchant who was able to send his son to the
Séminaire & Nicolect. Hercule Dorion was ordained on
Septebmer 12, 1844. He was famous for having spent the
winter of 1847 with typhoid victims gquarantined at Grosse-
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{curé at Sainte-Anne de Yamachiche) hung in the sacristy of
the Church. Morisset described the painting as showing the
curé "...debout, tourné de trois gquarts a gauche, la main
droite sur un livre. Fond de draperie gqui laisse voir en
haut a gauche 1l'église de Yamachiche. A gauche, table et
livres. A droite, un fauteuil."342 This is the only
description recorded of this portait which was similar in
size to the portrait of Pie IX, (6'l1" X 5'0"), i.e., 6'6" X

5'0", but unsigned. Abbé Napol&on Caron's Histoire de la

paroisse d'Yamachiche,343 written in 1892, mentioned that

this portrait was "...offert a l'aboé Dorion in 1876, a
1'occasion d'une bénédiction de cloches."344

A painting of Saint-Pierre avec un cqg345 was recently

found among other paintings at the Collége de l'Assomption.
Although it is not signed by Capello, Mme. Ayotte-Lalonde
remembers Onil Therrien mentioning this work. According to
archivist Fernand Boulet the painting measures 83 cm X 113

cm. He describes the figure of Saint-Pierre as kneeling in

Ile. He became the cur’ at Sainte-Anne de Yamachiche in 1853
and supervised the re-construction of the church in 1876. He
died in the parish on December 8, 13889. J. B. Allaire,
Dictionnairz biograpnigue du clergé canadien-frangais; Les
Anciens, vol. I, p. 174.

342 Morisset, op. cit.

343 caron, op. cit.

344  1pid., p. III.

345 7his information was the result of a telzphone
conversation from the archivist on March 12, 1991. Further
documentation has yet to be done.
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the center of the composition with a rooster in the top left
corner in profile. The saint is portrayed as old, with
disheveled hair and engaging eyes that focus on the
spectator. There is slight damage to the canvas at the level
of the saint's eye.

The only known portrait of a lay person by Capello is

that of Damase Masson (c. 1878) exhibited on January 29, 1879

according to an article in La Minerve346: “mxposition - M.

Cappello, artiste italien, de cette ville, a exposé hier dans
la vitrine de M. Dawson, sur la rue St. Jacques,347 un
portrait tres bien fait de M. Damase Masson."348 A prominent
Montreal businessman, Masson had died on April 23, 1878, and
it is therefore not clear whether Masson sat for his portrait
before his death or Capello copied his likeness from a
photograph. It is also possible that given Masson's many
positions in numerous financial institutions, a lithograph of
him may had been produced and therefore readily obtained and
copied. Whether Capello was commissioned to do this painting

by the family posthumously, or whether he chose to advertize

346 a Minerve, January 30, 1879, p. 2.

347 capello had lived at 97 Jacques Cartier between
1876-77 according to Lovell's Montreal Directory, (appendix
n. 16).

348 Marc-Damasse Masson was a prominent Montreal
businessman born in Sainte-Genevi®ve on February 23, 1805.
He became a 'marquillier' of Notre-Dame in Montreal in 1846
and an alderman for the city of Montreal betwee': 1855-1858.
In 1858 he was the president of the St. Jean Baptiste
Society. In 1861 he co-founded the Banque des harchands and
remained its director until his death on April 23, 1878.
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his artistic capabilities with a portrait of a prominent
Montrealer, is not known.

On April 11, 1882 Capello included a portrait of Mgr.
Lafleche among other paintings at the Art Association
exhibition in Montreal. The painting was listed as valued at
$50.00 by Capello and according to the Régistre

d'expositions,349 it was returned. The artist's address was

registered as 141 St. André Street and his name appeared as
L. G. Cappello.350 It is not known how Capello came to paint
a portrait of Mgr. Lafléche but one can speculate that
Lafleche was extremely active in the Quebec religious
community. He had travelled to Turin, Milan, Venice, Bologna
and Rome in 1869.351 In April of 1882 Capello exhibited a

painting entitled Scene on the Prairies at the Royal Canadian

Academy of Arts.332 It has been deduced by J. Russell Harper
that "a prairie landscape exhibited in 1882 was probably

executed on a visit to Winnipeg to carry out portrait

349 A.M.M.F.A., Régistre d'expositions II, Archives of
the Art Association, March 1880-December 15, 1888, p. 45, n.
223l

3500 In the Lovell Montreal Directory for 1881-82
(appendix n. 16) the listing appeared as "Capello, L. G.,
artist and painter, 141 St. André." p. 133.

351 Nive Voisine, Louis-Frangois Lafléche - 2itme
évéche de Trois-Riviéres (1818-1878) tome I, Edisem, St.
Hyacinthe: 1980, p. 133.

352 A.M.M.F.A., Cataloque - Royal Canadian Academy of
Arts Exhibition, April 1882, oil paintings, n. 39, p. 5.
This same painting, Scene on the Praries, was exhibited again
that same year at the Art Association, n. 225.
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commissions."353 Mgr. Lafléche was closely connected with
the French communities in Manitoba and had visited Saint
Boniface in July of 1880,354 Perhaps Capello had gone to
Manitoba on his suggestion. No works by Capello have been
located in a recent search at the Bishop's Palace in St.
Boniface, as supposed by Harper.355 The Archdiocese of
Trois-Rivitres has no record either of a portrait by Capello
of Mgr. Lafl&che, though a pencil sketch by Adolphe Rho has
been preserved.

Among the recorded easel paintings which have not been
located is an array of subjects, from Greek mythology to
Italian and Canadian landscapes. Between 1880 and 1883
Capello exhibited at the Canadian Academy of Arts in Ottawa

and at the Art Association in Montreal. Maison Grecque au

temps de Sappho and Greek Dwelling Time of Sappho, both

exhibited in 1880, are undoubtedly the same painting.
Although this painting has nct been located the subject
matter from Greek mythology was a remnant of Capello's
academic training and perhaps even a topic he would have
drawn for an annual competition. Andrea Gastaldi also had

painted Sappho in 1872 (fig. 48) thereby popularizing this

353 Harper, 1981, p. 57.

354 arthur Savaete, Voix canadiennes vers l'abime vie
de Mgr. L.-F. Lafldche, tome X, Librairie Générale
Catholigue, Imprimerie Larolye, Paris, pp. 290-297.

355 4Harper, 1981, p. 57. Telephone interviews on three
separate occasions with archivist curé Bertrand, at the
Bishop's Palace in St. Boniface, have provided no resulcts.



153
subject at the Albertina. In April 1882, along with the
portrait of Mgr. Lafleéche previously discussed, Capello

exhibited Sappho on a holiday in Athens. It must have been a

sizeable painting because the Art Association register listed
the painting at $200.00. Two other paintings at this

exhibition, Borromeo's Castle Lake Maggiore ($80.00) and

Genovese Woman ($80.00) had an Italian inspiration. One

other painting, entitled St. Jerome ($100.00), also appeared

at that exhibition but no trace of it or the other paintings
has been found.

In 1883 Capello again participated in an exhibition with
the Art Association of Montreal with the oil paintings a

Shady Nook ($30.00) and St. Michael near Montreal ($30.00).

Perhaps the latter title referred to the church of St.
Michael's in Vaudreuil where a painting by William Berczy of

St. Lucifer banishing Satan (1811) hangs on the altar. One

can speculate that Berczy's painting after Guido Reni was
seen by Capello and had inspired his own adaptation for the
dome of Yamachiche (fig. 15). The only recorded watercolor

by Capello, entitled An Italian Peasant Woman, had "not

shown"356 written beside it at the 1882 exhibition and no
other mention of this painting inias been recorded.
On April 17 in 1887 Capello exhibited for the last time

with the Royal Canadian Academy at the Art Association: a

356 A.M.M.F.A., Régistre des expcsitions II, Archives
of Art Association, 1883, n. 186, p. 65.
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painting entitled Evening357 ($60.00) which was sold to a G.

lague and delivered to him. Attempts at finding this

painting through the Hague families of Montreal have been

unsuccessful. At the same exposition, Cipello also showed

Idea ($50.00) an oil painting as well; but no further trace
nas oeen found of this work either.

Among Capello's last works was a large painting done for

a bazaar to raise money to decorate the newly erected

Cathédrale de Montréal in 1886, entitlied Intérieur de Srint-

Pierre de Rome. On September 25, 1886 the paper Le Bazar

affirmed that the painting was in the form of a "...chambre
obscure de Monsieur Cappello, artiste distinqué a
Montréal."358 The article goes on to describe,

...cette chambre contient un superbetanleau

de quatorze pieds de hauteur sur sept de largeur;

vu a une distance artistement combinée, et

brillamment illuminé, il produit un effet magique.

On se croit dans 1l'intérieur de l'immense Basilique

de St. Pierre de Rome, en présence du ddme qui se
déploie avec majesté et qui paralt de grandeur
natuirelle. On y distinque tré&s bien, l'inscription,
les statues et les mosalgues. Le fameux baldaquin,

en bronze, se détache, comme par enchantement, et

laisse voir 1l'autel papal qu'il recouvre, et le

parquet parait du plus beau marbre. Le compartiment

est bien sur, une des parties les plus intéressante

et des plus instructives du Bazar. Cette chambre
obscure se trouve au premier pilier de la petite nef

a droite et porte, au dessus de la luuette, cette
inscription: 'Basilica de St. Pietro' par L. C. [sic]
Capello.35

o3

357 Ibid., April 19, 1887, n. 1, p. 125.
358 Le Bazar, September 25, 1886, p. 107.

359 1pid.
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In an undated and unsigned document written in pencil
found among the papers of Ozias Leduc360 (appendix n. 8) the
author stated that the painting "...fut executee pour ce
dernier [Capello], par Ozias Leduc d'aprés une image colorié
prdtée par mon. l'abbé Des Masures p.s.s." If one is to rely
on this document, then it is evident <*“hat Ozias Leduc
collaborated on this painting with Capello and the
composition was based on a colored print. Furthermore, this
document specifies that "les petites figures du parquet-belle
de la femme prés de la balustrade et celle du moine
franciscain priant devant la statue de Saint Pierre sont
peintes par L. G. Capello. Les deux autres également par
lui, sont sensées @tre, le plus court; sa propre
ressemblance et celle plus é€lancée, celle du jewe artiste,
engage Ozias Leduc..."361

According to the archivist at Saint-Paul 1'Ermite, Onil
Therrien, it is probable that abbé Huot who had given Capello
his first commission at Saint-Paul, more than likely had a
hand in the participation of Capello at the Cathédrale's
bazaar. In the newspaper, Le Bazar, of September 25, 1886
one reads, "M. l'abbé Huot nous est revenu; il a reppris son
poste au panorama de M. Capello; nous en félicitons les

organisateurs du bazar."362 Mr. Therrien thinks that Ozias

360 A.N.Q.M., Fonds Leduc, 06-M.

36l A.N.Q.M., Fonds Leduc, 06-M.

362 1e Bazar, September 25, 1886, p. 300.
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Leduc's student Gabrielle Messier saw this painting rolled up
at Leduc's residence just prior to him leaving it to the
University of Montreal.3®3 uUnfortunately, the university has
no record of this painting in their archives.364
Among the list of missing paintings by Capello, there is
one recollected by Mlle. Gabrielle Messier. "Ma visite dans
1'église de Yamachiche - le curé de ce temps la était le
frore du curé Jacob de Shawinigan [abbé Ernest Jacob] il nous
[G. Messier et Leduc] recevait a souper, il y avait au
presbytére un tableau Capello, tableau historique, gquestion
de Miracle..."365 on October 4, 1970 Régent Laramée366
signed a document staiing, "je soussigne...permets a Mlle.
Gabrielle Messier de vendre mon tableau 'Piano' signé L.
Cappello et je le laisse & l'atelier d'ici & la vente c'est &
dire un temps indeterminé."367 This painting as well has yet

to be located.

363 Telephone interview with Onil Therrien on March 2,
1991. Letter from Gabrielle Messier (May 24, 1991) confirmed
that this painting was given by Ozias Leduc to Olivier
Maurault, who in turn gave it to the University of Montreal.

364 rTelephone interview with Mme. Bourdeau at the
University of Montreal, March 4, 1991.

365 rLetter from Gabrielle Messier to the author dated
April 1, 1989.

366 R&gent Laramée's mother was the sister of Georges
Dauville. Their mother was a Lebrun from the family of
Capello's wife, Marie-Llouise.

367 Letter sent to the author by Gabrielle Messier,
"marked St. Hilaire, 4 octobre 70".
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5 - Theatre design
Capello's versatility as an itinerant artist spanned
many aspects of easel painting; religious paintings fo
churches, portraits, mythological subjects and landscapes.
In the field of church decoration Capello earned a reputation
as a fresco-painter working 'a l'encaustique' i.e, hot wax
and paint directly on a plastered wall. Our knowledge of his
method of decorating the theatre for the College de
l'Assomption in 1886, can only be based on speculation
because the building along with Capello's scenery curtains of
1883, burned on June 25, 19868. As to how Capello received
his commission at the Collége de l'Assomption one can assume
that curé Huot from Saint-Paul l'Ermite who had close ties in
l'Assomption, had recommended Capello to the Soceurs de la

Providence. Capello painted the L'Apparition du Sacré-Coeur

a Sainte Marcuerite-—-Marie in 1883 prior to the opening of the

Sacré-Coeur chapel and the Collége de 1'Assomption had the
'salle académique' (fig. 98) constructed across from the
college to house the theatre and conference rooms. The
fiftieth anniversary celebrations required a large hall and
this building was built to receive the anticipated guests.
For the occassion, Capello painted the "...toiles de la sceéne
et le grand rideau de l'avant scéne, représentant L'arrivée

de Christophe Colomb en terre américaine." 368 Only a small

photo remains of this theatre curtain in the archives of the

368 aApbé Forget, 1933, p. 71.
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college (fig. 16). One can barely make out a tiny figure of
Christopher Columbus among his men in the distant background
surrounded by lush vegetation of the New World. Gérard
Morisset described this theatre curtain as "...treés
nabile...elle est de tons assez vifs., Le groupe de Colomb et
de ses hommes est trop petit; le navire, trop gros. Dans le
feuillage, trucs de décorateur. A droite et au premier plan
2 gauche, feuillage irréel. Malgré tout c'est la meilleure
ceuvre de Cappello."369 According to Morisset the curtain
was 12' high X 18' wide and "signé en bas vers la droite: LG
CAPPELLO/1886. Cette signature a été repeinte; elle se
lisait autrefois: L. CAPPELLO."370 A description by abbé
Forget written in 1932 of the celebrations of June 12-14,
1883 stated that,

Pour la scirée, les Anciens avaient été regus

dans la nouvelle salle académique, vaste amphithéidtre
artistement décoré par le peintre Capello et

jugé en ce temps - la'presque luxueux. Eclairée

par quatre grands luminaires, la salle avait

&té ornée de multiples banderolles rouges et

blanches, qui de la voute descendaient vers les

rampes des galeries, pour se perdre sous les

drapeaux groupés en panoplies.

The work was not completed in 1883 at the 'Salle

Académique' because college records note that "M. L. G.

Capello arrive au Collége pour y peindre les toiles,

369 1.B.C., GE&rard Morisset, dossiexr L. Capello, p. 12364,

370 1pid.

371  Abbé Forget, 1932, p. 304.
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coulisses etc. du théatre, le 14 aolt 1886."372 If one
examines closely the walls on either side of the stage as
well as above the main curtain there are both allegorical and
decorative elements painted on them (fig. 121). Although it
is speculation to assume that Capello did this work,
nonetheless the few references that have survived about the
theatre point to Capello as the most likely artist. The
theatre curtains, as best as one can deduce from such poor
reproductions, appear to be of a landscape, a street scene
and an interior scene: a basic collection that could suit
most performances. The symbolic female figures on either
side of the stage represent Music, holding a lyre, and
Theatre, holding a mask. Above the main curtain were painted
garlands of flowers and apples in a decorative swag joined by
a central shield with a lyre.

To conclude a discussion of Capello's unlocated works,
one must mention his church decorations in New York. These
were referred to in letters to the Ursulines (previously
discussed) and in works in Europe. According to Gabrielle
Messier, "Luigi Capello est parti pour la France pour un
travail dans une é&glise en Provence. Ozias Leduc lui a prété
$1000, en garantie il lui a remis un tableau attribué a Jean

Rattenhammer, ce tableau est maintenant dans mon atelier."373

372 Archives du Collége de l'Assomption, Les Chroniques
d'0dilon Guibault.

373 rLetter from Gabrielle Messier to the author dated
February 21, 1989.
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This church in France was never mentioned in any other source
and remains a mystery. Restorer Gilberte Ayotte-Lalonde also
mentioned that Capello "était appeler a voyager, on

1 'appréceait beaucoup, L'or [sic] d'un voyage en Espagne, il
rapporta un chdle noir en dentelle pour sa femme et apres la
mort de Capello, elle [Marie-Louise] épousa 'Ozias Leduc' qui
hérita du chB3le et le donna & son éléve Gabrielle
Messier."374 In response to inquiries concerning the shawl,

Gabrielle Messier wrote, "...la 'mentille' dont vous parlez a

(D\

ité donné par la mére du roi Alphonse XIII 'Christine' en
cadeau au peintre Capello, lors de son mariage avec Marie-
Louise Lebrun, in 1881. Au Palais Royale, il a decoré 1la
salle de reception. Il est parti (Capello) d'Espagne pour se
marier. Est-ce bien vraie? La mentille n'est plus en ma
possession."375 Any information concerning Capello's trips
to Europe from Canada are entirely based on what Gabrielle
Messier may have remembered from a secondary source, Ozias
Leduc. There is however, one letter from Capello to the
Ursulines of Trois-Rivieres, dated December 10, 1898 from
Turin but no mention is made of commissions or the reason

Capello resided at n. 21 via Maria Vittoria. He signed the

374 Letter from Gilberte Ayotte-Lalonde to the author
dated March 4, 1989.

375 Letter from Gabrielle Messier to the author dated
April 1, 1989.
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letter however as Luigi G. Capello pittore.376

376 A.U.T.R., Letter from Luigi Capello to tne Mother
Superior, Ursuline Monastery, Trois-Rivieéres dated December
10, 1898 (appendix n. 5), document VII-0031-5.



CONCLUSION

The role of Italian itinerant artists has only recently
been the subject of scnolarship in Canadian art history for
two primary reasons: a lack of documentation and the
predominance of ethnocentricity in students from the 'two'’
Founding Natious.

This lack of documentation is partially the result of
poor record-keeping in the nineteenth century an¢, as Bruno
Ramirez,3’7 (a historian and professor of Italian
immigration) points out, until the 1980's it was limited to a
parish history by Guglielmo Vangelisti (1956)378 and two
monographs by journalists Antonio Spada (1968)379 and
Giosafat Mingarelli (1980).380 Demographic studies of

Canadian ethnic groups have been numerous with a predominance

377 Bruno Ramirez is a professor of history at the
University of Montreal. His research is primarily in the
field of demographics and sociology, specifically, Italian
immigration in Canada. "La Recherche sur les italiens du
Quebéc," Questions de culture 2, Les Editions Lemeac Ltée.,
Quebéc: 1982, pp. 102-1l11l.

378 Gugliemo Vangelisti, Gli Italiani in Canada, Chiesa
italiana di N. S. della Difesa, Montr&al: 1956.

379  Antonio V. Spada, op. cit.

380 Ggiosafat Mingarelli, Gli Italiani di Montreal, 3€
edition, C.I.A.C.A., Montréal: 1980.
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in statistical studies.38l In the field of art history,
specifically with emphasis on the contribution of Italians to
the field, very 1little has been written. In 1870 Antoine
Plamondon wrote a particularly adamant letter to the editor

of Courrier du Canada. It dealt primarily with the defence

of native Quebec artists who were being forgotten on the part
of clerical and lay patrons for the vogue of all things
Italian. Plamondon believed he was more knowledgeable than
most Quebecers about the quality of the works being copied by
Italians and sold to "vénérables curés des campagnes."382
This accomplished Quebec painter attested that "je n'y ai
rien vu qui pu ravir personne, surtout rien de nouveau."383
Plamondon pointed out in the article that a recent portrait
of the Archbishop of Quebec painted by M. Pasqualini in Rome
"_..ne resemble pas plus a une peinture de maltre que les
enseignes des tabacconistes de la Basse-Ville ressemblent aux
tableaux des églises de la ville de Québec."384

The importance of Italian artists and the Counter-

Reformation style that predominated in their work, on the

381 For an example, see Charles Bayley, The Social
Structure of Italian and Ukrainian Immigrant Communities in
Montreal, 1935-37, unpublished Master's thesis, McGill
University, 1939. Robert Harney, "Men Without Women: Italian
Migrants in Canada, 1885-1930," in B. Caroli, R. Harney, L.
Tomasi eds., The Italian Immigrant Woman in North America,
Multicultural History Society, Toronto: 1978, pp. 78-101.

382 cCourrier du Canada, July 1, 1870, p. 3.

383 1Ibid.

384 71bid.
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tastes of nineteenth-century Quebecers, cannot be
overestimated. The influx of works of art from Italy to
Quebec was based on many levels of common culture,
predominately in religion. Clergy and bishops frequently
visited the Holy See in Rome and contacts between various
religious institutions, both (male and female), in Europe and
Quebec had their foundation in centuries of inter-dependence
of both personnel and the need for didactic materials. The
ties of the Roman Catholic church in Italy and Canada,
particularly in Quebec, can be attested to even today in a
very popularly received visit from Pope John Paul II and the
recent canonization of Marquerite-Bourgeoys in 1990.

The role of Capello in Canadian art history is marginal
on a national scale but much more significant on a regional
level. Artists such as Capello, who came primarily from
Nothern Italy in the second half of the nineteenth century
were not considered avant-garde. Educated for the most part
in a classical academic setting where mythological,
historical and religious art with dramatic and brightly
painted figures predominated, these Italian artists filled a
didactic and decorative need of Quebec churches. It is their
very lack of invention, coupled with a great reliance on
copying the masters of the Renaissance and Baroque periods,
that has excluded them from serious scholarship but that
promoted their popularity in their day. Art historian

Laurier Lacroix agrees,
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Italian artists may have given us only a

handful of exceptional works, but they influenced
popular taste...United by origin and a knowledge

of common techniques [primarily fresco-secco],

these artists contributed to culture in Quebec

by providing the clergy with products they were

able to intergrate and use for nearly a century.

This kind of symbiosis between the patrons of art,

the artists and the consumers 1is 'suspect' to
conventional art history; it conjures up a facile,
academic, conservative kind of art, designed for

lovers of kitsch.383

Their contribution was based on the requirements of their
patrons - for the most part the Catholic Church.

One of the harshest critics of the Italian influence on
public taste of the nineteenth century was Gérard Morisset
who wrote numerous art historical books from both a French-
Canadian nationalist point of view, and with the hindsight of
the 1930's and 40's.

On connait l'attachement des Canadien-Frangais

au Saint-Sidge. Cet attachment, on sent

parfois le besoin de le rendre plus sensible

sous la forme d'oeuvres d'art de toute sorte.

C'est l'origine de la vogue de l'art italien

3 Québec et & Montréal.386
Certainly Morisset was correct in citing the insistence of
Mgr. Bourget to construct the new 'Cathédrale de Montréal' in
the image of St. Peter's in Rome against the predominant neo-

Gothic taste of the day in a Protestant area of the city.

It became apparent to Italian artists that they could

385 raurier Lacroix, "Italian Art and Artists in
Nineteenth-Century Quebec: A Few Preliminary Observations,”
Arrangiarsi, Guernica Editions, Montreal: 1989, p. 164.

386 @&rard Morisset, Les arts du Canada; Peintures et
tableaux I, Les Editions du Chevalet, Québec: 1936, p. 123.
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achieve a career in Quebec and from the early part of the
nineteenth century a few decorators and makers of statuary
gained prominence. One of the first was Angelo Pienovi who
decorated in 'fresco-secco' the ceiling at Notre-Dame de
Montréal in 1828 and the HOpital-Général in 1833. He also
supplemented his income as a drawing teacher. Pienovi was
followed by J. F. Schinotti (act. 1831-2), who specialized in
theatrical decoration and Giuseppe Fascio (c. 1810-185"), a
miniature and pertrait painter. Contrary to Morisset's
contentions, native Quebec artists such as Plamondon, Hamel,
Bourassa and others were gaining recognition and the small
number of Italian artists, even by the 1870's in Montreal,
were hardly a large threat to their livelihood. According to
research by Bruno Ramirez the census of 1871 in Montreal
revealed that only 55 people of Italian origin lived in the
city, primarily in the St. Jacques district (known for its
craftsmen and artisans). "Les deux groupes professionnels
dans lesquels, en 1871 les Italiens dtaient les plus
concentrés - notammelt les statuaires387 et les
commergants."388 Painters and church decorators such as
Capello were less numerous. The 1871 census listed 1l
statue-makers, 2 plasterers, 1 painter, and 1 sculptor and in

1881 the figures showed an increase in Italian artists to: 10

387 Tomasso Carli was one of Montreal's most celebrated
Italian statue makers who established his business in the 1870's.

388 Ramirez, Les Premiers Italiens, p. 16.
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statue-makers, 2 artist-painters, 2 painters, 1 artist, 1
frame-maker, 1 photographer, 1 plasterer and 1 sculptor.389
Young unmarried artists with academic training, like Capello,
could risk emigrating to Canada to escape a very competitive
home market for a relatively unchallenged future in a growing
industrial city such as Montreal.

At first Capello relied on commissions obtained through
membetrs of the clergy, such as abbé Huot,3%0 to establish
himself on the religious painting circuit. Gradually he
expanded into other areas of both church decoration such as.
fresco-work, and portraiture, landscape, theatre design and
possibly embroidery and tapestry design.39l Some competition
did exist in Quebec, in the second half of the nineteenth

century, for Italian artists. This came mainly from German-

389 Ramirez, Les Premiers Italiens, p. 22-23.

390 According to archivist Onil Therrien, curé Huot may
very well have been the person who had specifically invited
Capello to Canada while travelling in Europe (Paris 187%).
Certainly Capello's first commission was at St. Paul 1'Ermite
where Huot was the curé. Capello apparently, according to
Therrien, boarded at the parish working for his room and
board which lends credence to the fact that he most probably
arrived in Quebec with a job already secured. Curé Huot's
personal fortune could have permitted a subsidy for an
newly arrived itinerant artist. This questions the
previously written speculation (Laurier Lacroix, "Italian Art
and Arts," p. 172) that Capello was invited to Montreal by
the Jesuits to teach drawing at the Collége Sainte-Marie in
1874. Not only is there guestion as to Capello's arrival in
Canada in 1874 but documentation shows that he only taught at
the college from 1881l.

391 Capello's work in the design of a2mbroidery,
tapestry, and signs is mentioned by Harper, 1981, p. 57, and
J. Craig Stirling, p. 43. To date no evidence of a tapestry
school operated by Capello has been found.
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born muralists such as Julins Heldt (act. 1864) who had
painted the vault of the Grand Séminaire, William Lamprecht
(act. 1868) who had painted the church of Saint-Romuald,392
and Daniel Muller, who had frescoed the chapel of Il Gesu in
1876. Much like the work of Quebec artist Napoléon Bourassa
who imitated German artists such as Flandrin and Overbeck and
the Nazarene style, these German muralists worked in a
predominately restrained and linear fashion. The use of
‘yrisaille' and 'camalieu' created by tonalities of grey
produced a mystic subdued atmosphere in the church. In
coutrast to this style was the use of the brilliant colors
and emotional gestures of the Italian post-Baroque artists
such as Capello. These two artistic tastes paralleled each
other in the church decoration of Quebec. At times Capello's
style dominaten. and at other times the German style, which
was popular with muralists such as Frangois-Edouard Meloche
(1855-1914), who won the commission in the competition €for
the decoration of Sainte-Cunégonde.3?3

When Capello arrived in Quebec in 1875, his style of
painting satisfied both the expectations of the clergy and
the lay audience. Quebecers were already familiar with

Italian art through the Desjardins Collection and the

392 p description of Lamprecht's work at Saint-Romuald
can e found in La Minerve, August 7, 1869, p. 2.

393 La Minerve, May 15, 1886, describes the competition
entered by "Meloche, Capello, Barbeau, Painchaud, Beaulieu,
Rochon, etc..."
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numerous copies of artists such as Antoine-Sebastien
Falardeau (1822-1889), the work of Vincenzo Pasqualoni (1819-
1880), Carlo Porta, Ippolito Zapponi and Giorgio Szcoldaticz.
According to Laurier Lacroix, . tradition existed of paying
for Italian artwork from Italy in Italian currency394 and
certainly there is documentation that initially Italian
immigrants working as day-labourers were paid wages in terms
of Italian currency equivalence.395 Certainly Capello's work
at Saint-Hugues (chpt. III, sec. I) was underpaid in
comparison to other Quebec artists working in the same
medium. Nevertheless, Capello's versatility and his ability
to adapt made his career possible in the Montreal area. He
moved his residence and studio from a merchant area on Notre-
Dame to an artisan quarter known as St. Jacques. "The whole
ward of St. Jacques existed as an almost pre-industrial
artisanal enclave in the changing city. Two thirds of its
productive establishements employed under £five workers."396
Within this mainly French-Canadian milieu, WNorthern Italian
artist Capello integrated and married a local woman who,

according to researcher Bettina Bradbury, worked at a common

394 Lacroix, "Italian Art and Artists," Arrangiarsi, p.
176, footnote 10.

395 Ramirez, Les Premiers Italiens, p. 33.

396 Bettina Bradbury, "The Family and Work in an
Industrializing City: Montreal in the 1870's,"™ ‘istorical
Papers, papers from annual meeting held in Saskacoon, 1979,
Graphic Services, Ottawa: 1979, p. 74.
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trade for women of that ward,327 i.e., as a dressmaker.398
Capello's contribution to Canadian art history is in
small measure his fresco work, which showed an understanding
of the function of mural painting in a church setting,.399
"Mural painters and decorators [from Italy] introduced a new
concept of public decor in canada."400 yunfortunately fresco
work is unable to survive poor restoration, natural disasters
from leaking roofs and complete destruction from fire or
demolition. Our judgement of Capello's works in fresco is
based on one decorative program at Trois-Riviéres and another
unrepresentative restored ensemble at Notre-Dame de Montréal.
Although on2 has to admit that Capello was not the master
painter that his teachers Gamba or Gastaldi were, nor even
his fellow students like Mosso, Gilli and Fontanesi in
Italy,401 he nonetheless was able to teach Ozias Leduc basic
techniques of drawing and church decoration. His influence
on Leduc could be argued as very limited, since his prize

student/associate went on to paint in a mystic-symbolic

397 1pbid., p. 87.

398 gee appendix n. 16 where Capello's widow lists her
occupation.

399 rpacroix, "Italian Art and Artists," p. 171, states
that "about one third of Italian artists were working in
murals and decoration; the others in statuary, funerary
sculpture and decorative arts.”

400 1big.

401 gee appendix n. 10 for information about these
Piedmontese artists.



171
Nazarene style. Although Leduc surpassed Capello,it does not
alter the fact that integrating decoration to the
architecture was an element mastered by both. "The
development of a unified iconographic and decorative cycle,
the harmony between a building's function and the theme of
the decoration, as well as the formal integration of the
decoration to the building which housed it was the challenge
[these] muralists had to face,"402 Tventually of course,
Italian muralists such as Capello lost their monopoly on the
fresco technique. They had passed on their techniques to
their Canadian students while the Italian statue-makers
continued dominating the artistic scene of the early
twentieth century.
Capello had returned to Italy by 1898 under mysterious
circumstances, leaving behind his wife, Marie-Louise. From

1888 she lists herself in Lovell's Montreal Directory as

"Cappello, Mrs. M. L. dressmaker, 202 St. Martin."403  The
following year she is noted as "Chapello [sic], Mrs. M. J.
[sic], wid. Louis Jean, 202 St. Martin,"404 and remains
listed that way until the 1906-7 directory.405 In the period

of four years between 1890 and 1894 no listing for Marie-

402 rpacroix, "Italian Arts and Artists," p. 171.

403 povell's Montreal Directory 1888-89 (appendix
n. 16).

404  71pid., (1889-90).

405  1bid., (1894-1907).
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Louise Capello is given. This remains a mystery. Why did
Capello leave his wife, never to return to Montreal? Why did
Marie-Louise list herself as a widow from 1889 when Capello
did not die until 19022
Capello's last known letter written from the Salesian
orphanage in Paris, dated August 12, 1900 is a sad and lonely
reflection on his life with no reference to his career as an
artist. The fact that Capello passed the next two years at
the Salesian institution where because "[le] Bon Ange-Gardien
[l]'a conduit en aussi bonne place..."406
He was in the company of "...ouvriers, hommes de lettres,
homme d'eta [sic], ou militaire; mais tous des nouveau [sic]
apdtres de Jésu [sic] Crist [sic]l." It would seem that the
Salesians accepted boarders from various professions. He
writes of being well-treated and well-liked among "dex [sic]
cent dans cet [sic] maison qu'elle est la provinciale pour la
mort: la France et la Belgique." Perhaps Capello had left
canada knowing that he was going to die but he specified in
the letter that "je ne voulais pas qu'on...connaissents [sic]
le lieu de ma demeur [sicj." Had he incurred debts through a
failed tapestry school in Montreal? Had his marriage failed
after the death of the twins in 1887 and Capello had left

Marie-Louise a 'widow' in fact, if not in name as in the

406 A,u.T.R., document {(unnumbered), Letter from
Capello to Mother Superior dated August 12, 1900 (appendix n.
7). All gquotations that follow are from this letter.
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Lovell's Montreal Directories from 1889-1907.407 Capello was
certainly concerned that contact remain between him and
Quebec with the Mother Superior at Trois-Rivieres functioning
as intermediary to notify his "povre [sic] Marie-Louise" and
"...mon beau pere et ma bellemere" of any "consequence." In
1906 Marie-Louise Lebrun's close contact with Capello's pupil
and associate, Ozias Leduc resulted in marriage and a new
life for Capello's widow.

Capello's artistic legacy must be judged within the
parameters of many missing and as yet unlocated works;
portraits, landscapes and churches. Judging by the articles
of the time we can deduce that his work was appreciated. It
is in the context of nineteenth-century Quebec that one must

oxamine his art and contribution to Canadian art history.

407  gee appendix n. 1l6.
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Appendix n. 1

Document VII - 0031 - 1 (A.U.T.R.) transc. A, S.

New York 14 Decembre 1896
Rev. Soeur Marie de Jesu

Superieure au Monastere des Ursulines

Trois Rivieres P. Q.

Reverende Soeure,

J'ai recu une lettre de Mr. Géo.
F. Héroux date du 30 Novembre, m'annoncent
que l'ouvrage pour moi dans votre eglise
etait pret. Je lui ai repondu que une
ouvrage pour Noel, que j'achéve me
tratiendrait encor guelques jours
ici; que je ferais mon possible,
travaillant meme jour et nuit pour
etre a votre eglise le plus tdt.
Permetez moi de vous dire, ma Reverend
Soeure, que ce petit retard a comencer
etre l'ouvrage chez vous, permettra
1'induit de chercher mieux et on sait
moi je travaillerais avec plus d'assiduité
e je suis persoide que Vous serai a
ia fin bien satisfaite.
En vous remerciant infiniment pour

votre bonte, je vous prie Reverende



Document VII - 0031 - 1 cont'd.

Soeure Marie de Jesu, de prier pour
moi en agreent mes resespecteuses
salutatations.
Votre tres humble serviteur

Luigi G. Capello
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Appendix n. 2

Document VII - 0031 - 2 (A.U.T.R.) transc. A. S.

New York 2 Mai 18Y7
Rev. Mére Marie de Jesu
Superieure, Monaster des Ursulines
Trois Rivieres
Reverend Mére,
Je ne sai m'explique

a moi méme comen ai j'put laisser
passer si long temps sans vous souhaite
les bonnes Féte de Paque.

Ma t&te trop :eble, pour la quantité
de tracasseries que j'ai, est la seule excuses
que je crois avoire et jue j'esper votre exquise
bonté retiendra wvaluable.

C'est pcurtant naturele pour moi de
ne pas oublier ceux qui m'ont fait trouver
un peu de bonnheur.

Oui, vraiment 1l'ouvrage que j'ai fait
dans la charmante chapelle de Sacre Coeur
chez-vous, a été pour moi le oasis du desert.

L'eylise de Brigport apres avoir faite
comme les autres (depuis dix ans) son
apparition, comme aussi elle est disparue.

Que Dieu me guarde, afin que toutes

cette choses la n'aient point un
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Document VII - 0031 - 2 cont'd.

funeste resultat.
Je me racommande, ma Reverende
Mere, a vos prieres, a celle de vos
bonnes Soeurs et celle des Enfants
confié a vos soins maternels.
Croyez moi,
Reverende Mére
Votre bien devoué Serviteur
Louis J. Capello
Je remerci la Rev. Mére
St. Jean Berchmandl pour ses genereux
remerciments, pour la petite gravure

(la barque).
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Appendix n. 3

Document VII - 0031 - 3 (A.U.T.R.) transc. A. S.

New York 11 Juin 1897
Rev. Mére Marie de Jesu
Monaster des Ursuline
Trois Rivieres
Ma Reverende Mere,
Je vous demand bien pardon,
n'avoir pas plus tost acusé reception
des deux copie du pamplai:
La Nacelle de S. Ursule.
Je ne voulai pas vous ecrire pendant
que j'etai faché, faché bien gros
voyant que on ne mentioné pas du
tou le poure petit artist qui ha
tant travaille aux tableaux de la
Chapelle.
Ma Reverende Mére priez pour
Votre Toujour Devoué

Serviteur Louis J. Capello



Appendix n. 4

Document - VII - 0031 - 4 - (A.U.T.R.) -

transc

Al

S.

the original by Sister M. Marguerite-Marie]

Monsieur Louis Capello, artiste
Italien, est né & Turin, le 2 Janvier
1843. Son pere, officier dans 1l'armée
de Charles Albert, avait fait les cam
pagnes de Napoléon; sa mé&re se
nommait Catherine Vivalda. Cette
famille ne comptait que deux enfants,
Louis et sa soeur, aujourd'hui religieuse
dans le couvent de St.-Joseph, sous le
nom de Sr. Emerencia. Un oncle,
curé in Suisse, était amateur passion
né de la peinture. Son neveu hérita
de ce gotit. L'étude développa un
talent inne chez lui: dés 1'Age de dix
ans, il suivait les cours de l'école de
peinture de Turin. Il étudia sous le
professeur Gamba. Apres avoir visité
Florence et Rome, le jeune artiste
atteignait Paris en 1868.

Passe en Amérique, il vint a
Montréal ou les RR. PP. Jésuites qui ten

dent une main généreuse a tous les
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Document VII - 0031 - 4 cont'd.

talents lui confiérent leur cours de Dessin
et de Peinture. Ce fut aussi pendant
ces années qu'il travailla avec succés
a2 des décorations thédtrales qui lui
firent honneur.

Son talent se faisant jour,
M. Capello fut de plus en plus ap
précié; il fut charge de la décoration
de 1'église de St-Paul l'ermite, ou il
piegnit la vie du grand solitaire en
quatre tableaux. A St-Alexandre
de Kamouraska, il exécuta le tableau
du maitre-autel. A St-Rémi, le
bapt&me de Clovis est trées reussi. A
Yamachiche; les décorations de la voute et
des pendentifs ol sont représentés les at
tributs de Dieu et les vertus théologales
lui ont mérité les plus beaux éloges.
A Montréal il a peint dans 1l'église
de St-Joseph, la vie de ce saint
patriarche en quatre tableaux.

A New York, le curé de l'église
de St-Joachim rend a M. Capello
les plus beaux temoignages pour la

maniere artistique avec lagquelle il a



Document VII -~ 0031 - 4 cont'd.

rendu le Triomphe de la Religicn

la Resurrection et la Présentation de

Marie au Temple. Dans la méme
église, il a travaillé aux stations du
chemin de la Croix. Monseigneur

Corrigan l'a chaleureusement felicité de

ses succes.
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Document VII - 0031 - 4/a - A.U.T.R. transc. A.

200

S. (received

at the Monastry June 11, 1897.)

Reverende Meére Superieure
Je vous prie de vouloire
bien me pardoner si je fai
quelques remarques a votre
fort gentil pense de cette
biographie
De V. R. S.
Tres Umble et Sincerment
Devoué Serviteur
Louis J. Capello
lm ceeessesssCatherine Vivalda
apartenait a une bonne famille
de la ville de Pinerolo: trois
de ses frere fur pretres.
2€M +.eess...., Louis et Adelaide sa soeur
dem .ceeeee.....de l'age de disept ans
il comenca son cors d'etude
a la Royal Academie des
Beaux Arts a Turin -
Le desin ecole du Cav'rer Henri Gamba
e la peinture de Cav'Andrea Gastaldi

deM +.........a4 Paris en 1875



Appendix n. 5

Document VII - 0031 - 5 (A.U.T.R.) transc. A. S.

Turin 10 Decembre

Rev. Mére Marie de Jesu - Superieure
Le Dame Ursuline
Trois Rivieres

P.Q.

Reverend Mére,

Je suis eureux de pouvoire
vous dire, ma Bonne Mére, que
tous le consolations que jai éprou
ve ici, ne m'ont pas faite oublier
le bon souvenir que je garde et je
garderais toujours du monaster des
Ursulines de Trois Rivieres avec sa
belle chapelle du Sacre Coeur et le
Dame Ursulines que quelque
fois, prieronts, j'en suis certein,
pour le petit peintre.
Mentenent je vous prie 4°
agreer le augures que de tout
mon coeur je faits a Vous et

toute la Commoaute pour

1898.
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Document VII -0031 - 5 cont'd.

le Santes Féte de Noel et
la nouvelle anes
Reverend Mere, croye moi
Toujour Vdtre
Tres Humble Devoue
Serviteur Luigi G. Capello
Pittore

via Maria Vittoria No. 21.
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Document - VII - 0031 - 6 (A.U.T.R.) transc. A. S.

La victoire de 1l'Archangel St Michel
sur Satan.
Voici le sentiment que avec tout mes forces j'ai cherche

a manifester avec cette peinture:

L'Archangel St. Michel d'un aspect séver sans que pour

cela son angelique beaute doit moins drament alteré.

Sa téte orne d'une abondante chevelure conserve au

visage une tinte rose incarné qui est apropos avec ces

grands jeux bleux, son abillement et riche de forme et

de couleur. Sans aucun materiel efors il poursuie Satan

dans sa sort. Sa maine droit armé d'une legere épé lui

que l'abime qui l'atend, et de 1l'autre lui montre que c'est
insi la volonte du M'étre Supreme de toute 1l'univers;

dont la presence est indiqué par l'oeuil Divin dans le
triangle resplendissent au dessu de la téte de St. Michel et
colorent de ces rayons les blanches noiges que enquelques
endroit lessent voire un beau ciel bleuser. Satan precipite
du aut du ciel, la téte premiere, n'a pas encor perdu cette
beaute virile et angelique du temp de sa glorieuse position
celeste. Mais pale, les levres compressent et presque
blanche, ces narine dilatée indique un exes de bile par la

colere d'@tre umilié. Il brandise une puissante lance d'une
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Document - VII - 0031 - 6 cont'd.

main en act de défence, et se pren les cheveaux de l'autre,
se tournent vers son venquer avec un regard afreusement trist
et menassent, se cheveux brun se dressent comme des epine sur
sa belle tete, sa qui rasse a ecale de poisson
est d'or, embléme de puissance et de lumiére
qui convien a Lucifer (Lux) "lumiere". Un manteaux vert
envelope dans sa vertigineuse desent presque tout son corp,
tombe en spirale de facon a prendre presque la forme 4'un
serpent quil' entreneralt vers une abime d'ou sortent des
globe de fumé noiratre, coloré en rouge par
en da sour, comme par un incendi lointin.

Tres Umble et Sincerment

Devoué Serviteur

Louis J. Capello
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Appendix n. 7

Document (unnumbered) A.U.T.R. transc. A. S.

(Paris Orphelinat Salesien -
29 Rue du Retrait,
Paris 12 Aout 1900
Reverend Mére Marie Jesu
Superieure - Trois Rivieres
Bien Reverende Mére,
Je n'en ai aucun doute

que en apparenent que mon Bon
Ange - Gardien m'a conduit en aussi
bonne place telle gue celle d'au je
vous ecris en ce moment, vous
ma Bonne Mere, vous vou réjuisez
en benissen le Ciel d'avoir en fin
conduit au bercail un des ces deux brébis
dont vous connaissez l'histoire.
L'autre ne tardera pas a juire aussi
des fruits des vos bonnes prieres et
de celles de ces bonnes Religieuses
don vous en avez heureusement la

[..?..])]ction.
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Page 2 of Document (unnumbered) cont'd., (appendix

n.

7)

Oui, ma Bonne Mere je suis
dans la grande famille de ce grand
papa qui s'appelle Don Bosco.
Petite famille de 25 mils enfants;
et depuis un demi siécle gque 1l'oeu
vre exist sont déja sortit 250 mils
enfants, devenuts par l'education
Salesienne des hommes! Ouvriers
hommes de lettres, homme 4'
éta, ou militaire; mais tous des
nouveau apotres de Jesu Crist.

Et simmils pretre.

Comme vous voyez je suis en

bonne compagnie et mon povre

coeur en est si content que tou'
jours le soir en me couchen j'eprou
ve un cérten bienétre, un joie méme
comms si je réposerais dans les
bras de Notre Seigneur.

Mes superieurs son tres aimable
et bien bons pour moi et en
général tout le personele de la
maison m'aime aussi. Nous somme

dex cent dans cet maison qu'elle est
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Page 3 of Document (unnumbered) cont'd., (appendix n. 7)

ia provinciale pour la mort:
la France et la Belgique.

Ma bonne et Reverende Mere,
vous me voyez sans doute heurex
comme je le sent moi aussi mais
j'ai une péns. Si je viendrai a
mourir ici, ne serait 'il pas possible que
quelques personnes troverarts le moyen,
parceque je n'ai pas ecrit d'ici de dire que
je ne voulais pas qu'on qu'on connaissen
ts le lieu de ma demeur. Je vous prie
par consequence, ma Bonne Mere, de
le fair savoire, par moyen de quelque reli
gieuse ou réligieu, a mon beau pere et
ma bellemere: (Mr. Piere Lébrun e Mme
Rosalie - Meunier a St David - Yamaska).
et de prier et fair prier le Sacrecoeur d
acorder a ma povre Marie Louise la méme
grace que je vien d'obtenir.

Agreez, ma Reverende Mere, le salu
tations plus respecteuses et plus
cordiales pour Vous et pour toute la
comumauté de

Votre tres humble et devoué

Serviteur L. J. V. Capello
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Appendix n. 8a

Undated and unsigned document from Fonds Leduc 06-M transc.

A, S.

Intérieur de St. Pierre de Rome peintre a 1l'huile
commandée au peintre Italien L. G. Capello, resident alors a
Montréal.

[?] fut executée pour ce dernier, par Ozias Leduc
d'apres une image coloriee pretée par Mons. l'abbé DesMasures
p.r.s.

[?] bon de dire ici que Mons. DesMasures avait la
réputation d'@tre un homme de gout. C'était un
collectionneur éclairé souvant heureux et toujours e conté.

Le fréquantait les ateliers, ou sa venue et ses conseils
[?] &taient prises on ne peut plus. Le de sinte [?] de Mons.
Des Masures étant connu de tous.

Les petites figures du parquet-belle de la femme prés de
la balustrade et celle du moine franciscain priant devant la
statue de Saint Pierre sont peintes par L. G. Capello. Les
deux autres egalement par lui, sont sensées &tre, la plus
courte; sa propre ressemblance et celle plus élancee, celle
du du [sic] jeune artiste, engagé, Ozias Leduc sous la
surveillance et avec l'approbation de Mons. Bourgeau
Architecte du Man-och [?] édificie.[?] Les copies d'églises
celibres [sic] sont quand elles des proportions réduites,

sont une erreur. Tous les efforts de Victor Bourgeau et de
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Document (unumbered) cont'd.

son collaborateur le R. P. Michaud ne pourant rendre
intéressant vraiment la copie de Saint-Pierre de Rome, a

Montréal.
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Appendix n. 9

Abbé Caron's description of the artistic program by Luigi

Capello in the Church of Yamachiche (trans. A. S.)

SOURCE: Histoire de la paroisse d'Yamachiche. Trois-

Rivieres, 1892.

"The execution of the paintings in the principal cupola and
the pendentives was given to Mister Louis Cappello, an
Italian artist born in Turin and established in Montreal for
five years. ' These paintings are 'a l'encaustique.' Like
Messers Héroux, he executed his enterprise not only in

a manner which would satisfy those who were interested, but

also to establish his reputation as an artist [...]" p 85

Interior
"...does one not arrive at the very moment when under the
gazes [of the painted figures], scenes which don't belong to
this world, but which one is more likely to see in the
Heavenly Jerusalem? Ah! That's what one has noticed of the
paintings in the pendentives, that one is before the grand
subject that Signor Cappello has treated, with the hand of a

Master, up in the large cupola [...]" p 87

Decorative Paintings

"The virtues of faith, hope and charity are represented

by allegorical figures in the four pendentives. They are
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Abbé Caron cont'd.

each placed in a type of medallion with a one-word
expression: Fides, Spes, Amor Dei, Charitas which is
translated by Faith, Hope, Love of God, Charity. There we
see that the love of God and Charity towards others are
represented separately and occupy two of the medallions...

The cure suggested that one [medallion] represent in the
cupola is God and his principal attributes, as much as he can
ever be represented with the help of a brush. 1In this way it
is possible to unite on the same base, many scenes which
would represent the attributes of Jehovah: without it
interefering too much with the unity of the action required
by a work of this nature. Inspired by this idea Mister
Capello accomplished a remarkable work, which will make
his name live, certainly as long as the church of Yamachiche
will endure.

The subjects chosen for the pendentives are directly
related to that of the large cupola. In effect, Faith, Hope,
and Charity have as their object God, who is represented high
up in the cupola. But the medallions where the theological
virtures are represented, aren't they by their very position,
like appendices to the large painting in the dome?[...] On a
base of the most beautiful azur, scattered light clouds
reflecting gold and silver, one notices, towards the middle,
God represented as a venerable old man suspended in

air. He is dressed in yellow, symbolic of wealth and power.
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Abbé Caron cont'd.

Scattered in space one sees angels, some grouped, some
isolated, which seem to be proclaiming all sorts of praises
of the Creator. The large figure of the Eternal Father is
full of grace and majesty. His right hand shows a part of
the terrestrial glove which shows through the clouds. This
is a clue to the commandment. His left arm holds graciously
a hand turned up, it's the sign of approbation. On seeing
this noble figure and all that surrounds it, doesn't one want
to say: but, is it possible to paint any better the creation
of the book of Genesis? One reads there 'in the beginning
God created the sky and the earth...On the part of the glove
not shrouded by clouds, water, or fire, the moon reflects on
its soft light on the earth. The artist shows us [the moon]
in one of its phases which we can not but recognize. 1Is the
night not well represented? On the opposite side we see a
rainbow, unmistakeable witness of the day; because it exists
only by borrowing its colors, so bright, so varied from the
light that presides over the day. Don't we have, in all this
ensemble an image true to the Creation?'[...] p. 90

"But who is this figure that we notice upside down in a
corner of the painting? His regular features, those of an
angel, without any expression of fear and hopelessness who
refused to attribute to God, His sainthood three times... 1In
this attitude, with this figure, half man, half monster given

by the artist, it is easy to recognize the superb and unhappy
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Abbé Caron cont'd.

Lucifer.

In full glory, the archangel Michael appears, he who
turned the enemy of his master and creator upside down at his
feet; holds him from now on, chained..." p. 91

"From his attitude filled with humanity, with lowered
eyes, hands crossed on his chest, to his white clothing,
covered in a blue cloak, it is easy to recognize the humble
Virgin [...]}] Before her is found the angel Gabriel with a
lily in his hand. Both of them are on their knees on a
cloud.

The artis: could not have chosen a scene more
appropriate to represent the infinite mercy of God than the
apparition of the angel Gabriel to the Virgin Mary [...]

The Eternal Father is not the only person of the Holy
Trinity that the painter has represented. He painted also
the Holy Spirit, in the form of a dove. He did not represent
the Son but he delicately made his presence known, by
recalling the myster of His reincarnation, by the wvisit of
the angel Gabriel to the very Virgin Mary. At the bottom of
the painting one sees also a luminous cross, which recalls
the mystery of Redemption, and expresses, again in a lively
manner, the infinite kindness of God towards fallen man."

p. 93
"In cne of them [medallions] see Faith, represented by

an allegorical figure, holding a lamp with one hand and with
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Abbé Caron cont'd.

the other staff of an unfurled flag. This blond head, this
figure with lots of animation [...]" p. 93

"In another one of the medallions the artist has painted
a woman relegated on a rock, in the middle of the sea. The
waves, full of menace, come to hit the rock with stubborn
persistancey. Nevertheless the face of this woman, whose
eyes are reaised towards heaven, [...]" p. 93

"In the third medallion, see this inspired figure, a
heart 'embraced' by a hand. It's the love of God...She
crushes at her feet a bouquet of roses.[...]" p. 93

"Coming to the fourth pendentive...This woman that holds
two young children to her breast, while giving alms, to a
pilgrim, a piece of money, isn't she the expression of
charity...How these children with blond heads are beautiful.
One with his [?] back turned to his mother, his head
collapsed on himself and a little towards the rear, sleeps
with the slumber of a child; while the other with his gaze
filed on his mother, seems to be expressing a nced, - hunger.
And this nice old man, the pilgrim, does he seem like someone
who ten times, twenty times in our life, would be present
among us, asking for alms. One senses that this scene is not
a real scene of life, but it has to a high degree a
similarity, which is the obl 1tory state of a turly artistic

work.[...] p. 94
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Appendix n. 10

Artistic traditions on nineteenth-century Northern Italyl

The most important artistic movement during the
nineteenth century in Italy was the redefinition of the
meaning of landscape painting. Art schools that promoted
landscape, had already done so by reviving religious works
which contained a true expression of landscape, even though
these works were harmoniously tied to a figurative theme.
Both genres proceeded on their separate but paralleling
paths. Gradually landscape painting moved from a distant
perspective to the foreground of artistic movements. The
ideal landscape in previous centuries had not necessarily
involved a realistic form of color because the composition
had been of primary importance. An ideal luminosity that
shared little with reality, was prevalent. The aim was to
obtain scenic results from certain elements in the most
effective manner possible.

Leonardo had already defined the relationship between
color and design; between that line which does not exist in
nature and the interplay of masses with color, light and
shadow. Romanticism continued the movement towards an

expressive technique - a step closer to nature. Pictorial

1 Most of the Piedmontese artists discussed in this
appendix are further referenced in Luigi Mallé's catalogue, I
Dipinti della Galleria d'Arte Moderna, Museo Civico di
Torino, Torino: 2nd ed., 1981.
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truth could not only consist of a visual datum but also a
revelation of sentiments experienced by the painter.

Landscape painting, humble in its initial debut, in a
secondary role, unappreciated and relegated to background
scenic effects in the 'galant' feasts of the eighteenth
century France, was to become the genre most nurtured in the
nineteenth century and the beginning of the twentieth. In
essence, landscape painting which was made popular by Turner,
Constable and the French School of 1830, would unite Northern
and Latin cultures in artistic taste and style, which in turn
would also draw a small group of Tuscans and Piedmontese
artists, who would place Italian art in the international
movement.

From the Italian pictorial tradition of Annibale
Carracci, of Domenichino, of Salvatore Rosa, came the
eighteenth-century view and Veneto landscape that, with
Guardi, reached a level of refinement in its atmospheric
sensations. It can be said that it is the true precursor of
English landscape tradition for the first half of the
nineteenth century and the French 'pleinairism.'

The history of nineteenth-century Piedmontese painting

begins with the painter Massimo D'Azeglio (1798-1866),2 who

2 Massimo D'Azeglio was born in Turin. From the age of
sixteen he became a student of Martino Verstappen having
displayed a specific talent for painting. His father Roberto
D'Azeglio in 1829 had made major attempts at reforming the
Accademia di Torino. M. D'Azeglio earned a reputation as a
talented painter, author, politican and patriot of MNorthern
Italy. He gained an international reputation when he



220
is responsible for closing an epoch rather than opening one.
His works contained romantic subjects such as scenes from the
sagra of San Michele and idylles which illustrated the tales
of Nausicaa, set in the landscapes of romantic fantasy.
D'Azeglio was an artist who always returned to his trade in
spite of an active political and diplomatic career. In his

autobiography I mei ricordi, D'Azeglio wrote,

In 1819-1820 [...] I was looking for a
pathway that would give life to that

splendid future I saw in my dreams. In
painting I envisioned new directions,

new concepts; I saw works that possessed

more than the Mannerist recipe of the
eighteenth century; more than the minute

and scrupulous imitation of reality perfected
by the artists of my time,_that was more
photography than painting.

D'Azeglio's method as we know it from his writings will
remain important to the painter-archeologist D'Andrade's
(1838—1915)4 generation, which seemed more concerned with
emphasizing Gothic and Neo-Gothic monuments rather than with
life studies. D'Azeglio's life studies, according to art

historian Andreina Griseri, should have liberated his typical

participated at the Esposizione Internazionale di Parigi in
1836.

3 Massimo D'Azeglio, I mei ricordi, Firenze, 1871,
vol. I, chapter XIV, p. 282.

4 Alfredo D'Andrade was born in Lisbon and died in
Genova after a distinguished career as a restorer of ancient
buildings such as the Castello di Issogne with Avondo, Rivara
and Tagliolo. In 1884 he was instrumental in the
construction of the Castello Medioevale in Turin. Many of
his paintings are housed at the Museo Civico di Torino.
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academic method of historical painting; however, his canvases
appear to be very precise and complete, executed with brush-
tip strokes and painted on silk surfaces.> D'Azeglio scorned
the realist school of landscape painting as lacking any sense
of imagination:

[...] scuola realista nella pittura del paese
[dicendola] invenzione che fa onore all'ingneo umano
[...] la legittimazione ingegnosa di chi non aveva
scintilla artisticaé non sentiva il colore, non aveva
voglia di lavorare.

This is evidenced by such examples of his paintings as Muzio

Attendolo Sforza, Villa d'Azeglio ad Ivrea, and Una Veduta

(1835). One can see the larger than life proportions given
to nature and the equally disproportionate reduction of human
figures. D'Azeglio gave this much thought: "What principally
guided me was the sentiment of nature - I always considered
the 'effect' directly, but if I obtained it I wished to do so
nobly, patiently listening to the suggestions given to me by
nature's sentiment."’/ The painter felt his inspiration came
from nature but likewise he thought that it was his right to
use artistic license to obtain an even more dramatic effect.
His goal in working from life was to search for the

background with Nature's simple means and not with the

5 andreina Griseri, Il paesaggio nella pittura
piemontese dell' Ottocento, Fratelli Fabbri (ed.), Milano:
1967, p. 9. (trans. A. S.)

6 Massimo D'Azeglio, op_cit., vol. L1, chapter XIV, p.
282. (trans. A. S.)

7 1bid., chapter XVII, p. 387. (trans. A. S.)
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forced, unnatural gquality of Mannerist art. ".e..Thus 1
longed to create a great work, a new genre."8 D'Azeglio was
rebelling against the Flemish and Dutch schools which filled
the galleries of majcr Italian cities of the day with works
showing shepherds and animals. "I called my endeavour a
colony of Paladins; errant knights and fair maidens. In
literature this was not a novelty, but in landscape painting
it was."2 D'Azeglio, therefore, filled his works with those
subjects so vividly described in the chivalrous poems of the
fourteenth and fifteenth centuries. It is not surprising
that this Ffamous Piedmontese painter, a giant in nineteenth-
century landscape painting, is considered by criticslO as one
who looked to the past rather than to the future.
D'Azeglio's subjects would become fundamental in the realist
controversy that would take hold in Piedmont.

If one considers La Morte del Conte de

Montmorency to the Ulisse Accolto da Nausicaa,

one immediately realizes that his heroes had

an established position so as to produce the

maximum effect. He underlines the event but

spiritually says little, if anything at all.

Regardless of this 'passion' of his and with few

exceptions, his works fail. His paintings are
unsuccessful because of a lack of natural expression

8 1Ibid., chapter XXXIII, p. 4l11. (trans. A. S.)
9 1pid., vol. II, chapter XXVII, p. 228. (trans. A. S.)

10 Mario Soldati, Nota Critica dal Catalogo della
Galleria d'arte moderna del Museo Civico di_ Torino, Torino:
1927, p. 23, "non ® gquindi il caso di dire che, gquando se ne
allontana per ossequio del Romanticismo, cade di necessita
nell'artificioso." In other words ["...by distancing himself
from Romanticism, he falls into artificiality."] (irans. A.
S.)




and his studies are unsuccessful because of a
weakness in interpreting the poetics and in
translating the 'real! datum into ais own
frame of sensitivity.

Such is D'Azeglio's work in the eyes of Angelo-Dragone

and Jolanda Conti, two Piedmontese art historians.
Although D'Azeglio may not be held in such
high regard today, it does not diminish his
stature in the history of nineteenth-century
Northern Italian art. He definitely bore a
preference to Wood, Therlink, Verstappen, Denis,
Chauvin and Bossi whom he praised as exemplary
artists and scorned Turner and Constable. To
look at D'Azeglio's work one remarks on the
scenic effect produced by his paintings. There
is a tendancy to overdramatize, and ore senses
the definite presence of the artist perhaps at
the expense of lyrical spontaneity of artists
which followed him.

Running parallel to the developing trends in landscape
painting were the ever popular historical paintings to
commemorate the achievements of famous generals and kings.
Even these large scale scenes incorporated a romantic

theatrical inclination. Giovanni Migliara13 as well as

11 Angelo Dragone, e Jolanda Dragone-Conti, I Paesisti
Piemontesi dell'Ottocento, Istituto Grafico Bertieri, Milano:
1947, p. 17 (trans. A. S.).

12 . Griser!, op. cit., p. 10.

13 Giovanni Migliavca (1785-1837), distinguished himselt
through his work in scenography and perspective. In Milan he
gained notoreity for founding a new genre of painting. While
still a young boy he sketched architectural aspects of his
city in pencil and color, reproducing most of the artwork
contained in the churches. Towards 1810 he began numerous
works of small dimension in the manner of Canal2tto and
Jacope da Ponte. His miniatures on silk and ivory became
world renowned. From his numerous travels, ne would
illustrate certain aspects of Italin cities and areas,
including Piedmonte in 1832. By this date he had completed a
total of 200 oils, 150 watercolors and 600-700 medallions.
Among his students were artists such as Federico and
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Giuseppe Pietro Bagetti14 were engaged in large commissions
portraying the battles fought by the Napoleonic troops.
Franceso Goninls, an enthusiast of historical subjects,
worked in a tone of 'gothic-revival' which linked the
preferences of the eighteenth century to the nineteenth. He
made a successful portrait of the Marchese di Breme
(fig. 41), a director of the Accademia Albertina. The vision
of Guiseppe Camino (1818-1890) 16 consisted not of 'scenes' in
an objective sense but rather glimpses of invented

countrysides where the typical taste for the literal,

Ferdinando Moja, Giambattista Dell'Acqua, Giovanni Renica and
Pompeo Calvi. He had taught at the Brera Accademia in Milano
in 1822. Monuments were of great interest to Migliara.
After having studied perspective planes and masses, the value
of chiaroscuro in shadows and tone, he finally achieved an
innovative medley of color.

14 gGuiseppe Pietro Bagetti (Torino 1764-1831), was
associated with l'Ancien Empire of Vittorio Amedeo III.
Relocated to Paris in 1807 where he gained notoriety for a
series of watercolors in which Napoleanic battles were
depicted. His works were rich with fantasy and he was
inclined to produce panoramic landscapes, an example of which
is Plenilunio sul mare, a watercolor c¢. 1842 in the
collection of the Accademia Alpertina (fig. 35). He also
achieved a sense of delicacy through his chiaroscuro
technique. This form of landscape would be adopted by D'Azeglio.

15 Francesco Gonin (Torino 1808-Giaveno 1889), was a
scene designer at the Teatro Regio (Torino) in 1854. A most
versatile artist producing a range of works from frescoes to
oil paintings, from watercolor to tempera, charcoal and
engraving on stone and copper. He even worked as a
lL.ithographer. His landscapes rendered a spontaneous and
vital pictorial interpretation of nature. His father, Enrico
Gonin, was active in Piedmonte's artistic life exhibiting his
works at the Promotrice in Torino.

16 Giuseppe Camino (Torino 1818-Caluso 1890) was a
seif-taught painter who taught at the Accademia Albertina.
He exhibited at the Societa Promotrice in Torino in 1853.
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prevalent in those years, saturated the composition and thus
became the essential accent. Examples of this are his Il

Diradarsi di un Temporale and even Foresta vergine. From

1830 to 1840 in the works of Beccaria, nature in romantic
landscapes seemed to be so calm as to not be real. It
culminated in a composite of memories taken from eighteenth-
century and early nineteenth-century French painting - a
landscape caught in time. Even Edoardo Perotti,!’ who was
familiar with the ‘'ateliers' of Geneva and Paris, insisted on
a manneristic atmosphere and his sturdy masses seemed more
painterly.

The evaluation of painting in Northern Italy evolved
around the schools of Posillipo and Resina. It is important
to note that Italy did not yet exist as a country and the
collection of states which preceded unification embodied many
different trends and artistic tastes and organizations.
Repercussions of these would be felt even in Quebec.l8
Several art historiansl? have stated that Piedmont in this
early period of the nineteenth century, suffered, in
comparison to the rest of Italian art from so serious an

inertia, that it was placed in a desolate corner of the

17 Edoardo Perotti (1824-1870) studied in Paris under
Calame. Had a studo specializing in landscape art in Paris
and in Rcme.

18 rLaurier Lacroix, "Italian Art and Artists in
Nineteenth-Century Quebec: A Few Preliminary Observations"
Arrangiarsi, Guernica, Montreal: 1989, p. 164.

19 1. c. Bollea, A. Stella, R. Maggio-Serra.
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prevailing artistic movements of Europe. Only in the last
half of the twentieth century has a revalidation of the
piedmontese art of this period been undertaken. Recognition
was finally given to certain artists. 1In this category lies
Antonio Fontanesi (1818-1882) and many others. Most art
history texts concentrated on the careers of renowned artists
such as Beccaria, Piacenzazo, and Perotti - thereby giving a
very narrow impression of Piedmontese art. In order to
understand the importance of Fontanesi and his schnol one had
to re-examine his traditional predecessors because their
influence was felt in the art academies of Northern Italy.
Theirs was the norm used to measure art insctruction.

The Piedmontese have a long history of being true to the
monarchial and military traditions and are renowned for being
conservative. Generally speaking, they were never known for
their great aspirations or innovative styles and perhaps this
is the reason for their delayed recognition. One can draw
the analogy of French Canadian tastes of the nineteenth
century which embraced these very conservative tastes as
their own in the imported Italian works and workers. The

north of Italy was, and is, famous for a sense of

20 carlo Piacenza (1814-1887) studied painting at the
Reale Accademia in Torino for five years and with Carlo
Felice Biscarra (1823-1894) (fig. 125). They formed a studio
with the watercolorist Jean Juillerat. In 1854 C. F.
Biscarra and Luigi Rocca formed the Circolo degli Artisti di
Torino which became a society in 1858. He also founded the
revue Arte in Italia, in 1859,
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taste and loyalty to their homeland.

In the Courrier de Turin, in an article on the

'Esposizione di oggetti di Belle Arti e d'Arte e Manifatture
di 1811,' G. Grassi?l writes about the works of Lorenzo
Pécheux who underlined the importance of drawing as accorded
by the Carracci and as practiced in his own landscapes,
influenced by Gaspar and Poussin., As first painter of the
Court and Director of the Accademia Albertina, Lorenzo
Pécheux22 soon gained recognition in Turin and his influence
was feclt throughout Italy. Pécheux's huge commission to
decorate the numecrous rooms of the Palazzo Reale in Turin
left a lasting point of reference for Italian fresco
decorators of the nineteenth century. His French academic
training was evident in the splendor and flawless techniques
of 'trompe l'oeil', 'grisailles', stucco and modelling motifs
which hung from every niche and ceiling of the palace.
Pécheux's renown in Turin and the many examples of his work

may well have been observed by students at the Accademia

21 ngxposition d'objets de beaux-arts et d'art et
manufactures", Courrier de Turin, August 20, 1811, n. 1l1l4.

22 Lorenzo (Louis) Pécheux (Lyon 1729-Torino 1821)
decorated the ceiling of the Biblioteca Palatina (fig. 122)
for King Vittorio Amedeo III for the Palazzo Reale in Torino.
Eight carytids in monochrome in the program represented an
hommage to Annibale Carracci from the Galleria Farnesec.
Taught at the Reale Accademia in Torino. A large collection
of his preparatory drawings have remained in the archives of
the Accadenmnia. For many years these were a source of
didactic materials for the Schools of Drawing and Painting at
the Accademia. For additional information see L. C. Bollea,
Lorenzo Pécheux, Torino: 1942.
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Albertina such as Capello.

In 1855 the Marquis Ferdinando di Breme was appointed
Director of the Accademia Albertina and a profound cultural
renewal began in Turin. The various publications of the

Gazzetta Piemontese?3 contain numerous articles which show

how in the Piedmont, in the Veneto region and in Tuscany, art
had a dominant trend with a varied and profoundly influential
emphasis on Italian landscape art primarily. In 1852, art
critics such as P. Giuria began to show an interest in
landscape artists such as Perotti, Beccaria, Piacenza and
others. One is initially given the impression that landscape
painting, whose popularity was growing in France and
Switzerland, did not have a very good reception in Italy.
Giuria in 1857, called landscape painting, perhaps
ironically, "l'enfant gaté" of modern art and blamed the
artists for their lack of mastery in their brushstrokes,
their monotonous tones and their "shoots which aspired to
become seedlings.” He felt that such 'studies' could not be
promoted as complete works of art.24

An entire set of established ideals, of rhetoric
convictions, began to unfold. The new perception of reality
that was already being insisted upon all over Europe was also
fermenting in the Piedmont by exhanges with the French

generation of the 60's at the beginning of the Impressionist

23 Gazzetta Piemontese, 1852, n. 127, and 1852, n. 157.

24 Gazzetta Piemontese, 1857, n. 108.
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era. Courbet's heroic naturalism of 1840 and that of the
first Impressionists, however, would have very little effect
on the Piedmontese. Carlo Pittara (1836-1890)25 tried to
grasp the sense of realism and he tried to convey it,
laboriously, in an enormous collection of historical
painting. It is evident however that Pittara was not able to
influence his countrymen to the extent of France's Courbet,
who had given roots to a permanent revolution of Realism in
landscape painting. Piedmonte's contribution was exemplified
by those artists who had gathered around Pittara between 1868
and 1880 and formed the Rivara school. "The humble school of
Rivara became the Babilonia of landscape painting. Rivara's
fields, the green of Rivara [...] was Piedmont's contribution
to the pictorial revolution."2® After 1860 Rivara became
central to the controversy over the ‘'poetry of truth.' The
school27 was especially active during the decade of 1866 to
1876. Vittorio Avondo (1836-1910)28, one of the members,

eventually pursued his own course. His work contained a

25 carlo Pittara (Torino 1836-Rivara, Canavese 1890),
studied under Jacques in Paris in the 1860's and for three
years in Rome.

26 A, Griseri, op. cit., p. 10.

27 Members of the Rivara school included D'Andrade,
Rayper from Liguria, Avondo, Bertea, the caricaturist Teja,
Pastoris, Antenore Soldi, the Tuscan and the Spaniard, De
Avendano.

28 vyittorio Avondo was born and died in Turin. He was
a reknown artist from Piedmont who is remembered as being
very influential on Antonio Fontanesi. A large collection of
his paintings are conserved at the Museo Civico di Torino.
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delicate, fragile melancholy with landscapes that contained
thread-like horizons where the sky, the clouds, and the water
blended together. His subjects were significant: a torrent,
trees in the foreground, a small pond or even a village. His
work contrasted with that of Antonio Fontanesi's which was
characterized by its heightened emotionalism. The enthusiasm
of the Rivara school was praised by Avondo for "rendering a
more synthetic dimension and thus a more modern one."29 This
trust in rationalism supports the various cultural and
inspirational elements in Avondo which often lead to
beautifully accomplished works. While the Impressionists
proceeded from 1870 to 1880 with optical distancing, Avondo
insisted on the motif. He, however, made use of the Dutch
attention to detail as well as using tones that ranged from
violet to brown, from pink to azure; but he always ended with
a dominant calming grey tone. As a result of his trips to
the Northern countries he assimilated and refined his
understanding of the Dutch paintings of the seventeenth and
eighteenth century. Of equal influence on his work were the
frequent visits to the Pinacoteca of Turin.30

One must not lose sight of the fact that while Avondo

was engaged in questions of the painting of landscape,

29 A, Griseri, op. cit., quotes from Avondo's
writings on p. 1l6.

300 A large collection of Dutch painting was assembled
during the nineteenth century by the Royal house of Savoy and
can be viewed today at the Galleria Sabauda in Turin.
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historical paintings were being produced in great number.

At the beginning of Avondo's activity, c¢. 1860, Bossoli had
some influence. In those years he still painted battle
scenes (those of the Independence Campaign), and common

feasts such as the Processione del Corpus Domini in via

Garibaldi. He invented his own sense of color manifested in
techniques such as the use of fireworks for romantic effects.

Running parallel to the Rivara school was the work of
Antonio Fontanesi (1818-1882) and his followers. It is only
recently that this artist has been re-evaluated by art
historians almost to the point of epitomizing the second half
of the nineteenth century in Piedmont. By 1860 Fontanesi had
assimilated his own particular romantic style of painting
landscape (fig. 36). In 1855 his sojourn in Paris permitted
him to acquaint himself, at close range, with Corot's work
and with that of T. Rousseau and Daubigny. Fontanesi's
particular talent was the ability to project a soul into the
landscape. His trip to London in 1866 proved to be very
influential, as was his meeting with Turner. He experimented
closely with a poetic sentimentality of landscape which was
particularly individual. His trip to Japan from 1876-1878
would further perfect his pictorial technique and combine it
with his great sensitivity to nature.

From 1869, in Turin, while a professor at the Accademia
Albertina, Fontanesi had begun an intense period of research.

His Mulino of 1856 is considered a turning point in his
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career. He is famous for adapting Corot's melancholy greys

to a more monumental interpretation, such as in Riposo sotto

gli alberi or in the Nella Stalla where a lyrical atmosphere

goes beyond formalistic studies. The ceiling of Nella Stalla

contained a penetrating light which nonetheless was restful
and integral to the architecture. His painting of La_guiete
shows an understanding of the traditions of both Corot aad
Claude Lorrain. With the French influence, there is also a
combination of the Dutch trait of minimal ground space and an
expansive sky. "Fontanesi's naturalistic repertory is
reduced to a few background elements; a figure or a tree,
(fig. 36) and mere landscape encompasses everything; a rock,
the heart of a marsh and at each side a fence of rocks and
earth; the stones of a well, black and enormous, resembling a
ghost."3l

From 1860 to 1862 Fontanesi's view of art was of precise
motifs such as the presence of a dark cloud or a solitary
shepherdess as allegories of solitude. They all concentrated
on the melodic resonance of landscape on an ideal plane. The
figure did not destroy the landscape's solitude but
capitalized it. The technique assumed the responsibility of
rendering this procedure even more symbolic with reflections
of light (not sun, but rather lunar brilliance). 1In 1865, in
Paris and in London, the Salons refused to exhibit

Fontanesi's works. He was considered marginal in the

31 A. Griseri, op. cit., p. 13.
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Piedmont and in the rest of Europe.

Fontanesi was not interested in atmospheric

investigations in the naturalistic style of the

Impressionists. He rather insisted upon the

introspective romantic poetry and aimed at a

sentimental plane of open dialogue which paintings

had to concretize as perception.

His use of ovals as a significant shape: the vision
concentrated to the center point which then expressed an
emotional focus.

Another area of Fontanesi's influence was his innovation
in the art of etching. He insisted upon the black tones,
enhancing figures of enormous architectural structure,
placing a subject which perturbed him directly in the ideal
center and insisted on the Jdegredation of greys to portray
his shepherdess in Vecchiaia. This work 1is considered among
the most authentic works of Italian Romanticism.

Fontanesi acknowledged Corot, Daubigny and Millet as

influential on his work.

For Fontanesi light was not only a source of

sensation but also a primary idea and true substance.
It acquired erceptive value that then catalized the
poetic energy into the subject - form. Fonanesi then
insisted on deforming,energizing the characters or the
landscape and even overturning them, in his last years
into a convulsive medley of paint.33

As in other parts of Europe, art in the Piedmont experienced

a transformation that was particular to the nineteenth

32 Marco Calderini, Antonio Fontanesi, Pittore
Paesista, Paravia, lst edition, Torino: 1901, p. 152.
{trans. A. S.)

33 Alessandro Stella, Pittura e Scultura in Piemonte
(1842-1891), Paravia, Torino: 1893, p. 93. (trans. A. S.)
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century in the trends towards naturalism, realism and
impressionism. In the same manner Fontanesi was
representative of his era in that he was a romantic, a
realist and an impressionist. He has been credited with
exploiting the poetry of modern landscape particular to
Northern Italy.

Piedmontese painting presented a varied group of artists
some of whom leaned towards Impressionism even more than
Fontanesi. While the works of R. Pasquini, V. Bussolino, and
C. Follini34 were so closely tied to Fontanesi's style that
they have at times been attributed to him, the Rivara school
and its artists offered only a slightly different view of
nature. They may have been different in many respects, but
they seemed to have great similarities in their intentions
and accomplishments.

One cannot say that Piedmontese painting of the
nineteenth century was entirely stagnant in respect to the
rest of Europe as it was up-to-date and well-oriented in its
research of pure landscape. Although artists in Northern
Italy looked back to the Dutch school, they were equally
aware of the trends in France and even England. Our
discussion of th2 latter part of the nineteenth century in

Northern Italy can be concluded with the work of artists such

34 carlo Follini (Domodossola 1848-1938), studied
under Fontanesi at the Accademia in Turin. Travelled
extensively through Italy; Bologna, Venice, Florence, Milan
and Naples. Exhibited at the Promotrice.
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as Enrico Reycend (Torino 1855-1928) who insisted on
'macchie' (stains) in his studies of evening done in the port
of Genova (1890). He saw Turin's squares and the Royal
Garden through an optical prism and choose a dominant color
with which to paint them. Reycend proceeded on a path that
distanced him from Fontanesi's school. His paintings are

similar in style to the Rivara school. 1In Sorrisi di Marzo

(1894) the figures emerge from the green and are gathered
along a small road at the edge of Castellamonte. Instances
of his liberal use of Impressionist themes such as the rising
sun (Monet) are numerous. The distant light was emphasizeAd
through the use of a formula i.e., typical structures such as
light on water, the dark mass of a boat, the sky, etc.

In summary, one does not rediscover Courbet's style of
realism in Piedmont. The painters of the Rivara school,
Pittara and his followers were of another plane ~ still
romantic. The green color of the Rivara school that in the
first years of the nineteenth century seemed too soaked in
reality, would eventually become tco banal compared to the
Piedmontese Futurists. Artists such as Pasini were
'appasionato' of all things Oriental. He would bring to bear
a simpler, clearer and more authentic influence on
Piedmontese art. The landscape tradition was no longer
dominated by romantic chiaroscuro and luminous effects were
considered relatively conventional. The paintings of the

Rivara School, Fontanesi, Avondo and Reycend based on a study
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of landscape so endearing to those artists, the true 'trait
d'u). ‘on' between art, society and nature epitomized by
worxing ‘'‘en plein air', now seemed to lose its novelty.
Artists of the late nineteenth century moved indoors. The
century ended with strong reaction to the movements embraced
by the Piedmontese artists we have discussed.

The Futurist Umberto Boccioni,33 in a letter of 1916 saw
Italian Impressionism with a critical eye:

The artists cry, invaded by the great
sentiment of nature and, all the more,

sob as the sight becomes greener in color

and the sun more scorching. With these

sighs of Alpine solitude, with these tears
off lakes and the rustle of hovels, art

slips into the intimate and muddy pathway

of the genre painting. Impressio,ism,
Divisionalism and all the Italian discoveries
that were to emanate from it became swamped
and saddened and exhausted. Pellizza da
Volpedo cries between fields and
waters...Vittore Grubicy36 remains motionless
before a shrub and cries...

The course of Piedmontese painting of the nineteenth
century can be summarized as an innovative movement against

formalism which began with Fontanesi and ended with Pelizza

35 Umberto Boccioni (Reggio Calabria 1882-Venice
1916), travelled to Russia in 1907 as well as to Paris.
Greatly influenced by Cubists such as Cezanne.

36 yvittore de Dragon Grubicy (Milano 1851-1920)
represented the 'divisionismo italiano' movement at the
Venice Biennale of 1952.

37 A. Griseri, op. cit., p. 23. (trans. A. S.)
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da Volpedo.38 During the first decades of the century in
Piedmont, theatrical dramatics and perspective were
fundamental. Here the precise geometric balance was enhanced
by timid works of real landscape. Among the artists
discussed in this chapter some gained notoriety and some have
since been entirely forgotten. The avant-garde nature of the
different schools mentioned in this chapter had only limited
effect on the academy training of the future artists training

at the conservative art academies.

38 pelizza da Volpedo (Alessandria 1868-1907), winner
of numerous prizes at the Accademia in Florence, exhibited in
Milan, Florence and Turin.



238
Appendix n. 1l
History of the Accademia Albertina
Italy has a very long tradition of training artists.
During the Middle Ages the apprenticeship system was
predominant under masters of the numerous trades. During the
Renaissance a host of anonymous artists worked under a master
in a 'bottega'. Since the Middle Ages the oniy way a person
of some talent in the plastic arts could learn techniques,
was to work without pay for an artist his parents chose. It
was the Master that was paid. The difference between
craftsman and artist were clarified during the Renaissance,
but established craft guilds never lost theiyr importance.
Italy never fragmented the arts as thoroughly as the French.

The great Italian Masters, as well as

the lesser ones, were universal in their
outlook and practised the simultaneous
cultivation of sculpture, painting and
architecture, including the minor branches

of each of these categories. In Italy,
moreover the revived admiration for antiquity
restored a doctrinal element to the pedagogy.
The guilds metamorphosed into schools

and the concept of an academy emerged.

The academy reasserted the equality of

the plastic arts with the 1liberal arts,

a principle it now declared by virtue of

its theoretical instruction. This advanced
state of art instruction was transplanted

on to French soil by the Valois kil Js

whose Italian congquests had brought them
into close contact with this aspect of
Italian culture.

1 albert Boime, The Academy and French Painting in the
Nineteenth Century, Phaidon, London: 971, p. vii.
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L'Accademia di Torino was founded in 16782 as part of

the Universita dei Pittori, Scultori e Architetti. It was
through the Duchess Regent Maria Giovanna Battista di Savoia-

Nemours, the widow of Vittorio Amedeo II, that a close link

2 fThe first 'Accademia di Madama Reale' of 1678 housed
craftsmen and artists. Amateurs of fine art, members of the
aristocracy and young men who wanted to learn more about the
trade frequented the school. This academy had few
instructors, most of whom were also teachers in other
disciplines. There were few classrooms and very little
didactic material.

In 1716 King Vittorio Amedeo II of Savoia gava the
Accademia its first set c¢f statutes and regulations. These
were ammended in 1736 and 1738 and entirely rewritten in 1778
on the occasion of the Second Accademia of Vittorio Amedeo
III. Fig. 123 shows examples of medals coined for prizes.

The Jacobins saw art as being not only for the enjoyment
of few refined minds but rather a noble manifestation of the
spirit of the people - collaborator to literature and science
for all of humanity. Thus in resolution of the cultural
Piedmontese problems, art was placed with all the other
disciplines.

The Third Accademia of Carlo Felice was established in
1824. Even the most conservative individual unwittingly
became an innovative revolutionary. If the venerated Master
of Painting, Pécheux, still represented the old school of
1778, he had however, passed over to this new period and was
surrounded by such restless collegues as Vincenzo Ravelli and
Comolli, then by Giacomo Spalla (Torino 1776-1824) and
Bonsignore, all Neo-Classicists. However, in 1822, Giovanni
Battista Biscarra (Nice 1790-Torino 1851) replaced Péchcux.
Biscarra was all too consumed in the new artistic spirit hn
had encountered in Florence and Rome. The chairs in this
Accademia were largely augmented as there was need for
scientific studies in the field of anatomy and cultural
studies in art history and poetic mythology. The regulations
of 1824, based on those of 1778, were soon ammended in 1841
and then again in 1847. However, these reforms did not
suffice. There was a strong need to change the spirit of tne
Accademia - to rejuvenate it, to brimng it bacx to the
accelerated pace of the nineteenth century. All this was
required if they wished to maintian equal status with the art
world outside of Piedmont and beyond Italy's borders. A more
detailed account can be found in F. Dalmasso, P. Gaglia, F.
Poli, 1982, “"various internal regulations 1n tne nistory of
the Accademia," pp. 11-34.
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between this institution of art and the royal family would
remain until the late nineteenth century. The academy was
modelled partially on the French Académie Royale. At first
the academy was known as the Accademia delle Scienze. It
became the Accademia delle Lettere, Arti e Scienze through
the lobbying of such masters as Pécheux and Por-

porati who insisted that masters of the art schools be
included as members thereby changing the name and some of the
focus of the school. "At the same time the Palazzo Ateneo of
Turin which had housed the Faculty of Fine Arts was annexed
to the Accademia with the same rules, regulations and rights
as the other disciplines.“3 The dean appointed was Pécheux.
Eventually in 1801, the Architectural School joined the Nude
Drawing School. Ferdinando Bonsignore, previously director
of the new architectural school, became the new head of the
Accademia when architectural studies were added. In 1804-
1805 the local university students and faculty required
larger premises so the Palazzo Ateneo was vacated by the
Faculty of Fine Arts. They re-located to a former convent of
San Francesco da Paola. In the university restructuring
requested by Napoleon I in 1805, the University of Turin was
said to have had nine faculties, of which Fine Arts was one.
This academy contained thirty-six professors; of this number
four were responsible for artistic instruction. Carlo

Antonio Porporati (Torino 1741-1816) was professor of

3 Dpalmasso, Gaglia, Poli, 1984, p. 30.
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engraving and etching, Pécheux; painting, Giovanni Battista
Comolli (Torino 1724-93); sculpture, and Ferdinando
Bonsignore; architecture. 1In 1806 the Faculty of Fine Arts
had a total of ninety-one students (four in sculpture,
fourteen in drawing, twenty-two in architecture and fifty-one
in painting). In 1807 the number of students fell to
seventy-seven due to a general restriction on enrollment.4
Annual exhibitions were organized by the Faculty and the
students were requested to exhibit their studies. The
exhibition lasted a week and a grand inauguration began the
event. Local authorities such as the Piedmontese Governor,
Prince Camillo Borghese, were invited. By 1808, two other
disciplines were added to the Faculty: art history under the
chair of the painter Revelli, and ornamental design under the
auspices of Bonsignore.

After a brief period of uncertainty in which the Ateneo
Torinese seemed to be interested in making the Faculty of
Fine Arts part of the Académie des Beaux-Arts in Paris, it
was decided to keep the Faculty as part of the Ateneo but
placed under the rectorship of Count Prospero Balbo who
headed the former Accademia. The Faculty of Fine Arts
remained there until 1822. With the return of King Vittorio
Emmanuele I of Savoia, the Faculty of Fine Arts no longer had

a voice in public or in university dealings - it almost

4 A.A.A.T., Origine e sviluppo dell'Accademia (1792-
1846), fasc. 35, manuscripec.
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seemed as though it was no longer part of the establishment.
Thus from 1814-1822 the Faculty remained in the shadow of the
university and having only its most illustrious instructor,
the Dean of Architecture, F. Bonsignore, figure on its
roster. He was also the Master of Civil Architecture in the
Faculty of Mathematics and Engineering - even though he
received a reduced honorium. In 1819 Bonsignore's salary was
again equal to that of his colleagues, and Giacomo Spalla5
was appointed professor of Sculpture in the Royal University
of Turin. .

The greatest change came on March 26, 1822 when the new
king, Carlo-Felice, appointed Giovanni Battista Biscarra to
the position of professor of Painting at the University of
Turin (fig. 125). By 1823, two more instructors were
appointed to the Faculty. The new king also reconstituted
the Accademia of Painting and Sculpture, with the Marquis
Filippo Asinari of San Marzano as new president.6 Thus by
April 1822 the Third Accademia had begun its sessions with a
total of forty-eight students. A body of ten honorary
academicians, all with artistic knowledge, were chosen by the

king. Finally on July 13, 1824, it was officially renamed

5 Giacomo Spalla (Torino 1776-1834) did a series of
reliefs with a Napoleonic subject (1807-10) for the Galleria
del Beaumont nel Palazzo Imperiale (ex Reale) di Torino. See
example of his work in fig. 124.

6 A.A.A.T., Statuti e Regolamenti 1822-56, fasc. 3,
manuscript.




the Reale Accademia delle Belle Arti.’

Perhaps even more concerned with the new Accademia's
outcome than the Marquis of San Marzano was his successor,
Carlo Emmanuele Alfieri di Sostegno. He hoped to be as
successful in his new challenge as he had been in his
diplomatic career. It was his doing in 1829, that granted
the Accademia, the holdings of the art gallery8 of the
Marquis Vincenzo Maria Mossi of Morano, Archbishop of Sida.
The Accademia received gifts of art work from the king in
1832-33. Other donations from Count Cesare di Saluzzo,
Superintendent Ferrero and Professor Monticoni were made and
certain terracotta items of Ignazio Collino and the last
tapestry of the Savoia house tapestry manufacture was
acquired. This completed the collection of the Galleria
dell'Albertina. Certain prestigious works of the Marquis
Alfieri were also included along with the addition of three
new departments in 1829 of anatomy, history, and poetics of
perspective.

It was King Carlo-Alberto who saw an opportunity to
strengthen his political ties with the new rising Italy and
the old regal system through the arts. On April 15, 1833, he
donated to the Accademia his residence and on September 12,

1837, an agreement was reached whereby both the Accademia and

7 1Ipbid., fasc. 6, manuscript.

8 rFor a list of the Accademia's gallery holdings, see
appendix n. 15. The dates of acquisitions had not neen
catalogued.
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the University would share the former convent of San
Francesco da Paola. From this moment on the Royal Accademia
renamed itself Albertina in honour of it generous sovereign.
King Carle-Alberto financed the construction of a superb
vestibule with columns, a magnificent marble stairway, a
grandiose hall of honour and a comfortable, tranquil meeting
hall which was reminiscent of the neo-classical style of the
period. By 1833 the various art schools that had once been
scattered all over the city were in one place, sharing one
residence.

King Carlo-Alberto realized that his small kingdom would
nonetheless have to keep up with the times. On March 3,
1849, he signed a dGecree that revolutionized the academic
world in Piedmont. The Accademia was slowly transfomed into
a scholastic institution with a balanced budget. With a law
passed on March 16, 1850, the new sovereign, King Vittorio
Emmanuele II, completed the program started by his father.
He stripped his family of its excessive holdings and donated
them to the new state. He gave away furnishings and property
which constituted the patrimony of the royal residences. The
only properties reserved for the king were the Palazzo Reale
and Chiablese, the castle of Moncalieri, the hunting lodge Di
Stupinigi, the Church of San Lorenzo and the Basilica of
Sup=rga, which housed beneath it the royal tombs of the House
of Savoia. The importance of this event to the art world was

tremendous. Not only were thousands of art works now
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available for public viewing, but also the former royal
residences where the 'in situ' works of Pécheux, for example,
could be viewed. The growth of galleries such as the
Sabauda, now filled with royal treasures, must have been very
influential to Piedmontese artists.

The Accademia was evolving at a rapid pace. On October
13, 1855, Vittoria Emmanuele II appointed a General Director
to the Royal Accademia. Unlike the bureaucratic duties of
the former Secretary, the Marguis Fernando Arborio di Breme
would have many more responsibilities in directing the
curriculum of the institution. The Marguis was a competent
individual in the field of art who was eager to raise the
academic standards of the school. In October of 1856, the
king approved new statutes for the Royal Academy and a new
Faculty consisting of Gaetano Ferri (1822-1896), Andrea
Gastaldi (1826-1889), Enrico Gamba (1831-1883), Antonio
Fontanesi (1818-1882), Vicenzo Vela (1820-1891), Odoardo
Tabacchi (Varese 1831-Milano 1905), Alberto Masso Gilli
(Chieri 1840-Calvi 1894) and a number of other known masters
in their fields. By 1860 the teaching assistantships in the
schools of painting, sculpture, drawing and ornamental design
had increased from four to six. The law of June 26, 1860
stated that the Accademia would be under state control and
would in future remain the State's responsibility. This was
a true act of financial justice as the Royal Accademia would

no longer be a mere jewel in the royal crown, to be used for
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propaganda or even deserted when the ruler so chose. It was
hoped that it would become a cultural institution that would
answer the spiritual needs of the newly formed nation. The
Accademia became the responsibility of the Ministry of Public
Education and received financial aid in exchange for the

State's use of its premises.9

9 King Umberto I's decree of March 25, 1888,
abolished the schools of Ceramic and Engraving (etching),
which had a very small number of enrollments, and introduced
the latter as part of the School of Painting. It also
enlarged the School of Architecture. Further, a registration
fee was implemented for those persuing any art course. The
minimum age for admission into the school was raised from
twelve to fourteen years, and the instructor's wages were
vastly improved.
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Appendix n. 12

Selected titles contained in the Reale Accademia Albertina di

Belle Arti di Torino - catalogo delle opere esistenti nella

Biblioteca, Torino: 18397.

N.B. entries listed as they appear in the original.
Allegorie, Emblemi
Iconologia, Mitologia -

Arcadia

Dictionnaire Hiconologique, Paris: 1756.

Le imagini degli dei antichi, Lione: 1581.

Decorazione - arte

Applicata all'industria

*artistole (d') detto Goppino. Gli universali dei belli

recami. (facsimile d4i una edizione de 1537).

Bernasconi, Giuseppe. Corso elementare d'ornato Torino:

1865.

Bigi, Quirino. Degli arazzieri e ricamatori di Coreggio.

Carrier, Beleuse. Application de la figure humaine a la

decoration. Goupil, Paris.

Charvet, Alberto. Mitologia; puttini e fiqure decorative.

Torino.
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De Champeaux, M. A. Les arts du tissue. Rouam, Paris.

De Vico, Andrea. Ornamenti architettonici greci, romani e

italiani nelle loro piu classiche epoche dell'arte.

Milano.

Ferry, Dominique. Choix de décorations du Théitre roval

italien. Rittner et Goupil, Paris: 1837.

Garnier-Audiger. Manuel du tapissier. Roret, Paris: 1830.

Gelis-Didot, P, et Laffillée, X. La peinture décorative en

France du XI au XII siécle.

Gerspach, M. Les tapisseries coptes. Quantin, Paris.

**Gruner, L. Opere ornamentali - affreschi e stucchi delle

chiese e palazzi in Italia. Londra: 1844.

**Mendel. Il tesoro dell'ornato. Mendel, Roma.

Muntz, Eugene. La tapisserie. Quantin, Paris.

Owen, Jones. Grammaire de l'ornament. London.

* & . . . . N
Rossi, Alessandro. Corso elementare di ornamenti Schizzi

ornamentali d'autori ignoti (tavole).

**yJaccani, Gaetano. Raccolta di compartimenti ed ornati.

Bianchi, Milano: 1830.

* . .
books concerning embroidery

** . .
books concerning ornamental design

Disegni, incisioni
acqueforti, litografie,

megilie
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Acquerelli. Studi di Scuola degli Allievi dell'Accadvmia

Albertina.

Adam. 14 fogli d'incisioni. Composizioni di Michelangelo

Buonarroti.

Albertolli, Ferdinando. Fregi trovati negli scavi del Foro

Traiano con altri esistenti in Roma ed in diverse citta

di Italia. Nicolo Bettoni, Milano: 1824.

Aubry, Lecomte. Collection de t&tes d'étude d'aprés le

tableau peint en 1801 par Girodet Trioson et

litographées. Aubry Lecomte, Paris.

Bagetti. Vue des champs de bataille de Napoléon. Paris:

1835.

Bartoli, Pietro. Incisioni riprodotte da un antico codice

Virgilano. Roma: 1782.

Bernieri, Cesare. L'Opera di Massimo d'Azeglio in

fotografie.

Boitard. Manuel de l'imprimeur en taille douce. Roret,

Paris: 1837.

Boucher. OQeuvre (Sanguine).

Boutereau. Manuel du dessinateur. Roret, Paris: 1842.

Bregeaut. Manuel du dessinateur et du primeur lithographe

[sic]. Roret, Paris: 1827.

Camuccini. I fatti principali della vita di Gesu Cristo

espressi in litografia. Roma: 1829.

Collardo, Adriano. Iconografia zoologica. (incisioni)

Milanc.
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Cousin, Jean. L'Art de dessiner. Paris: 1750.

Diseqni di artisti antichi esistenti nella Biblioteca reale

di Torino. Dorigny. N. 90 teste tolte dai cartoni di

Raffaello

purer, Alberto. Fatti della Sacra Scrittura.

Ferrero. Opere di Raffaello.

Grevedon, H. Les gquatres parties du monde, portraits de

femme lithographies d'aprés nature. Aumont, Paris:

1830.

Hombron et Jacquinot. Illustrazioni della Sacra Scrittura.

Sabatelli.

Incisioni 48 di soggetto religioso.

Incisioni con motivi di storia cristiana.

Kaufmann, Teodoro. Le devéloppement de l'idée de Dieu.

Dusseldorf: 1850.

Mantelli, Girolamo. Riproduzione di disegni di Leonardo da

Vinci della Biblioteca Ambrosiana. Milano: 1785.

Negelen. Recueil de dix tBtes lithograpnées d'aprés les

dessins originaux de A. Fragonard. Paris.

Picozzi, Stefano. 40 stampe della vita di Gesu Cristo e di

Maria Vergine. P. Ugues, Milano: 1826.

Potemon, A, Quadrins historiques de la Bible. Detourne,

Lyon: 1553.

Rarfaello. [llustrazioni del vVecchio Testamento (Vaticano).

Torino: 1851.

Salvator, Rosa. Incisioni.
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Tempesta. Illustrazioni del Vecchio Testamento. Roma :
1613.

Thorwaldsen. Cristo e gli Apostoli (incisioni). Roma :
1831.

Tudot. Principes de dessin. Paris: 1839.

Verri, conte Carlo. Saggio elementare sul disegno della

figura umana. Bernardoni, Milano: 1814.

Vignette @i mitologia e Storia Sacra. 1697.

Wouvermens, Philippe. Qeuvres gravées d'apreés les meilleurs

tableaux. Moyreau, Paris: 1737,
Pittura - tecnica, storia
e critica speciale della

pittura

Alberi, Francesco. Dell'arte pittorica. Bologna: 13833.

Art (L') de peindre et d'imprimer les toiles. Paris: 1800.

Astori, Gian Maria. Della pittura all'encausto. Yenezia:

1780.

Audsley. La peinture murale décorative du Moyen Age.

Firnin-Didot, Paris: 1817.

Bagetti. Dell'unita d'effetto in pittura e dell'

imicazione., Torino: 1827.

Biscarra, C. F. Pensieri sul paesaggic € 3su nreqgevoll

dipinti della Esposizione del 1360. Dall'alhum della

Societa Promotrice.
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Brucke, Ernest. Les couleurs au point de vue physique,

physiologique, artistique et industriel. Baillikre J.

B. Paris.

Calvi, Gerolamo. Norma per dipingere le ombre. Pirola,

Milano: 1842.

Chesneau, Ernest. La peinture anglaise. Quantin, Paris.

Dandre, Bardon. Traite de peinture., Paris: 1765.

De Boyer. Examen critique des différentes écoles de

peinture. Berlin: 1768.

De Hagedorn, M. R&éflexions sur la peinture. Fritsch,

Leipzig: 1775.

De Montabert. Traité complet de la peinture. Bossanges,

Paris: 1720.

De Piles. Recueil de divers ouvrages sur la peinture et le

coloris. Pariss: 1755.

Elements de peinture pratigque. Amsterdam: 1766.

Cours de peinture par principes. Paris: 1701.

De Sandrat, Joach. Descrizione dei freschi di Andrea

Appiani. Milano: 1810.

Descrizione dei principali gquadri esistenti nelle chiese

e case di Torino.

Diderot. Essais sur la 2inture. Paris: 1793.

Eastlake. Sopra la storia della pittura ad olio. Rolandi,

Livorno: 1840.

Gaidano, Paolo. Affreschi della chiesa di Carignano. Asti.
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Laugier. Maniere de bien juger les ouvrages de peinture.

Paris: 1771.

Le Blon. L'art d'imprimer les tableaux. Paris: 1750,

Le Pileur d'Apligny. Tralté des couleurs materielles.

Paris: 1779.

Libert. Traité de dessin et de peinture. Lilla: 1811.

Orloff. Histoire de la peinture en Italie. Paris: 1823.

Ranalli, Ferdinando. Della pittura religiosa. Firenze:

1844.

Rifrfault. Manuel du peintre en batiments. Roret, Paris:

1825.

Romano, Giulio. Affreschi del palazzo del Te. Mantova:

1811.

Sacchi, Agostino. Cenni storico - critici sui dipinti a

fresco della metropolitana di Torino. Paravia, Torino:

1839.

Prospettiva

Basoli, Antonio. Scene teatrali. Bologna: 1821.

Bertini, Giuseppe. Trattato di prospettiva. Bertini,

Lucca: 1832.

Monticoni. Schizzi e scenari.

Rossini, Luigi. Scenografia degli'interni delle chiese e

basiliche di Roma. Roma: 1843.
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Sanguirico, Alessandro. Decorazioni sceniche. Scene

teatrali.

Taceani, Francesco. Prospettiva delle scene teatrali.

Guisti, Milano: 1825.

Ritratti [portraits]

D'Azeglio, Roberto. Ritratti di uomini illustri. Lemonnier,

Firenze: 1863.

Paroletti, Modesto. Vite e ritratti di 60 piemontesi

illustri. Torino: 1824.

Iconografia sabauda.

note: - ‘'affreschi' in Italian is synonomous with frescoes.
- Some other categories included in this catalogue are;
aesthetics, physioromy, iconography, mythology,
practical and technical manuals, restauration,

sculpture, ...and many more.
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Appendix n. 13

Source: Regolamenti dei Concorsi Annui e Triennali 1857,

Reale Accademia Albertina. Torino: 1857. {(trans. A. S.)

Contest Rules

article I
Every year the Accademia will distribute to the students

prizes in tle form of medals.
article II
The Accademia also grants to its students' monetary

encouragements and honorable mention. p. 17

Competitions and Prizes for the Drawing School

Article III

lst Competition

an academic drawing from a print or a design

Prize: Medal in copper

2nd Competition

a drawing of a head in relief

Prize: Medal in copper p. 17

3rd Competition

statue or group drawn in relief

Prize: Medal in silver p. 18
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A turther encouragement of 80 lires will be given to students
who have shown the greatest amount of dedication and progress

during the length of the academic year.

The Accademia reserved the right to choose from the works of

students, that which it deems worthy ofconservation. [...] p.

18

School of Painting

article V

lst Competition

an academic drawing of a life model

Prize: Medal in copper

2nd Competition

a figure, nude or dressed, chosen by the professor from
a life model

Prize: Medal in silver

3rd Competition

a sketch from the imagination drawn or painted

Prize: Medal in silver p. 19
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Competition for School of 'Pittura Riunite' (Mixed Media)

article VI

lst Comp etition

a head showing expression from live model, life - size
on paper 0,45 cm X 0,35 cm.

Prize: Medal of 150 lire value

2nd Competition

study from life of a nude figure (not larger than 1/3
nor smaller than 1/4 of life - size) Materials - choice
of student p. 20

Prize: Medal of 300 lire value

Acquisition of the model will be the responsibility of

the Prof. of Painting

School of Sculpture

article VII

lst Competition

a statue in low relief in clay from antiquity

Prize: Medal in copper

2nd Competition

an 'academic' nude from life in low relief

Prize: silver medal
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3rd Competition

free composition in low relief in clay

Prize: Silver medal

4th Competition

a figure in relief from life dressed or 'o panneiata'-
of one meter in height

Prize: A medal (value 300 lire)

With the requirement that the winner make a gesso cas'’

of his statue p. 21

School of Design

1st Contest

a drawing with shading - copy of a print

Prize: Medal in copper

2nd Contest

a drawing from relief

Prize: Silver medal

ird Contest

free drawing with shading from a pre-determined style

Prize: Medal (value 80 lire)
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School of Architecture and Design

Two prizes per class (one for Architecture and one for
Perspective); Two silver medals and two in copper. p. 24

All entries become the property of the Accademia.

article XVIII
Students who win first prize in any contest do not have to

continue intermediate - level classes the following year.

p. 27

Additional rules

article I
Those students entered in the competition of Painting or
Sculpture by the 'Commissione Accademica' will be required to
participate in the contests and will not be permitted to
refuse participation unless he [student] is able to justify

his refusal with illness or a necessary absence. p. 29
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Appendix n. 14

A summary in abridged form of the Regulations concerning

Internal Discipline of the Reale Accademia Albertina 4i Belle
Arti - Torino: 1857 (translation A. Shtychno).

- original written by di Breme, Director General.

Admissions
1°. All students must be at least twelve years old.

2°. Students after three years in Drawing School that show
no progress will be asked to leave.

3°. Students who have done studies elsewhere and who wish
to be admitted must submit work to the School they
wish to join and will be admitted or refused on that

basis.

4°. [...]
5°.  [e..]

6°. "Those students accepted at the School of Drawing are
required to equally attend the Schools of
Architectural Elements and Perspective. If this
requirement isn’t met, they shall not be permitted to
attend the Schools of Painting, Sculpture and
Etching." p. 6.

7°. "A year after admission, a student must prove himself
capable of drawing reliefs in gesso, to draw studies
from real life, have had knowledge of the instruments
of architecture and perspective to pass into Painting
School." p.7.
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School of Drawing

Professor of Drawing must attend classes personally every
day with his assistant.

School of the Elements of Architecture and Perspective

10°. Courses in this School are obligatory. They will be
given consecutively with the drawing class. The
course will be divided into theory and practice, using
the most convenient and simplest method.

11°. * "It is possible to register just for this school.”
p.8.

School of Sculpture
13°. [eoe]

14°. "Professors of Painting and Sculpture must provide
practice in their respective schools, drawing and
modelling from a nude. Teachers will keep a record so
that models may be paid by the ’‘Ispettore Economico’."
[...] p.lO.

Evening School for Study of Nude

15°.  [eee]
1°. "Those students already accepted at the Schools
of Painting, Sculpture and Etching and who
possess written permission from their respective
professor, shall be permitted to attend this
school." p.10.
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School of Ornamental Design

16°.

"The ornamental design course is not obligatory for
students of Painting, Sculpture and Etching.

[...]
Students admitted to the School must have had

elements of architecture, prospective and elementary

drawing." p.11.

School of Etching

17°. "Same regulations apply as for the other schools."
p‘ll.

Professors

19°. "Professors are directly answerable to the Director

regarding any concerns with the artistic content of
the curriculum or discipline.

[«02]

Professors must advise the ’‘Inspectore’ of discipline
problems, financial problems and absences.

[...]

Professors must take ™art in the ‘Consiglio
Accademico’ if requested by the Director.

Assistant Professors are answerable to the Professor
they assist. 1In the case of a conflict, the matter
will be referred to the ‘Professore Capo-Scuola’."
p.12-13.
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Inspector

20°. The ’Inspectore Economico’ 1is in charge of all

finances and discipline at the Accademia.

~ He will open and close the school.

- He will register students.

- He will be the conservator of all supplies.

- He will be required to visit the schools, the
gallery and insure that all is functioning well.

- All requests from professors will be directed to
him.

- He is required to be on duty every day from 11:30
- 15:00.

- All newly acquired property of the Accademia will
be recorded by the ’‘Inspectore’ in an inventory.
p.13-14.

Assistants (’Inservienti’)

21'. [...]
- Assistants will be paid by the ‘Inspectore’.
- They are prohibited from speaking to the student or
to associate with them. p.1l4-16.
[en2]

Holidays (1857)

- July 15 to November 6

- 3 days for Christmas

~ 1st and 2nd day of January

- From Carnavale to the first Sunday of Lent

- Easter - from Palm Sunday to the 2nd day after Easter
Sunday

- 3 days for State’s Unification

- All other State holidays
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Appendix n. 15

A list of works from the Gallery of the Accademia Albertina

in Turin. Reproduced from Naomi Gabrielli, La Regia Galleria

dell 'Accademia Albertina di Torino. Libreria dello Stato,

9-15.

ELENCO DEGLI ARTISTI

Romas: 1933, pp.

NOTA - Per crascun antare sono registrate 1la otta d'ongine, la data di nascita

e quela di morte. 1! sumern romaine 3 parestes: indcica la sala peils quale

s trova 'opera.

Arioatt Giovasyt Batrista, Torine
187%:

288, Lo scuitore Odoardo Tabacchi
(busto := niarmo) (Scaione).
ARAZTPIA FlamMinca DEL szc. XVII:

278. Esur davant ad Asuero (Vil).

ARmasia Cesame, Saluz=o 1* meta del

sec. XVI, 1607:
221. Nanviza (1)
2430. Cristo derwso (rm).
ARDY BaRTOLOMEO, Totxno I* meta del
sec. XIX, 1887
386. JI Ruszeilo (val.

Baszmn G. PrEvRo, Tarino 1764-1831:
3%1. Batiagha 1n una pianara (vu).
362, Paescgpio alpestre (vi1).

3%3. Dintorni di Barge (vii).
364. Ponte sospeto frc dae gole (v1).
365. Veduta di Pavia (v11).
366. Azrora sal mare (v11).
367. Paesagpio mortagnoso con inse-
natore presso la cosza (v11).
36R. Paesaggio alpestre (v11).
36¢. Navcle bianche sed mare (vu).
370. Un boschetto (vIT)
371. Passagno alpessre con pasto-
relle (vi1).
392. Plenilanio sl mare ().
Bassaxo (bortega di Jacopo Bassano):
3. Esai ¢ Guacobbe (viml).
as. Deposinione (vitl).
300, Rivendizrice di cowomestibili (VIT1)
BraumosT CLavpio Framcrseo, To-
nno 1654-1765:
93. Gesz morto (v).
232. S. Lucg (1v).
236. Gest e [I'Addoloveia (bozzet~
to) (v).

BECCARIA ARCELO, Torino 1820-1897:
2%6. Pae.aggra aipestre (Vi)
BERNAERT NicASIUS, Anversa620-4678:
207. Oggers: sul tavolino (1v).
2xc. Ogeetnt sul 1avelino (rv).
Bistourt LioNamrpo, Casale Moafer-
rato 185g:
a8g. Il puttore A. Fontanesi (busto in
bronzo) (Salone).
Brogaxx Glovanwt Frawcrsco detro
OR=OKTE, Anversa 1662-1749:
72. Paesaggro (1x).
81. Paesaggie (1x).
BocGrLIaR! GIUSEPPE, scc. XIX meni:
25c. Il monsignore Vincenze Mosg
(busto 1n gesso) (I11).

291. J1 Re Carlo Alberzo (busto in
marmo) (Saloge).
BREXSEIRGH BARTOLOMEG,

1599-1655:
6E. Jliempro dells Sitlla a Tiveli (v).
Bresciavinog ARDRriA Piccanpil, no-
usie 1507-152%:
133. Sacra Famigla (11).
BRILL PaA0OLO. Anversa 1553-1626:
30. Pagsaggio,; Stygmate di S. Fraa=
cesco (IX).
41. Cacua al cervo (. C.).
s6. Paesaggio (1x).
8s. Nwfe presse on fiumne (1v).
BRUEGHEL GIOVANNI, Bruxelles 1563—
1€2s:
7s. Paesaggo (1).
Caccia GuerLmimo detto 1L MON-
cALvo, Montabone 1558-1627%:
a36. Putu (5. C.).
238. Madonna col Bambuino (5. C.)
239. S. Michelc Arcangeio (1v).

Deventer
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19t. Testa di angelo (111)-

302. J Sant1 Agabio ¢ Paolo (car-
tone) (0).

304. Adadonne col Bambino (carto-
ne) (11).

313. S. Cater:na d'Alessandria (casr-
tone) (1).

315. Lz gloria di S. Maria Madda-
lena (cartone) (1).

317. Madonna col Bambino (carto-
ne) (I).

318. Figora femmunile (artone) (11).

322. Annanciasione (cartone) (1).

323. Pieta (artone) (11).

326, Resmrrezione (cartone) (1).

327. Cristo deposto (cartone) ().

329. Naasuad (cartone) (1).

330. Nenoud (cartone) (1)

331, Un Profeta (cartone) (11).

333, Nozzedella Vergine (cartone)(1).

325. Un profeta (cartone) (I1).

336. Madonna (cartone) (1).

337. Un Arcangelo (cartone) (11).

338, Adorazione del Bambino {car-
tone) {1).

344. Madonns adorante il Bambino
(cartone) (1).

353. Madonna col Bambino in trono
edue Angeli (cartone) (1)

350. Un Santo Vescovo (cartone) (I).

350bis. S. Nicold da Bari (cartone)
(1.

3s6. Un Vescovo che calpesta an tn-
cedalo (cartone) (1).

357. Madonng cal Bambino e quartro
Senzr (cartone) (11)

351. Unc Santa ed ana devota (car-
tone) (11).

GaUDENZIO Ferrar: (botrega di):

306. Santo Benedcttino (cartone) (1).

306. Risarrezione (cartone) (1).

310. Sacra Fam:glia e due obdlcti (car-
tone) (11).

311. Il Cenacolo (cartoae) (11).

316. Maionna col Bambino, gquartro
Sanu ¢ I'Eterno (cartone} (15).
320. L'Assunta (cartone) (10).
321. Un Santo guerruro (cartone)(II)
324. Deposinione (cartome) (11).
325. Sante Vescovo ¢ doe odlati (car-
tone) (11).
332. San Giovanni Battista (carto-
ne) (11).
334. S. Michele (cartone) (1).
339. Un Santo Gaerriero {cartoneX1).
342. Angdi con strumenzi della Puas-
sione (cartone) (1)
343. Salta al Calvario (cartone) (1).
345. Frate morente (cartone) ().
346. Gestt deposto (cartone) (1),
349- S. Giovanmi Evangelita (car-
tone: (1).
352. Incoronarione della Vergine (car
tone) (1).
FrLrvpo VEROKESE, operd all'inizio del
sec. XVI:
134. Madonna col Bambuno (1)
FLOR1iS Francesco, Anversa 1516-1578:
124. Adcmo ed Eva (1).
FrarRcEscainl MARCARTONIO, Bologna
1648-1729:
193. Armuda (x).
194. Erminia (1x).
Francia Fragcescs Rarsovisi, Bolo-
gna 1450-1517:
132. S. Giovanru Bartasta (11).
GoLporp GorRT=IUS, Lowanio 1553-
1616:
16x. S. Maria Maddalena (1v)
GextrLescr Omaznio, Pisa 156s5-1650:
167. L'Arcangeio Gabrieie (1v).
190. Attr. S. Michkele (rv).
Grosso Giacomo, Cambiano 1860: -
27z. Il Conte di Panissera (viI).
Hioasxerex Marmino (van), Hem-
skerck, 1498-1574:
128. Deposizione (1).
129. Guadizio Unversale (1)

265
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Appendix n. 15 cont.d

Hogcxr GIOVAKNNT (VAN DER), Anversa
xén-xésx?
217. Adorasione dei Magi (1v).
HOKRTHORST GHERARDO (imitatore):
23. Depostzione (V).
Jorpaexs Giacomo, Anversa 1593-1678:
101t. Marure morente (Salone).
LAcKzEAL, operava in Francia nel se-
colo XVII:
356. Testa di vecchio (disegno) (11).
360. Testc di vecchio (disegno) (11).
Laxino BERNARDINO, 1512-1583:
252. S. Chuara (111).
2%54. S. Francesco (111).
312. Madonnc col Bambino e due
Angel: (cartone) (11).
s14. Adorgsione de: Magi {carto-
ne) (11).
316. Madorna dello Spastmo (car-
tone) (11).
328. Madonnc col Bambino e Santi
(cartone) (1).
340. Madonna col Bambino e uan Santo
{cartone) (1).
35¢. Madoraa col Bambino e quattro
Santi (carone) (11).
355. Madonn cel Bambino, due Santi
¢'Eterno (cirtone) (1)
258. Madonra tn trono e due Santi
(cartone) (1.
LARINO PIrr FrANCESCO 15%52-1609 ¢
GEROLANO 1556-1585:
248, Gesu cont Sant; Gerolamo ¢ Fi-
hppo (111).
L.AR21ANT PoLIDORO, Veneziano, Lan-
22n0 1515-156%5:
137. Madonna col Bambino e S. Ni-
colo da Bari (111).
LroNARDO (scuola di):
348. Copia del cartone della S. An-
na (n).
Lx® Surtr EUSTACCHIO, Parigi 1619-
16€5:
253. 5. Bruno (v1).

LincerBsacH  Giacomo,  aunbuto,
Francoforie 1622-1674:
7. Mar:ia (vit).
Ltrt FiLipPo, morto nel 1469:
140. J Santt Girolamo ed Agostino(1r).
141. I Santt Gregorio ed Ambrogio
(11).
MAESTRO DELLE MEZZE FIGURE, Operava
intorno al 1530-1550 (seguace):
16c. Una donna in atto di scrivere (1).
MAINERI GlovaNni Francrsco, Parma
fine del sec. XV imzio sec. XVI:
164. Madonna col Bambsno (111).
MaLd Gi1ovaRNl, Anversa ipino del
sec. XVII? 1657
89. L incredulita dv S. Tommaso (1v).
MArrEscH1 MicurLe, Venezia 1696~
1748:
32. La Salute (1v).
33. 1l Cana! Grande (1v).
34. Il Bacine di S. Marco (1v).
35. La Ruwe degli Schiavoni (v).
36. I1 Palaxzo0 Ducale (v).
37. Lachizsa degli Scal=: (1v).
38. Il Canal Grande ed « bactno di
S. Marco (v).
6o. Il Canalc della Giwleccae I'Iscla
di S. Guorgio (v)
€1. Il Cunal Grande ed il Canareg-
gio (V).
62. Rialto (v).
63. Piozzc S. Marco e la Torre del-
U'Qrologio {v).
MarocHrTT1 CARLD, Torino 1805-1867:
204. L'arazescocvo Vincernso Mosst
(statua in marmo) {(Atno).
390. Il puitore G. Monricone (meda-
glione in bronzo) (v111).
MARTIKI Jacopro, Venezia 1743-1841:
264. Il Conte div Canelli {medaghione
in avorno) (IxX).
MassaR! Lucilo, Bologna 1569-1633:
197. S. Cater:na (Saia del Conu-
glio).
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Ma=otwa Cruseppe, Vaiduggia 1745~
1838:
4. Actoriratro (Biblioteca).
MIYLER FRANCESCO ANTONIO 0 Ma-
YERLE, Praga (7) 1710~1782:
228. Parreza del fighuol prodigo (1X).
229. Baideria del fighwol prodigo (Ix).
MICHELARCELO (seguace di):
347. Testa di veschio (cartone) (11).
Mirr GirovasnNi, Beverea Vaas 1509—
1€€4:
110. Riposo di Bartaglia (x111).
MONOCRAMMISTA FIAMMINGO DEL SE-
coro XVII A. W..
16. Andromeda legata ad zno sco-
glo (v).
MORATTORE FRANCESCO MAZIUCHELLY
(arenibuite), Morazzone 1571-162€:
159. La Maddalena svenua (s. C.).
MYTINS MARTINO 1L GIOVANE (attri-
buito), Stoccoima 1695- (770!
94- S. Fiippo (5. C.).
PAGG! GIOVANNI BATTISTA,
1554-1627:
109. Sacra Famugla (5. C.).
PANNINT GIOVANNT PAOLO {attribuito),
Piacenzi 1691~-1768:
8. S. Pietro che battesza (v).
44. I mercannt cacaant dal tempio
(1v)
47. Prediccrione di S. Paolo (v).
+3. Fagan Egirto (Iv).
PaTEL PiETro [ derto . BorR PatrL,
Piccardia 1605~-1656:
4. Paesaggio (s. C.).  _
s7. Paesaggo (s. ¢.)
Prerxux Loreszo, Lione 1529-1821:
381. Rurrsrio Gt Igrasio Collino (Bi-
blioteca;.
PrrErs BOSNAVENTURA, Anversa 1614—
1652:
6s. Ncufrazio (s.c.).
Prora Dowmxxizo, Geaova 1628-1903:
224. R:poio nella foga in Egitto (Iv).

Genova

15 cont.d

PorLowsorcH Conmerto, Utrecht 1586~
1667:

40. Paeraggro con Ninfe (v).
PoxTonumo Jacoro Carrucc: (attri-
buito), Poatormo 1464-1557:

154 Sacra Famuglia con §. Giocan-
atno (11).

Prrico DouzNico,

1527:
148. S. Maria Maddalena (11).
149. Sacra Faruglia (111).
Procaccint Gruwio Crssure, Bologma
1570-1626:
2s7. Catno accade Abele (1v).
Procaccint Gitiio CESARE (bottega):
153. 7Tre saonatort (11).
RAFFAELL0 SANTIO (copie antche da):
113. Sacra farmuglia (s. c.).
153. Madonna di Loreto (11).
RavyMosp Lupovico, Torino 182%-
1808:
adr. Iconoclasn: (vi1).
262. Sacrilegio (vi1).
Rerpu==1 Cisare, Tonno 18s7-19r11:
2gs. J1 marchese di Sambuv (busto
in gesso) (S. c.).

ROMARELLI GIOVANNI FRARCESCO,1610~
16€2:

174. Santa Ceclia (8. ¢.).

RouBotTtTs TEODORO, Anversa 1597-
1637:

7. Il Tasso alla Corte di Ferrara
(v1).

RONDANRT FraNCESCO MARA, Parma

1490~1549:
179. S. Maria Moaddalena (Sala del
Consigho).
ROSA SALVATORE, Napoli 161%-1673:
6g. Paesaggio (v,
70. Paesaggio (vimn).

Roos Fi:L:ppo derto Rosa pa Trvoirl
(seguace genovese di), Francoforte
1655-170%:

68. Paesaggio con bovint (8. C.).

Firenze 1492-
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Appendix n. 15 cont.d

RosserTt Dt VaL Vigezzo, S. Mana
Maggiore prima meta sec. XIX:
233. Autoritratto (vii).
234. Veccluo che legge (vi1).
ROTTERHAMMER GIOVANNI,
1564-1625:
t71. Crocifissione (1).
SAFTLEVEN ERMANNO, Retrerdam 1609~
168s:
50. Paesaggio (1X).
s3. Paesaggio al tramonto (1%).
SABBATINI ANDREA, Salerno  1480—
1530:
236. La morte di S. Alessio (111).
SASSOFERRATO GIOVANNI BATTISTA SAL-
vI, Sassoferrato 1605-168s:
201. Assunte (. C.).
SCARSELLINO 1PPOLITO SCARSELLA, Fer-
rara 1s51~-1620:
12. Adorazione det Magi (1v).
ScHEDONE BARTOLOMEO, Modena 1576~
1615:
143. Sacra Famuglia (1v),
ScuUoLA BOLOGNESE DEL SEC. XV II:

86. La Scmeritana al Pozzo (v).
150. Mose trarto dal Nilo (s. c.).
169. Rebeccaal pozzo (s. C.).

195. Decollazione di S. Giovanni
Barusea (Sala del Consigho).
SCUOLA BRESCIANA DEL SEC. XVI:
198. Adorazione det Mag: (s. C.)
ScUoLA FIAMMINGA DEL SEc. XVII
seconda meta:
¢2. Principessa che soccorre un ferito
(v1).
120. Agar e Abrarno (1).
SCUOLA FIORENTINA DEL SEC. 'XVI,
seconda meta:
307. Santo morente (disegno) (1).
308. Un evangelista (disegno) (1).
SCUCLA GENOVESE DEL SEC. XV1I:

18. Filesafo (s. C.).

s=. L'annanzio ar pasteri (S. C.).

10. Guuditta (1v).

Monaco

98.

216
102

n
116
12%

99

185

303.

S. Francesco {s. C.).

. La Famuglig di Darto (1v).

. Madonna allattante il Bambi-
o (V).

. Flageliazione (s. C.).

. Adorazione der pastort (1V).
L'arca d: No¢ (vit).

. Croc:fissione (1v).

Natita (cartone) (1).

SCUOLA MANTOVANA DEL stC. XV1:

a3

. Gesu presenzato al popolo (111).

SCUOLA NAPOLETANA DEL stc. XVL

151

. Madonna cal Bamhino (111).

SCUOLA QLANDESE DEL SEC. XVII:

251

. Uragano (s. c.).

84. JInterno dt on atrio (s. C.).
SCUOLA PIEMONTESE DEL SEC. XVI:

131

. Unadevota presenta la fighaalla

Vergine col Bambino (111).

341. Cruto davanu a Catfas (car-
tone (1). .
SCUOLA PIEMONTESE DEL SEC. XIX, pn-
ma meta: )
382. Rutratto di an genuluomo con tl
collare dell’ Annunsiaca  (Biblio-
teca).

227. Rurarto di donna ().
SCTOLA PARMIGIANA DELLA SECONDA
META DEL SEC. XVI:
192. Carita (11).
SCUOLA TEDESTA DEL SEC. XVI-

126
42
176
145

. Salvatore benedicente (1).

. Madonna col bambuno (1).

. Resurrezione dit Lazzarao (1).
. Depostoione (V1).

ScuoLA VENETA DEL sic. XVIIT:

I04

. Betscbea al bagno (IX).

SERANGELI, prima meta SEC. XIX:

37
t

. Ruratzo del Bagemm (Biblio-

ecal.

SeYTER DaNifie (aunbuito), Vieana

1

€s33-170S:

g0. Rrrasto (1v).
175. S. Gioranmt Bauusta (5. €.




Appendix n.

SpaLLa Giacons Torino 1759-1834:
2¢6. 11 Mazrchese Fil:ppo Asnari di
S. Marzanc (narmo) (v1).
297. Ji p:ttore Eagett (marmo) (Sala
del Consigho).

SpANZOTT! MARTINO, Casale Mon-
ferrato. - Notine dal 145 al
1528:

150. Madonna tn trono col Bambino
¢ Angeli (111).

SpmeoLA IPPOLITO, seconda meua del

sec. XIX:
28g. Auntoruratto (Biblioteca).

TaBACCHI ODOARDO, Valganna 1836-
190S:

298. Il prof. Gambe (marmo) (Sa-
lone).

299. /I Duca Ferdinando Breme di
Sartirana (marmo) (Salone)
TEMPESTA (MULLIER PIETRO detto il),
Haarlem 1637-1701:
43. Paesaggio (s. C.).
45. Paesaggio (s. C.).

Teaers DavipE 1. GIOVARE (copia
anuca day
31. Venimce di Salacae (s. ).

TIEPOLO (BOTTEGA DEL):

138. Madonna col Bamiwmo (boz-
zetto) (v).
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15 cont.d

TILLEMANS PIETRO, Anversa 1684-1734:
48. Battagha (vi11).
s2. Battagha (vIiI1).
122. Bartagha (vi11).
123. Battagha (v111).
TURCHI ALESSAKDRO defto I'OREETTO,
Verona 1528-1648:
15. Russe fra t pastort di Jetro ¢ di
Mase (v).
VELA VINCENZO, Ligornetto 1820-18912
271. Re Vittorio Emanuele II (mar-
mo) (Salone).
ViAN! GIOVANRT MARIA, Bologna 1636~
1700:
1B1. Endimione e Diana (Saione)
VOUET SIMOKE, Pang! 1590-1648:
22, Achille nconosanto alla corte
del Re Licomede (V).
WarLs CORSELIO DE, 1562-1667:
88. Barcglia (v).
WERLIN CRISTIARO, operava a Stupinigi
nel sec. XVII:
19. Testa d1 vecchio (5. C.).
TUCCARELLI Francesco, Pitgliano
1702-1778:
€4. Paesaggio (IX).
67. Paesaggio (IX).
7t. Cacca al cervo (1X).
80. Cactia al toro (1X).



Appendix n. 16

Lovell's Montreal Directory lListings for

Luigi Cappello/Capello.

1875-76

Cappello, Liugi [sic], Italian artist, 54

Notre-Dame, h. 186 La gauchetiere

(1st mention)

1876-77
1877-78
1878-79
1879-80
1880-81

1881-82

1882-83
1883-84
1884-85

1885-86
1886-87
1887-88

1888-89

1889-90

1894-95

1896-97
1897-98

Capello, Louis, artist, 97 Jacques Cartier

Capello, Louis, artist, 534 St. Mary

Capello, Louis, artist, 93 St. Francois Xavier

Capello, L. G., artist, 93 St. Francois Xavier

Capello, L. G., artist,
h. cor. Craig and St. Charles Borromee

Capello, L. G., artist and printer,
141 St-Andre

idem
idem

Capello L. G., artist 1468 and 1470
Notre-Dame h. 14 Montcalm

idem
Notre-Dame 1470 Capello, L. G.

cappello, L. G., decorative artist and
portrait painter, 1470 Notre-Dame

Cappello, Mrs. M. L. dressmaker,
202 St-Martin

Chapello [sic], Mrs. M. T. [sic], wid. Louis Jean,

202 st. Martin

Capello Mrs. M. wid. Louis, dressmaker,
195 sSt. Martin

St. Martin 195 Mrs. M. wid. L. dressmaker

Capello Mrs. Marie Louise, wid. J.,
dressmaker, 1132 St. Antoine St. Henry

93 S§t. Francois Xavier,
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Lovell Directory cont'd.

1898-99 idem
1899-1900 idem

1049 st. James

1906-07 St. James 1049 Cappello Mrs. M. L.
wid. L. G.
(last mention)
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Appendix n.

Death Certificate of L. Capello
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ILLUSTRATIONS



Photograph of 15, Monte di Pieta, Torino where Luigi
Capello’s family home used to stand prior to Allied
bombing on August 13, 1943.

(Photo: Shtychno, 1989).




Albertina delle Belle

Accademia

Carlo-Alberto

Savoia.

i

La R.

Portrait of King
Reproduced in

2.

Casa d

Arte e 1la R.




3, Accademia Albertina, Turin, Italy
(Photo: Shtychno, 19893).
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4, Il voto d’annessione nell’Abruzzo (1861)
0il painting on canvas, 104 x 207 cm.

Enrico Gamba.
Reproduced in: Cultura fiqurativa e architettonica

negli Stati dei Re di Sardegna (1773-81), p.760,
fig. 747.
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37

Interior of the Chapelle de 1’Ecole de la Réforme

(prior to 1932).
Reproduced

the Archives of the

Quebec.

in

Montreal,

from a photograph

de la Charitée,

Fréres




9. L’Education de 1la Vierge (1879)

Bgnsecours Chapel, Montreal, Quebec.
0il painting on canvas, 4’/ x b5/
Luigi Capello.

(Photo: Shtychno, 1990).

10. Exterior Sainte Anne de Yamachiche prior to 1957.
Reproduced from Abhé Napoleon Caron’s, Histoire _de la
pParoisse d’Yamachiche, P.V. Ayotte, Trois-Rivieres,

Quebec: 1892.




11.

Fides (c. 1879),

Sainte-Anne de Yamachiche (before July 11, 1957).
'Fresco-secco’,

Luigi Capello.
(Photo: <C. Marcotte, March 5, 1957).

in the pendentive of the main dome,



12.

Spes (c. 1879), in the pendentive of the main dome,

Sainte-Anne de Yamachiche (before July i1, 1957).
'Fresco-secco’,

Luigi cCapello.

(Photo: C. Marcotte, March 5, 1957).



13.

Caritas (c. 1879), in the pendentive of the main dome,
Sainte-Anne de Yamachiche (before July 11, 1957).
'Fresco-secco’,

Luigi Capello.
(Photo: C. Marcotte, March 5, 1957).




14.

Amor Dei
dome,

(c. 1879), in the pendentive of the main

Sainte-Anne de Yamachiche (before July 11, 1957).
'Fresco-secco’,

Luigi Capello.

(Photo:

C. Marcotte, March 5, 1957).



Dome interior

Sainte-Anne de Yamachiche (before July 11,
’ Fresco—secco’,

Luigi Capello, c. 1879.

(Photo: C. Marcotte, March 5,

1957).

1957) .



16.

L’Arrivée de Christophe Colomb en terre amerigaing

(1866)

Theatre curtain for Collége de 1’Assomption (burned
June 1988).

Luigi cCapello.

Reproduced in: Histoire du College de_ 1’Assomption,
p.71.
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"Della forza composta dall’huomo et prima si_dira

delle braccia"
G. Contoli (drawing) and G.R. [?] (etching).
Reproduced: Accademia Albertina di Torino,

fig. 6.

p.199,
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26.

Atala (1862)

Oil painting on canvas, 194 x 22 cm.

Andrea Gastaldi.

Reproduced in: Andrea Gastaldi (...), 1989, n.23.




27.

Mort de Saint~Paul l’Ermite
Saint-Paul 1’Ermite Church,
0il painting on canvas,
Luigi cCapello.

(Photo: Shtychno, 1989).

(1875)
Le Gardeur,

Quebec.
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I dottori della cChiesa, Ambrogio e Gregqorio (c. 1450)
0il painting on canvas, 120 x 55 cm.

Fillipo Lippi.
Reproduced in:

30.

Accademia Albertina di Torino, p.138.
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33. L‘’Apparition du Sacré-Coeur & Sainte-Marguerite-Marie

(1883) detail

Sacré-Coeur Chapel, l’Assomption, Quebec
Oil painting on canvas.

Luigi Capello.



34.

Nudo accademico (c. 1835)

0il painting on canvas, 80 x 65 cm.

School of Louis David.
Reproduced in: Accademia Albertina di Torino, p.163.




e

o S M

Plenilunio sul mare (date unknown)

Watercolor, 75 x 80 cm.

Giuseppe Pietro Bagetti.

Reproduced in: Accademia Albertina di Torino,

p.169.
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Torino, p. 182.

di

1560)
iovane.
Albertina

la

{c.

San Michele Arcangelo
Cartouche.

Giuseppe Giovenone il G
Reproduced in: Accaden

37.
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g

er bassorilievi dipinti a chiaroscuro

ozzetti
collocarsi nella Sala delle Cariatidi al Palazzo Reale
di Milano (1838)
Carlo Arienti.
Reproduced in:

B da

Accademia Albertina di Torino, 217.

p.
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39. Fregetto antico nell’Architrave del Tempio di Giove
Statore in Roma (1824)

F. Albertolli (drawing) and G. Folmer (etching).
Reproduced in: Accademia Albertina di Torino, p.210,
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40. Elementi di anatomia fisiologica, (F. Berntinatti)
Différence des traits du visage, (P. Camper)
S. Pietro, (A. carracci)
Printed by E. Malnate.

Reproduced in: Accademia Albertina di Torino, p.203,
n.ll.
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41. Ferdinando Arborio Gattinara Marchese di Breme (1834)
Pencil drawing on vellum, 36 x 27 cm.
Francesco Gonin.

Reproduced from a photograph (Archives): Galleria
Civica d’Arte Moderna, Turin, Italy.
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42. Arnaldo da Brescia dopo il diverbio con papa Adriano
1V (1872)

0il painting on canvas, 319 x 170 cm.

Alberto Maso Gilli.

Reproduced in: Accademia Albertina di Torino, p.59,
n.54.
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44,

p.45,

Accademia Albertina di_ Torino,

Drawing with black pencil on paper, 47.3 x 36.5 cn.
in

Enrico Gamba.
Reproduced

n.36.
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46, Fra Savonarola tratto prigione fra gli dinsulti dei
Compagnacci (1856)
Oil painting on canvas, 161 x 202 cn.
Andreca Gastaldi.
Reproduced in: Andrea Gastaldi (...), 1989, n.lo0.
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47. Pietro Micca nel punto di dar fuoco alla mina volge a

Dio e alla Patria i suoi ultimi pensieri (1858)
0il painting on canvas, 164 x 204 cm.

Andrea Gastaldi.
Reproduced in: Andrea Gastaldi (...), 198%, n.17.
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48. Saffo (1872)
Oil painting on canvas, 158 X 215 Ccm.
Andrea Gastaldi. . )
Reproduced in: Andrea Gastaldi (...), 1989, fig. 15.




49. Veduta di montagne
0il painting on cardboard, 37 x 27 cm.
Andrea Gastaldi.

Reproduced in: Andrea Gastaldi (...), 1989, fig. 27.




50.

51.

La Visitation, Notre-Dame de Montréal
Second gallery, ’‘fresco-secco’.

Luigi Capello, c. 1878.

(Photo: Shtychno, 1990).

L’Annonciation, Notre-Dame de Montréal

Second gallery, ’‘fresco-secco’.
Luigi cCapello, c. 1878.
(Photo: Shtychno, 1990).



52.

53‘

La Présentation de la Vierge, Notre-Dame de Montréatl
Second gallery, 'fresco-secco’.

Luigi Capello, c. 1878.

(Photo: Shtychno, 1990).

A\

Le Mariage de o Vierge, Notre-Dame de Montréal

Second gallery, ’‘fresco-secco’.
Luigi Capello, c. 1878.
(Photo: Shtychno, 1990).
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55,

L’Education de la Vierge, Notre-Dame de Montréal
Second gallery, ’‘fresco-secco’.

Luigi Capello, c. 1878.

(Photo: Shtychno, 1990).

La Nativité de la Vierge, Notre-Dame de Montréal
Second gallery, ’‘fresco-secco’.

Luigi Capello, c. 1878.

(Photo: Shtychno, 1990).
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57.

La Nativité, Notre-Dame de Montréal
Second gallery, ‘fresco-secco’.
Luigi Capello, c. 1878.

(Photo: Shtychno, 1990).
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la Fuite en Egypte, Notre-Dame de Montreal

Second gallery, ’‘fresco-secco’.
Luigi Capello, c. 1878.
(Photo: Shtychno, 1990).



59.

A S ? R “T. P ’ J@Mv.‘“ ' "

58. La Sainte Famille & Nazareth, Notre-Dame de Montréal
Second gallery, ‘fresco-secco’.
Luigi Capello, c. 1878.
(Photo: Shtychno, 1990).

afemar & R

La Vierge recevant son fils au pied de 1la croix,

Notre-Dame de Montréal

Seqond gallery, ’fresco-secco’.
Luigi Capello, c. 1878.

(Photo: Shtychno, 1990).



61.

60. L
Second gallery, ’fresco-secco’.
Luigi Capello, c. 1878.

(Photo: Shtychno, 1990).

N

Ia Vierge couronnée entourée de saints,

Montréal

Second gallery, ’fresco-secco’.
Luigi Capello, c. 1878.

(Photo: Shtychno, 1990).

'Assomption de la Vierge, Notre-Dame de Montreéal

Notre-Dame de




62. Quinte-foil shaped frame painted directly on plastered
walls, containing Capello’s work.
Notre-Dame, Montreal.



63. L’archange Michel terrassant Lucifer
In the main dome of the Chapel of the Ursuline
Monastery, Trois-Riviéres, c. 1897, ’‘fresco-secco’.
Luigi Capello.
(Photo: Shtychno, 1989).
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64. La_ cCeéne
Above the main altar, Ursuline Monastery,
Trois-Rivieéres, c. 1897, ‘fresco-secco’.
Luigi Capello.
(Photo: Shtychno, 1989).




65.

66.

Sacré-Coeur devant Sainte-Marquerite-Marie Alacogque
In the pendentive of the dome, Ursuline Monastery,
Trois-Riviéres, c. 1897, ‘fresco-secco’.

Luigi cCapello.

(Photo: Shtychno, 1989).

Sainte-Angéle et Sainte Ursule
In the pendentive of the dome,

Ursuline Monastery,
Trois-Rivieres, c. 1897, ’'fresco-secco’.
Luigi Capello.

(Photo: Shtychno, 1989).



pparlzlone di Nostro Signor Gesu Cristo alla Beata

Margherlta Alacoygue nel Monistero di Paray-le-Monial
in Francia nel 1675, (1878)

0Oil painting on canvas, 200 x 300 cm.

Andrea Gastaldi.

Reproduced in: Andrea Gastaldi (...), 1989, n.57.




68.

69.

La Foi, 1l’espérance et la charite
In the pendentive of the dome, Ursuline Monastery,

Trois-Rivieéres, c.
Luigi Capello.
(Photo: Shtychno,

1897,

1989) .

! fresco—secco’.

couronnement de la Vierge

In the pendentive of the dome, Ursuline Monastery,

Tiois-Riviéres, c.
Luigi Capello.
(Photo: Shtychno,

1897,

1989) .

’ fresco-secco’.



70.

71.

La_Céne (detail)
Above the main
Trois-Rivieéeres, c.
Luigi Capello.
(Photo: Shtychno,

altar, Ursuline
1897, ‘fresco-secco’.

1989) .

La_Céne (detail)
Above the main
Trois-Riviéres, c.
Luigi Capello.
(Photo: Shtychno, 123" .

altar, Ursuline
1897, ’‘fresco-seccc’.
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72. Interior of dome.
Chapel of the Ursulines, Trois-Riviéres, Quebec.
Luigi Capello.
(Photo: Shtychno, 1989).
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73. Interior Saint-Paul 1’Ermite, Le Gardeur, Quebec.
Reproduced in: Histoire de Saint-Paul 1’Ermite, 1985,
p.21.




74. Interior Saint-Paul 1’Ermite, Le Gardeur, Quebcc.
(Photo: Property of Mme. Ayotte-Lalonde).




75. Interior Saint-Paul 1’Ermite, Le Gardeur, Quebec.
(Photo: Property of Ayotte-Lalonde).



76. Interior Saint-Paul 1’Ermite, Le Gardeur, Quebec.
0il paintings on canvas in the choir.
Luigi Capello.
{Photo: Shtychno, 1989).

77. Saint-Paul en priére (1874) detail
Saint-Paul 1l’Ermite Church, Le Gardeur, Quebec.
0il painting on canvas,
Luigi Capello.
(Photo: Shtychno, 1989).




- (686T 'ouyoA3jys :o30ud)
‘o11eded THINI

tsepues uo butjuted TTO

‘znopIes o1 ‘ysanyd 23Twad, 1 Tned-3utes
(vL81T) Bx9Tad Us 1ned

oagand

oaqgand

tInopaed o1
(gL81)

- (686T ‘ouyokays :030Ud)
-ogreded THTINI

'seaued uo purjurted TIO0
‘goany) 93TWIF,T [ned-jutes

A ey

Suouwne, [ Juesrej [ned-3jures

6L



‘(6861 ‘ouysizys :ojouyd)

roTTaded T6Ing

‘seauen uoc butauted ITO

*o8gsnd ‘anspies o7 ‘ysanyd Iatwad,] Tned-jurtes
TTe3sp

(cLe1) dUgUne,] 3uestej jned-3dres

‘08

* (SpuoTe1-9330AY °*suwy :030yd)
*8puUOTETI-83204Y raup X
ECTMNS Rl S e &

‘18




- (686T ‘ouyoAlus :o30ud)

-o7Teded THINI

igepues uo buriuted ITO

-oogand ‘anepaed 31 fyoany) @3tTwad, I ined-3utes
(gr81) Tned-adres ® SuTojuY—autres op 93ISTA

PR

A

*oagand

‘Inapaes o

TTe3ep (SL8T)

- (686T ‘ouyoAays :030ud)
cot1eded THOINI
‘seaueo uc butjuted 110

fyoanyp) 23Twad, T Tned-3utes

53TUXE, T [Ned-Jures ob 310K

*e£8




- (6e51T ‘ouysiays :o1a0ud)

‘or1ededn IBLINT

‘goaues uo burjzurted 110

-osgend ‘anspaed o7 ‘yoany) @3Twai,I Tned-3ules
TTe3ep (5£81) S3ITWad, [ (ned-3ures sp 0K

‘b8 .

*IP8T teuocy
‘0cg1'd ‘II °*ToA -Oiioxeunboe,l(e¢ OlOAEy o3ue3zlollie
TP T3rUooriie pe oOjeudo oudy,[lop oulorb Uundseld

Iad Tt3ues op ©3LA OJISAA0 OrTIiepusbbeT 03393Fa3d 11
(*pe) ToomTTjuaD °*¥ :ul paonpoaday
93TWId, T [ned-jures °ss8




ey)seanouwey

°p

- (6861 ‘ouyd4A3ys :o3ouyd)
‘oT113ded 1hINnT

'seaues uo purjurted TTO
*oagqand

2IpuUBRX9IY-3uTes ‘aIpuexeTv-jures

TTe3sp (9.81) SIipuexsalv-3jures

&

feyseanouey 98p

‘98

* (6861 ‘ouyol3lys :o3o0ud)
*oagand
‘aapuexaiv-~3utres
‘Uoanyo> ayly Jo saeN

aIpuexXaIy¥-3uTres

TTe3ep (9.81) SIpUEXSTV-3IUTES

L8



88.

I] Cristo della moneta (c. 1869)
0il painting on canvas, 170 x 120 cnm.

Carlo Caliari. .
Reproduced in: Accademia Albertina di Torino, p.146.
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97. L Educatlon de la Vierge (1879) detail
0il painting on canvas,
Luigi Capello.
(Photo: Shtychno, 1990).
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98. Exterior Theatre, L’Assomption, Quebec
(burned in June 1989).
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Sainte-~Marquerite-Marie

a

Coeur

du Sacreé-

L’Apparition

101.

~Coeur, l’Assomption,

Interior of the Chapelle de Sacré

Quebec.

Archives

photograph in the
Quebec) .

a
'

from

Providence (Montreal

Reproduced



| *Assomption,

de Sacre-Coeur,

Dieu le Pére
Interior of the Chapelile

Quebec
(Photo: 1990) .

102.

Shtychno,

Interior Chapel of Sacré-Coeur, 1l’Assomption, Quebhec

103.
Shtychno, 1990).

(Photo:
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106.
Reproduced in: Le Diocése de Montreéal a la Fin du
XIXe Siecle, p. 263.




N ) "A . '
bxixfx x AR LR R G e \

107. Enfant Jésus avec Sainte-Anne et Saint-Joachim
Saint~-Joachim Church, Pointe-Claire, Quebec
0il painting on canvas,

Luigi Capello.
(Photo: Shtychno, 1991).
108.

Saint-Joachim Church, Pointe-Claire, Quebec
0il painting on canvas,

Luigi Capello.

(Photo: Shtychno, 1991).



- (686T ‘ouysiiys :o030yd)
rortaden 1HINI
‘seaued uo butjuted TT0
‘oagenyd ‘srateade] Sp 3IOPTSI-UTES
1ie39p (cggl) JIueanoW umn,p JoASUD Ne SI0pIsi-3ures ‘OTT

- (6861 ‘ouyoAlys :o03oud)
osqend ‘erateade]

sp oiopIsI-autes ‘{sggl) =I0pTsSI-aUTes 3O 10TI27UT ‘60T

s y . ..

R Rl Ml




111.

e,

Saint-Isidore (detail)
Saint-Isidore de Laprairie, Quebec.
0il painting on canvas,

Tuigi Capello.

(Photo: shtychno, 1989).
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P.Q.
1930.

l’Assomption,

Montréal

College

de
Le Colléege de 1’Assomption,

Beauchemin Ltée.,

in:
irie

Eleves’

des
Libra

1’Assomption, Quebec.
Photo reproduced

’Parloir

(Canada),

118,
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UNA PAGING RIPRODUCENTE LT MEDAGLIY DI PREMIO
DELLA SPCONDA ACoADEMEA ALBEIRTINA

cr Rewobomente del e B Aeandomn de prttuna © scoltien Tormo, 1778)

Prize Medals, similar to those received by Luigi
Capello from the Second Accademia Albertina of Turin,
Italy.
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