We are still picking up those pieces, so the centenary of
the rebellion would seem well worth commemorating.
But the Glenbow, in Calgary, chose to dodge a sensitive
issue by mounting an exhibition dedicated to the Métis
and the War Museum, in the national capital, has put ona
bland, unfocussed retrospective that is simply too small
(120 square metres) to make much of an impact even if
everything else had been got right.

To be fair, the Museum worked under considerable
difficulties. The building was under reconstruction
throughout the planning process, a project that was six
months behind schedule and intruding into the final
exhibition preparations when it was eventually finished.
Moreover, the original coordinator and the original
designer had both dropped out during the preparatory
stages, leaving Vic Suthren to carry the load.

At the entrance, a one-page typescript overview of the
rebellion by Hugh Halliday is available. The centre of the
hall is occupied by the major exhibit, featuring a Canadian
gunner, one of his horses, and a brass, seven-pounder
mountain gun which may, or may not, be one of the pieces
taken on campaign. There is a Toronto infantryman
smoking his clay pipe and an 1883-pattern Gatling gun
complete with limber.

Around the walls of the hall, “blown-up” photographs
of soldiers, policemen, teamsters, Indian and Métis alter-
nate with narrative panels recounting the course of the
rebellion from a text by Toronto historian (and author of
two excellent books on the rebellion) Desmond Morton.
Sprinkled about are artifacts ranging from the macabre to
the entertaining — the hood that Riel wore at his hanging
to a coloured pencil-sketch of his peers done by an Indian
who had never seen coloured pencils before! There are also
the usual rifles and muskets, as well as a Cree war club.

L’Amour de Maman:

“L'’Amour de Maman: Acadian Textile Heritage,”
Louisiana State Museum. Curator of temporary
exhibit: Vaughn Glasgow. Coordinator of travelling
exhibit: Maud Margaret Lyon. Technical expert:
Tabitha Wilson Rossetter.

Tour (1983-85): Le Musée du Nouveau Monde, La
Rochelle, France; Musée acadien, Moncton; New
Brunswick Museum, Saint John; National Museum of
Man, Ottawa. Reviewed at the New Brunswick
Museum.

Catalogue: Vaughn Glasgow with Maud Margaret
Lyon (ed.), L'Amonr de Maman: La tradition acadienne du
tissage en Louisianel The Acadian Textile Tradition in
Lounisiana (La Rochelle, France: Le Musée du Nouveau
Monde, 1983). Not reviewed.

The exhibition, “L’Amour de Maman: The Acadian
Textile Heritage,” was one of the better travelling dis-

But not A.H. Hilder's dramatic painting of Lieutenant-
Colonel G.T. Denison leading his troop of Governor-
General's Horse Guards over the ice of Lake Superior,
which creates far more of an ambiance than the stylized
battle sketches from the Canadian Illustrated War News
presented in such abundance.

The North West Mounted Police’s contribution is
probably over-emphasized — they played a small part in
events after the initial clash at Duck Lake — and there is
very little on the logistics of the campaign, bur these are
value judgements. More specifically, one sees Riel's
embroidered coat and the tobacco pouch he carried to his
execution, one sees his bearded, expressionless face
through a camera lens, but one learns nothing about the
man himself. The same criticism may be made in regard to
Middleton and Dumont. They are all flat, two-dimen-
sional, figures, yet Riel and Middleton wrote much and
even the illiterate Dumont dictated his memoirs a few
years afterwards. In each case, their words give them a
third dimension. Moreover, on the government side many
lesser characters subsequently put their thoughts and re-
miniscences on paper. It would surely have been possible
to fill the narrative panels with extracts from their experi-
ences written in their own words instead of Morton’s
nicely turned phrases, and still have told the tale of the
rebellion.

A musical background consists of regimental marches
and Métis tunes. A nice touch, marred by the anachronis-
tic inclusion of O Canada, written in 1880 but hardly a
common tune outside Quebec, or in any way representa-
tive of central Canada in 1885.

Not a very satisfactory way of passing an hour or two.

Brereton Greenhous

Acadian Textile Heritage
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plays shown in recent years at the New Brunswick
Museum. Although this exhibition’s showing at the New
Brunswick Museum (late October 1984 until January 3,
1985) was considered a success in most respects,
“L’Amour de Maman” was not entirely blemish-free.

"Produced by the Louisiana State Museum, “L’Amour de
Maman” examines the production of textiles by the
Acadians who arrived in Louisiana during the second half
of the eighteenth century. While the focus is on Louisiana
Acadian textiles, and the tools and techniques employed
to make them, the exhibition also reveals elements of a
way of life. As the catalogue states, "both textile produc-
tion and textile use became associated with social customs
integral to the Acadian identity.” Forced to adapt toa new
climate and new materials in Louisiana, the Acadians
developed a textile tradition that continued until the
middle of this century. “L'Amour de Maman” documents




two hundred years of Louisiana Acadian textile production
and Acadian customs that are no longer practised.

Careful thought led to the selection of the exhibition’s
main title, which stresses the connection between a life-
style and the textiles produced by that Acadian society.
An Acadian mother spent a tremendous amount of time
spinning and weaving a trousseau of utilitarian textiles for
each of her daughters. This custom, known as L'Amour de
Maman (mother’s love), represents one of the traditions
connected with Acadian hand-woven textiles and provides
an appropriate title for the show.

The display was subdivided into four main sections;
each dealt with a particular aspect of the exhibition
theme. The first section, “Acadians of Louisiana,” out-
lined the origins of the Acadians and their settlement in
that state. The custom of L’Amour de Maman and the role
of textiles in Acadian social life were clearly explained for
the museum visitor. “Regional Adaptations” emphasized
that the Acadians applied traditional weaving patterns
and techniques (which had been used to produce wool and
linen textiles in northern climates) to cotton fibre avail-

able in Louisiana. Both the growing and the processing of

this “new” fibre were featured in this section. “Textures
and Patterns,” the third subdivision, described the wide
variety of woven patterns produced and how the weavers
were able to make these variations. The exhibition’s final
section, “Acadian Women: The Artisans,” was, for the
most part, a tribute to the women who wove Louisiana
Acadian textiles. This concluding section also informed
the visitor that the production of traditional hand-woven
textiles has ceased, for few Acadians continue to weave
today.

Even though the New Brunswick Museum displayed
“L'Amour de Maman” using the four recommended sub-
divisions, the arrangement at the Museum was somewhat
confusing. While the introductory and concluding sec-
tions were discernible, the placement of display units did
not indicate a traffic pattern for the visitor to follow and
the four different sections were not clearly separated.
Several of the artifacts and photographs were not exhibited
in their proper section, but these flaws did not detract
from the display to any significant degree because the four
sections were thematically very closely connected.

Several design defects did damage the visual effective-
ness of the exhibition. The most disturbing was the
crowding of the first section into an area that was too
small. The most visually interesting display, which
described the custom of “L’Amour de Maman,” appeared
to be squeezed into a corner (see fig. 1). There was suffi-
cient room in the gallery to move the two large display
boxes to more central positions, thus eliminating that
problem. The uneven distribution of artifacts, and other
exhibit materials, gave the impression that the rest of the
display was somewhat barren. The majority of one wall
was covered by a row of textiles, while the final wall had a
number of photographs displayed as a group. Most of the
visual boredom associated with these walls could have

“L'Amour de Maman” in “Acadians of Louisiana”
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been eliminated by the placement of different types of
artifaces within these groupings. Unfortunately, the
plexiglass covers available for the exhibit cases were too
tall for the artifacts they protected (see fig. 2). These cases
would have appeared more suited for their task had the
excessive height been reduced by using smaller covers.
Another flaw was present on the introduction panel pro-
duced at the New Brunswick Museum. Although this
panel was not unattractive, a photocopy of the exhibition
catalogue’s cover was used. Had more thought been given
to the display layout, most of the defects mentioned could
have been corrected.

Two types of information labels were present in
L'Amour de Maman. Both the theme copy and object labels
used enlarged print; this helped to prevent eye-strain. The
theme labels were informative, concise and well written.
Object labels were brief and clearly identified the artifacts
for the museum visitor. Even though the labelling pro-
vided a wealth of information about the history, traditions
and hand-woven textiles of the Louisiana Acadians, the
amount of copy was not excessive. The label quality indi-
cated that a great deal of time and effort had been
expended by the exhibition organizers of the Louisiana
State Museum.




The artifacts selected for this travelling exhibition also
revealed a high level of scholarship. A careful selection of
representative artifacts had been assembled from the
collections of over thirty individuals and institutions in
France and the United States. Over seventy textile items,
including blankets, coverlets, sheets and some clothing,
were displayed along with various tools of the weaver.
Cotton fibre was provided to illustrate the different steps
in the refinement process. When the appropriate samples
of cotton were exhibited with the different tools, the
visitor was able to understand many of the operations
necessary to create hand-woven textiles, without having
to read the attached labels. A number of period photo-
graphs showed Acadian women performing the various
steps required. Since label copy had been kept to a mini-
mum, the artifacts effectively illustrated the exhibition
theme. The labels performed a supportive function,
allowing the artifacts to be the dominant interpretive
features in the show.

For the museum visitor who desired additional infor-
mation, a bilingual catalogue was made available for the
exhibition’s international tour. This catalogue is a brief
(95 pages), but comprehensive, treatment of the subject.
Well written and illustrated with numerous black-and-
white photographs, the catalogue provides the reader with
information that could not be included on the exhibition

labels. Three years prior to the opening of “L’Amour de
Maman” in New Orleans in 1981, Vaughn Glasgow (chief
curator of the Louisiana State Museum) and Tabitha
Wilson Rossetter (guest curator) began their research.
Both the catalogue and the exhibition benefitted from
their efforts; the publication will serve as a lasting con-
tribution to the study of Louisiana Acadian textiles.

Although the presentation of “L’Amour de Maman” at
the New Brunswick Museum suffered slightly because of a
poor layout, this travelling exhibition was one of the most
informative displays to visit New Brunswick in recent
years. It effectively transmitted its message that, “The
Acadians of Louisiana developed a unique, long-lived and
vigorous textile tradition.” As an added bonus, the
research performed to produce this exhibition has helped
to preserve information about Acadian traditions and
material culture. The assembled artifacts were permitted
to speak for themselves (with the aid of informative labels)
because the organizers at the Louisiana State Museum had
not relied on fancy display techniques or an excessive
amount of label copy. Based on scholarly research, the
catalogue, labels and selection of artifacts for “L' Amour de
Maman: The Acadian Textile Heritage” provided the
museum visitor with an enjoyable educational experience.

Robert S. Elliot

Deux cents ans de villégiature dans Charlevoix

Musée régional Laure-Conan, «Deux cents ans de villégia-
ture dans Charlevoix». Conservateur invité: Philippe
Dubé. Designer: Paul Hunter. Exposition itinérante.
Ouverture: aoGt 1983. Tournée: Musée acadien,
Moncton; Provincial Museum of Alberta, Edmonton;
Estevan National Exhibition Centre; Northern Life
Museum, Fort Smith; Musée national de I'Homme,
Ottawa; Art Gallery of Hamilton; Musée McCord,
Montréal. Compte rendu rédigé a partir de 'exposition
montée au Musée national de I'Homme.*

Historique et objectifs de I'exposition

L'idée de cette exposition vient du directeur du Musée
régional Laure-Conan, M. Frangois Tremblay. L'objectif
global érait d’expliquer le phénomene de la villégiature
dans Charlevoix, un théme qui s’insére dans une préoccu-
pation plus vaste pout ce musée: I'histoire du tourisme au
Canada. Charlevoix étant I'un des premiers centres de
villégiature du pays, le musée y a vu un sujet d'intérée
national et a congu une exposition itinérante apte i
voyager partout au Canada.

* Cette exposition a écé rendue possible grice 4 I'appui des Musées
nationaux du Canada, du Conseil des arts du Canada, de I'Office du
tourisme du Canada, de méme que de I'Association touristique ré-
gionale de Charlevoix, de plusieurs ministéres du gouvernement du

Québec ainsi que d'un groupe de villégiateurs de Murray Bay (La
Malbaie).
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Au cours de recherches réalisées sur une période d’un
an, le conservateur invité, M. Philippe Dubé, découvre
que le sujet est beaucoup plus vaste qu’on ne l'avait pensé.
Les recherches qu'il effectue dans Charlevoix, de méme
quailleurs au Québec, au Canada et aux Etats-Unis
I'obligent 2 couvrir plus de 200 ans d’histoire. Le projet de
recherche comprenait entre autres l'inventaire de 117
villas dans le comté de Charlevoix. La recherche a été
menée de fagon systématique et la pertinence du choix des
objets le démontre.

En suivant l'objectif global de départ, les objectifs
détaillés se précisent: faire connaitre le phénomene par
une écude réerospective, montrer ce que ce phénomene a
provoqué et sensibiliser les visiteurs a la valeur des objets.
Les concepteurs voulaient traduire 'esprit de la villégia-
ture et du villégiateur a I'aide d’objets présentés sur une
trame historique.

Le scénario

Le scénario est composé de fagon a faire connaitre le
phénomene et a établir des liens avec l'histoire. Il se
déroule de fagon cohérente. Chaque section répond a des
questions telles, pourquoi? pour qui? par qui? comment?
quand? en utilisant des textes, des reproductions de
photographies d’époque, des ceuvres d’art, des maquettes,
des livres, des sources imprimées, du mobilier, des usten-




