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ca.rr. 
.. . 

is no ancient and modern. The 

difference between the two is not in art itself, bnt lies in en-
• 

ironment, in our point of view, in the angl& from which we 
• 

see life. • 
• . .. 

The greatness of an AJ•tist 's work is measured by the depth 
• 

• • 

and intensity of his feelings and emotions towards it, and 

towards life, and how mnoh of these he has been able to implant 

and express in that work. 

Perhaps one reason for the great and lasting power of the 

work of the old masters may have been partly -his mode of living. 
-

In those days man did not fritter_ away so much of his time and 
-
strength in ~nning to and fro. His attention too was not rushed 

. 

frcm one interest and excitement to another as it is in these 

days . His l.ife was governed by a few strong simple motives. 

When he attacked anything like art, he did so from the depths of 
· . 

• 

-· his being, from vast reseryoirs of stored vitality and ideas 

.. 
' 

based on ~tndamentals, so deep rooted, that the~ grow and blossom 

in those canvases still in spite o~ the time that has passed 

a1ncte their making. 

Much of What we call Modern Art is even yet more •experiment • 
' 

• 

than 'e~rience 1 • Between the old idea of painting and the· new 

idea of ing, there oaiiS a b stretch, during which much 

of the meaning and desire for deep earnest expression lay dor-
• 

• 

mant. s thing crept in that had not been in the old art • 

Something which did not tench the roots of art, but floated on 

the snr•face with a iak1n-deep sentimental sbness. There 

were still grand and earnest workers scattered emong the artists , 
• 

but into the real -idea of art crept the idea of money rather 

than the idee of expressing. Gradually the standard of pictures 

was lowered. Ken painted from a different motive, to get money, 

to pl.eaae patrons, rather than to express their art. They tol.d 
• 

• 

• 

• 

• 
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• 

• 

stories in paint. They pr eached sermons in paint. They flat 
' tered people in paint. The y reminded them by their pi ctures of --- - ~ - . -. - - - . 

. 

pl aces and thins$ t hat they had onoe seen, and people went de -
• 

lighteclly tripping back t hr <ngh their memories, not in the l east 

stir red by the art in the pictures , but pleased with their recol-

leotions o~ what they had seen eith their own eyes. 

This was all very well for thos-e that it satisfied, but it 
• • 

not art, and there were others who • 

craved far t he r eal 
~ --

thing, who ~ted to go deeper, whose soo.ls r evolted within them 

at t he s ham, and 1ranted something inspiring to push forward 
. -

into. They wanted the power behind the · thing -- the weight of 
• 

the mountain, not a pile of dirt With grass spiki ng the top. · 

The modern movement was a revolt against all this meaning

l ees soft ness and· emptiness of expression, this superficial rep

resent ation, and the oonsequence was the -modern movementn in 
-

• 

art, which a brave fierce r ebellion. It experimentation --

a burning of bridges by the s e brave ones,-- a goi ng-back t o the 
. 

beginning, with the belief that the 
. -

• 
Anoi ents had nsed still available to ... +; if they rooted 

-
• 

up all the clogging sentimenta11ty, and dug right d to the 

base of as the simple eaznest workers _had done years 

before. 

It was necessary for these pioneers of the modern movement 
• 

t o try all k1nds of ways ani means to get what they were after. 
-

They worked with one eye turned way back towards the simpl icity 

and intensity o~ the primitives, ani the other rolled 

towards the expressing of the tumul.t and stress of modern life • 

People laughed at them, called them crazy -- mad -- refused to 
- -• • • 

• 

acknowledge the sinceri~ ~ them or their work, but they stuck, 

intent on putting the a thing back into art t hat had been 
-

lost . So they experimented , tried t his means a m that, gra4ual

ly weeding out what did not oonnt am building on t o what did. 

Even those things that were discarded made their cont ribution • 

• 

• 
• 
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When they were d it was to give place to something bet-
. 

ter, but the fact of their being abandoned showed 
-

growth that is still going on. You have only to go into e. room 
• 

full of pictures painted in the last fifty years by people who 

have not as yet come nnder the influence of •modern art• to re-
• 

alize wl:Bt that growth has been • Of course, the movement has its 
• . 

empty shouters, ' the usual rag, tag and bobtail, wm follow every 
-• - - - . . . 

• 

demonstration because of the noise and excitement., picking up 
• • -.:-

• -minor and unnecessary details and passing over the essentials. 
. - -

• 

Shouting "Modern ut• aninglessly, and. trying to get without 
- -

working and wrestling far it what the man who has thought long 
• 

and toiled earnestly has got. But the best of the ~odern 
. · - - -- - -

Movement• goes serenely on collecting a very mighty following - -
• 

it continues to come slowly and surly into its own. 

Now there are as ways of seeing things as there are 
. . 

pairs of eyes in the world, and it is a mistake to expect all 

people to see all -things in the same way, also it is a mistake 
• 

for anyone to try to copy another's mode of seeing, instead of 
-

using his 01m eyes and finding his way of looking at t hings . 

The more you look the more is unfolded for your seeing, till by 
• 

and bye the fussy li t~le unimportant things disappear, and the 
. - - -· . - . 

bigger meanings like power, weight, movement, eta., will make 
. 

themselves felt. To express these, it is necessary as it is in 
. 

everything else," that the artist should have sane edge of 
• 

the mechanics of painting, to know how he can produce t he 

wishes to express,--he must what to look for, he must know 

what constitutes a picture, also he must realise what there in 
-

any special sub3eot, to produce in him the desire to express it. -. . 
j ~ ... - - . 

A picture is the presentation of a thought that has come . 

to us, either fr<Jil something we have seen or something that we 

have imagined. We want to convey the meaning of what has passed 

through our mind by the caning in contact with that special sub

~ect. Our first ob3ective mast be, however; to pull it forth 

into visibility, so that we c see w1 th our own e~es what our 
• 

• 
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-

minds have grasped. If our mind has not reoorded anything defin-
• 

ite have noUing to give. 

If we study our aubjeot carefully we will discover that 

there particular reason we seleoted that sub ject, 

we either saw or felt thing that appealed to us, t hat spoke 

more definite~ to us than the rest of our surroundings did. I t -
have been oolor; or line or movement , or light, or texture, 

it may have bean the ocmbination of all these things, at 
. -

..... 

rate, all these elements must take their plaoes 1n our oompoei-
• • 

• 

tion, , none of these things will be our sUbject , that 
- . . 

will be both hidden in and disclosed by these elements, every

thing should contribute definitely to it but none of them. should 

overshadow it. The ideal that your pictura ia built to should 
• 

transcend all the rest. 

Before starting your picture, you first must have a desire 
• 

and you. must have material, and a oertain knowledge of how to -
use tmt material, but above all these things you must form 

your ideall. 

itself 

Sometimes the ideal fol1!ts 

e in a flash, but sometimes you must hnnt and 

hnnt as it ware for a loose end to begin at, then follow it 

thr Qlgh all it a am Windings till it o anes out the other 

end of your picture, bi1~1ng ideas together as it proceeds nn-
-

til your ideal stands complete before you. The bigges t and 

perhaps the 

ideals. 

at thing in painting is to be true to your 

Suppose Blx different artists sat before the same object. 

Provided the7wore blinkers, or did not peepat eaoh others' 
. 

0 a 'but built each accord 1ng to his own ideel 
. 

ject carrJing it to ita fnlfillment, it is sate to 

of the snb

say that no 
• 

two of the picture• wculd be alike, providing, that is, that 

each bad been honest with himself and hie ideal. 

UndoubtecUJ it ia very helpful to see the work of others, 

to note what me a they haTe used, wbkt their approach has 

• 
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' 
been, . how they have · expressed themselves; but the r eal orker 

must not be. too biased by what another artist does. He must 
--

strike ont and ak far f if his work is to be o~ any 

r eal va~ue to himsalf or to others. 
-

There are .,...ists wb:> force sane et nees that they do 
• 

not feel into their work, to make it startling &nd ori ginal; 
• 

violently d itferent frcm others, but this work is not l asting 
• • 

beoatl.Be it has no foundation in anything true ~d its motive 

is not sincere. 
. . . 

• 

-~ 

' -

The painter passes through different stages in his work, 

where the separate elements in ;the making of a picture, seem -
-

to him all impo•·tant. These elements troop before him, ob-
• 

truding themselves and crying; •r am the all . important thing 
- . 

t hat goes to the making of your picture".. We get excited ove-r 

each phase as it c: s along. Form, color, composition, bal

ance, light and shade, rhythm am many more -.:. these all are 

important, all have worth, but we must r that they are 

only parts, not one of them is strong enough to carry the whole 

burden, to form the ·base whereon to build the ideal of our 

picture. All these things are tDperstru.cture;-- they must not 
.. 

ova rpowe r the in issue, but contribute to it. 
• 

One of the strongest characteristics of the modern move-
• 

ment is the use o~· design. It is so powerful an element~· we 
• 

were almost tempted to think, "Ha ! Now we have got to the root 
• 
• • 

of the tter". This design will blend all our elements to-
- . 

gather -- Design will make our picture complete, so that the eye 
-

• 

can travel all aronnd the canvas, be satisfied and come to r est • 

. Very good~ that is so, but is that all we want? Are we con-
• 

• 

tent to __ rest· satisfaction ? To please the eye alone ? 
. . ' • 

A thousand times, 1Bo 1 • We want exhilaration. We want incent -
•• 

ive to push further on, we want to wake thoughts and longings 

that will set us wondering, that will make us desir to 

explore higher deeper and wider, to see inore; to understand 

more. · Design we admit to be an extremely valuable asset to 

• 

• 

• 
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art, but we cannot stop there stagnating, with satisfied eyes, 

• 

we must go on because our soul cries ont for more. - . 

In preparing notes for this tal.k (which I should not be 
• -

giving at all because I am only a worker, and workers shOuld 
• 

work and talkers should talk, and both bad best stick to their!:: 
. --

. . 

own jobs and avoid getting mixed up. However, perhaps it is 
- '-

• ~ 

good for us to exchange sometimes, so that each m&\V' find the 
-. 

difficulties the other is up against) . In this ~oase by making 
• I -"' • -

the effort I discovered scmething that I was of: viz: 
• 

that ria l that . was useable for a ta].k I gave sane years ago, 
. 

was not useable for t I nted to SBJ today,-·the facts are 
- -

the same, but I ·see them fran a different angle. fbings that 
• 

seemed to me ot vital importance then seem of secondary import-
-

• 

ance now, nor can I f ind the things I want to say in the art 
. 

books. They do not seem to be in them, but out in the s and 
• 

things, and deep in rqself . rson says sanething to the 

effect : •If I say a thing today, it is no reason that I - -- . 

not say something different tomorrow•. If we did not change we 
• -

• 

not grow. I did, .however, come across a chapter in a lit tle 
--

. 

book by Pearson; called •How ·to see modern pictures". The ehapt -
- -- -

er was entitled 'The something plus in. a work of art", and it 
- . -

seemed to coincide with what I was trying to get at, so I will 
- . 

. 

quote from it. It says: -Having considered rathe~ carefully that 
-- . 

quality in pictures which is probably the most vi tal oontribu-

t ion of the 'modern movement • in the world ·of t today -- {the 
• 

-
qual! ty of th~. sation into design) must now tum to 

the 'something plua 1 , s: beyond the literary content of 
-

the picture, a: thing that distinguishes the great work of 
.. - - -. 

Art" . ~urther on he says •!hfs most illusive of all elements 
• 

-
in a picture• this s 

tempt to express the 
. . 

--
ing plus, is bor.n of the artist's at-

• -
:toroe nn4erlying all things. It has to do .. 

• 

with li:te 1tse1~. !he push of the sap in the spring, Heave of 

muscle a, of love. Qnality of protection; &c." And 
• 

' 
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- - -
again he sa:ys; "One of the most important principles in the art 

of Japanese painting is oaJJed , 'Sei Do '. It means the trans-
- - -

fusion into the of the felt nature of the thing to be · 

painted, by the artist. Whatever the SQbjeot to be translated, 
-

whether river, mountain, bird, flower, fish or animal, the artist 

at the moment of painting it ma.st feel its· very nature which by 
'-- -' 

the magic of his art, he transfers into his work to remain for-
• • 

-
ever, affeoting all who see it wit h the same sensations he ex-

- ·- • 
• 

perienoed when executing it. It is by ex~essing the 'felt 
• 

nature' of a thing then, that the artist becomes the mouthpiece 
-

of the universe of which he is part and reveals it unto man 
-• 

through the 'something plus' in the picture , the nata.re as well 
- -

as the appearance of the life fozms about him. The old ·- • • 

masters of Enrope, the Chinese d Japanese , the Greeks, the .. - - - . -• 

By tines, th& Assyrians, the African negroes, the Indians of 
. - . 

Amerioa, others through history , embodied this felt 

nature of the thing in their works of art , and it is when, as 

in these oases; this Divine fire is tempered and oontrolled by 

des ign that deathless work ·is born -- Work that takes its place 
• 

• 
as part of the universal ge of man." - -

. 

To b this idea oloae home let us consider for a moment 
-

the early work o~ our West Coast British Colnmbia Indiens. 
. -

Their work haa bean acclaimed worthy to take its place the 
• -

outstanding art of the world. Their sensitiveness to design 

magnifioent, the originality and r of their art foroeful, 
• 

grand , and built on a solid foundation, being taken from the 
' • 

very core of life -itself · 
- . 

' 

These were a people with un:writt language, 

the y could neither borrow nor land ideas through written words. ' 
-

To find a to express they ware· obliged to rely on their own 
• 

-

• • 

five senses , and w1 th these to draw from nature direct . They sa , -
heard , smelled, ~alt, tasted her, their knowledge ot her wae b~ 

• 
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• 

t hes e sources first band. They looked upon animals (through which 
• • 

they mostly expressed their art) as their own kindred, certain of 
• 

the animals were more than that, they were their totems and were 
• 

regarded by the_ m with superstitious reverence d awe. Not being 

abl e to write their names ~ they represented themselves by piotur-
• 

i ng the particular animal which they claimed for a crest. Every 

time he pictured this or&at·- the Indian identified himself closer 
- - - - . 

to the creature . T• many of the animals they attributed _supernat-
·~ 

• I - . 
ura l powers. People who were of the same crest or totem were 

• 

bound t o each other b7 closer ties than blpod, and did not inter-
. 

mar rr. A man did not kill or eat the animal of hie totem, but did 
--

all he could to propitiate it. He also believed himself possessed 

of t he ~ecial attributes of his totem;--if he were an eagle he 

boasted of strength and fierceness, ravens were wise, wolves onn

ning, and ~ forth. The Indi ans carved their totems on great 
. -

cedar poles .stood them in front of their dwelling houses; they 

paint ed them on the house fronts on their canoes. In travel-

ling f rom one village to r, people were assured of a welcome 

from those of their own totem. Thus the I ndian identified himsel f 
-· 

so completely with his totem that n he came to pictur e it, hie 

f elt edge of it was complete, and burst from him with .intense 

Vigor. He represented what it was in itself and what it stood fo r 
-

to him. He knew ita characteristics, its powers and its habits, 

i ts bones and stracture. Added t o this stored-up knowledge wait-
• 

i ng to be expressed was the Indian 's lnve of boasting. Each 
-

Chief who r a ised a pole thrilled with pride' and wanted to prove -
that he a the greatest chief of his tribe. The actual carver 

might be a very hnmble man, but as soon as he tackled the job he 

was humble no He was not working for personal glory, for , 
- .,.. 

longer. 

money, or for recognition, he was working for the honor and glorj 
--

of hie tribe, and fOJ:. the aggrandizement of his Chief. His heart 
-

and Ball were in his work, desiring not only to uphold the greatness 

of his people, but to prOpitiate the totem creature. The biggest 

things he s capable of feeling he brought to his work, and the 



-- - --

-• 

• 
• 

• 

• 

thing he created came to life,--acquired the 'something plus•. 

once I asked an Indian why the old people disliked so intense-
• 

ly being 'sketched or photographed, and he replied: "OUr old people 

believed that the spi~t of the person becomes enchained in the pie-
• 

ture. When they died it would still be held there and could not go 
. 

freen . Perhaps they too were striving to eapt~re the spirit of the 

totem and hold it there and keep these supernatural beings within 
• 

close oall. ' 

• 

I think, therefore that we can t~e ' it that . the Indian Art 
• 

waxed great in the art of the world because it was ·]lrodu~ed Wlith in-
• - . • . . . 

• 

He believed in what he was expressing, and he believed in 

himself. He did not make a surface representation. He did not f eel 
• 

i t necessary to join its parts together in ~ansecutive order, he took 

the liberty of fitting teeth, claws, fine, ribs, vertebrae, into any 

corner of his design where they re needed to complete it. He cared 
. 

nothing far proportion of parts, but he was most particular to give 

• 

to every creature ita own particular significance. The eyes he always 

exaggerated because the sapernatural beings oou.ld see evel'YWhere, and 

see more than we could~ A· beaver. he showed with grea t front teeth, 

and cross batched tail. Eaoh creature had its own particular things , 
• 

strongly brought ou.t. The ~ian's art was full of meaning, hie 
-

small, sensitive hands bandled his simple toold with a careful 
- • 

dexterity. He never hm·ried. 

Why cannot the Indians of today create the art that their an-

castors did ? Some of them carve well, but the objective and the 
• 

desire has gone -out of their work. The 'something plus' is there no 

longer. The younger generations do not believe in the power of the 

totem--when they carve it is for mon~. ~he greatness of their art 

has died with their belief in these things. It was inevitable. 
• • 

Great art must . more than fine workmanship behind it. 

It is nnl ikely that any one thing oould ever again mean to ' 

these people what their art meant to their old, simple, early dare. 

Reading , iting, civilization, modern ways, have broken the ooncent-

ration on the one great thing that was d up inside them ready at 

the smalles t provocation to burst into expression through their 

glorious art. 

• 
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