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Read before Normal School, October 22, 1935.

Palk on Art by M. Emily Carr.

Real Art is real Art. There is no ancient and modern. The
difference betwpen'the two iz not in art jtself, but lies in en-

vironment, in oni' point of view, and in the angle from which we

gee life.
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The greétneaa of an Artist's work is measured by the depth
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and ini‘.ensiti of his feelings and emotions towards it, and

towards life, and how munch of these he has been able to implant
and expreashiﬁ that work.

Perhaps one reason for thé great andﬁlaating power of the
work of the old.mastere may have been partly his mode of living.
In those days man did not fritter away so much of his time and
étrongth in mﬁning to and fro. His attention too was not rushed

from one interest and excitement to emother as it is in these
days. His iifé ﬁa governed by s few strong simple motives.
When he atta.ol:ol anything like art, he did so from the depthe of
his being, :t:rom vaat resemira of stored vitality and ideas

based on :mndamntala 80 deep rooted, that they grow and blosso
in those oanva.aoa 8till in spite of the time that has passed
since the:lr making.

Inoh of mat we call Modern Art is even yet more “experiment™
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than 'ezperionae'_ Between the ola idea of painting and the new
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idea of painting,,.th;oro oam a blank etretoh, during which much
of the muning‘ ana. ?Eosi:e for deep earnest expression lay dor-
mant. Somath:ug Ei'qpt in that had not been in the old art.
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Something wh.i.oh ﬁm not tmoh the roota o:t art but floated on
the snrfaoamfiﬂsm-deep aentimontal mankishness. There
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were still grénd am carneat workers soattered among the artists,
but into the rnl 1dea. oi' art crept the idea of money rather
than the :I.dea of ozpreaaing Gradnally the standard of plotures
was 1owerod. nen painted from a di:tferent motive, to get money,

to pleasa patrona rathar than to expross their srt. They told
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stfories in paint. They preached sermons in paint. They flat-
tered peoylé__ip:paiﬁp. They reminded them by their pictures of
places aha. thinge that they hed once seen, ami people went de-
lightedly tripping back thi'azgh thelr memories, not in the least
gtirred by the art* in the pictures, but pleased with their recol-
lections o_f what they had seen eith their own eyes. |

This was all very well for those that it satisﬁéd, but it
was not art, and there were others who oraveti for the real
thing, who wanted to go deeper, whose souls revolted within them
at the Bham,_mq. wanted something inspiring to push forward
into. They wanted the power behind the thing -- the we ight of
the mouﬁtain, not & pile of dirt with grass spiking the top.

The modern movement was a revolt against all this meaning-
less softness and emptiness of expression, this superficial rep-
resentation, and the consequence was the "modern movement™ in
art, which was a brave fierce rebellion. It was exparimentation ~=
& burning of bridges by these brave ones,-- a going-back To the
beginning, with thé belief that the .ftmdamentala which thse
Ancients had used were 8till available to art, if they rooted
up all the ologging sentimentality, and dug right docwn to the
base of things as the simple earnest workers had done years

before.

It was necessary for these pioneers of the modern movement
to try'all kinds o:t ways and means to get_what they were after.
They worked with one eye turned way back 'towards the simplicity
and intenait-y of the primitives, amd the other rolled forward
towards the oxpi-eaaing of the ftumult{ and atress of modern life.
~ People 1anghed at them, called them cragy -- mad -- refused to
acl:nowledge.:;: ainaerity of them or their work, but they stuck
intent on pntting the something back into art that had been
lost. So they exparimented. tr:led this means and that, gradusl-

1y weeding ont_,tyat__ did not count ani building on to what did.
Even those 'I‘;}ni:g'g:thgt were discarded ﬁade_ their contribution.
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When they were abandoned it was to give place to something bet-
ter, but the fact of their being ebandoned showed growth, healthy
growth that is still going on. You have only to go into e room
full of piotures painted in the last fifty yeers by people who
have not as yet come under the influence of "modern art™ to re-
alize what that growth has been. 0Of course, the movement has ite
empty shouteré, 1_:116 usual rag, tag and bobtail, who follow every
demonstration becanse of the noise and exoitemeﬁt', picking up
minor and unnecessary detalls and passing over thé essentials.
Shouting "i[odern Art"™ meaninglessly, and trying to get without
working and irestliné :for it what the man who has thought long
and toiled earnestly has got. But the'_‘beat of the "Modern

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

it omtiﬁuee to come slowly and surly into its own.

Now there are &8s many ways of seeing things as there are
pairs of eyes '-'in the world, and it is a mistake to expect 2ll
people to see a]_.l-thinga in the sems way, also it is a mistake
for anyone to-try to copy another's mode of seeing, instesd of
using his oun" eyes and finding his own way of looking at things.
The more you look the more is unfolded for your seeing, till by
and bye the fussy little unimportant things'disappear, and the
bigger meanings like power, weight, movement, etc., will meke
themselves felt. To express these, it is necessary as it is in
everything else,‘ that the artist should have some knowledge of
the mechanics of painting, t¥o know how he can produce what he
wishes 10 express,--he must know what to 1601: for, he must know
what constitutes a pieture, also he must realize what there was in
any special subject, to produce in him the desire to express it.

A piét;mﬁ ‘the presentation of a thought that has coms
to us, either :I.’rcm something we have seen or something that we
have imagined. -Io want to convey the meaning of what has passed
through our min;lf‘l_)y the coming in contact with that special sub-

Ject. Our first o'bjpbtive must be, however, to pull it forth

into vieibility, so that we can see with our own eyes what our
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minds have grasped. If our mind has not recorded anything defin-

ite we have nothing to give. |
If we study our subject carefully we will discover that

there was scme particular reason why we selected that subject,
we either saw or felt something that appealed to us, that spoke
more definitely to ms than the rest of our surroundings did. IT
may have been color, or line or movement, o light, or texture,
it may have been the ccmbination of all these things, at any
rate, all theae' elements must take their places i.nour compoei-
tion, hoﬁver, none of these things will 'be our subject, that
will be both hidden in and disclosed by these elements, every-
thing ehonld contribute definitely to it but none of them should
overshadow it. The ideal that your picture is built to shonld
transcend all the rest.

Before starting your picture, you first must have & desire
and you must have material, and a certain knowledge of how to
use that material, but above a2ll these things you muast form
your ideal and build up to it. Sometimes _the ideal forms
itself complste in_a flash, but sametimes you must hunt and
hunt a8 it were for & loose end to begin at, then follow it
through all its snarls and windings till it ccmes out the other
end of your pibfnro,' binding ideas together as it proceeds un-
til your ideal stands complete before you. The biggest and

perhaps the hardest thing in painting is to be true to your
ideals. | '“
Snppoq'qf'_:l:x_ ufforant artists sat before the sams object.
Provided théi voro"blinkora or 4id not pﬁepat each others'
- canvases but bqj.lt oaoh according to his own idezl of the sub-

Jact oa.rrying 1t to 11:& fulfilliment, it is safe to say that no
two of the piotnru would be alike, providing, that is, that

S0
each had bgog bonut with himself and his ideal.
-..f‘"‘ ‘}3'5 s &
Uhdoubteuy it is very helpful to see the work of others,
TR

to ncte rhn.ﬂuohaniou they have used, what their approsch has
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been, how they have expressed themselves, but the real worker
must not be. too biased by what another artist does. He must
strike out and speak for himself i} his work 1s to be of any
real velue to himself or to others. |
There are artists who force scme strangeness that they do

not feel into their work, to make it startling emd originel,
violently different from others, but this work is not lasting
because it has no fonn_de.tion in anything true and its motive

is not sincere.

The ﬁeinter passe8 through different stages in his work,
where fhe separate elements in the making of a pioture, seem
to him 811 important. These elements troop before him, ob-
truding themeelvee and erying, "I am the &ll important thing
that goes to the making of your picture”. We get exoited over
each phase as it canes along. Form, ooior, composition, bal-
ance, light and shade, rhythm andi many more -- these all are
important, all have worth, but we must remember 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 theee things are maperstructure,~- they muast not
overpower the main issue, but contribute to it.

One of the strongest characteristics of the modern move-
ment is the use of design. It is so poeer:fu;l.‘ an element, we
were almost fempted to think, '_'He : Now 'ee have got to the root
of the matter"”. Thia design 'ill blend all our elements to-
gother -« Deeién ﬁl; make our picture oomplete, so that the eye

can trevelle.lleronna. the canvas, be satisfied and come to rest.

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

tent to reet‘ﬁ:%nu@* satisfaction ? To please the eye elone I
A thousand times, ﬁ_:lo'_.'. We want exhilaration. We want incent-
ive to push :tu:rther‘eﬁ.* we want to wake thoughts and longings
that will eet ue 'ondering, that will mel:e us desirous to

éxplore higher end deeper and wider, to gee more, to understand

..f“f

more. Deeign we ednit to be an extremely valuable ssgset to
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art, but we cannot stop there stagnating, with satisfied eyes,
we must 36 on because our soul cries out for more.

In preparing notes for this telk [which I should not be
giving at all because I am only a workei', and workers should
work and tal;erédhonld talk, and both had best stick to theirn
own Jjobs and‘ avdi&getting mixed up. Houaver,' perhaps 1t is
good for us to oxohanga sometimes, so tha.t each may find the
difficulties the other is up against). In this .case by making
the effort I d.i_soovered gsomething that I:wa.s unaiare of: viz:

that materisl that was useable for a telk I gave some years &ago,

was not useable for what I wan‘!ﬁed_to say today, -~the facts are
the same, but I see them from & different angle. Thinga that
seemed to me of vital importance then seem of secondary import-
ance now, nor osn I find the things I want to say in the ert
books. They do not seem to be in them, but out in the woods and
things, and down deep in myself. Emerson says scmething to the
effect: "If I say s thing today, it is no reason that I will

not say é@atﬁing digf_erent t amorrow®™., If we did not change we
would not grow. I did, however, come aoi'osg & chapter in a little
book by Pearson, called “How to see modern pietures™. The chapt-
or was entitled 'The something plue in & work of art", and it
seemed to ooinoii'e'_with what I was trying to get at,ﬁso I will
quote from it. ft says: "Having considered rather carefully that
quality in pi_gtﬁros whj.oh-ia probably the mosnt vital contribu-
tion of the 'ﬁsﬁq;nmbvement' in the world of art today -- (the
quality of tﬂe'orgﬁni’:ation into design) we must now tum to

the 'Bmthing pluq’,’ sanething beyond the literary content of
'the pioturo.,_g_‘mthing that diatinguiahos the great work of
Art®. Purthor on he saya "This most 111usive of all elements
in a pioturo, thia aomething plus, is bom of the artist's at-
tempt to oxpreu tha toroe nnderlying a:l.l things. It has to do
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;gain he says, "One of the most important prineiple_s in the art
of Japanese paiﬁ%ing is called, 'Sei Do'. It means the trans-
fusion into the work of the felt nature of the thing to be
painted, by the artist. Whatever the subjeset to be translated,
whether river, mountain, bird, flower, fish or animal, the-artis‘c
at the moment of painting it must feel its very nature which by
the magic of his art, he tra.nsfera into his work to remaizi for-
ever, affecting all who see it with the Same Be_nsations he ex-
perienced when'e_xeonting it. It is by expressing the '"felt
na‘l;ure' of a thing then, that the artist becomes the mbuthpiece
of the-universe of which he is pért and reveals it unto man
through the 'something plus' in the picture, the nature as well
as the appea.i'ano_e__ ot the 1iie and forms about him. The old
masters of Europe, the__Chinese and .'_I_apaneqe_,_ the Greeks, the
Byzantines, fhe A.ssyrians,‘ the African negroes, the Indians of
America, and many others through history, embodied this felt
nature of the thing in their works of art, and it is when, ss
in these cases, ‘th:la Divine fire is tempered and controlled by
design that deathless work is born -- Work that takes its place
as part of the éniyoraal la.nguagé of man."

To bring tizis jdea close home let ué consider for a moment
the grand early.wo;k of our West Coast British Columbia Indians.
Their work has been scolaimed worthy to taks its place among the
outstanding a:& 'of. the ibrld. Thelr sensitiveness to design was
magnificent, the originality and power of their art forceful,
grand, and built en a8 g8olid foundation, 'being taken from the
very core of 11:!0 11:9911

These I%ana 'ere a8 people with an unwrittem langnage,
they conld neither borrow nor lend ideas through written words.
To find means to oxprosa they were obliged to rely on their own
five senses, and v:lth theao to draw from nature direot. They Baw,
heard, smelled, :tolt, ‘bfated har, their knowledge of her was by
direct contact mt irol theory. Thelr art sprang stralight from
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these sources first ﬁand. 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 them with superstitious reverence and awe. Not being
able to write their names, they represented themselves by pietur-
ing the particuiar animal which they claimed for a crest. Every
time he pictured th:le orea‘b the Indian identified himself closer
to the creature. . To many of the animals they attri‘buted supernat-
ural powers. Peop}.e_ S holware of the same orest or totem were
bound to each other"by closer ties than blood, and d4id not inter-
marry. A man di._duﬁot kill or eat the animal of h_is totem, but did
all he could to pi'oi:itiate it. He also believed himself possessed
of the speclial attributes of his totem,-~-if he were an eagle he
boasted of atrengt_h: and fieroceness, ravens were wise, wolves cun-
ning, and so forth.i.' '.Eh_e _Indians carved theif totems on great

- cedar poles énd.stdod't'hem in front of their dwelling houses; they
painted them on tho house fronts snd on their cances. In travel-
ling fram one villaé'o‘ to another, people were assured of a welcomse
from those of their own totem. Thus the Indian identified himself
o completely with h:l.s totem that when he came to picture it, his
felt knowlodge of 1t was complete, and burst from him with intense
vigor. He represented_'what it was in itself and what it stood for
to him. He‘ knew ita'oha:acteristioa, its powers gnd its habits,
its bones and stmdtnre. Added to this stored-up knowledge wait-
ing to be expressed was the Indian's love of boasting. Eaach
Chief who raised a ﬁole thrilled with pride and wanted to prove
that he was the graatest chief of his tribe. The sctual carver
might be a very hnmblo man, but as soon as he tackled the Jjob he
was humble no 1?:1?:. He was not working for persomal glory, for .

money, or for reoognition, he was working for the honor and glory

of his tribe, and for the aggrandizement oi' hie Chief. His heart

.‘,. ..ﬁ.

and soul were in his 'ork, dosiring not only to uphold the greatness
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of his people, ,bnt to pmpitiato the totem creature. The biggest

things he was oapaglo of teeling he bronght to his work, and the
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thing he orea‘ted dmo to life,~--acquired the 'something plus'.

Once I asked an Indian why the old people disliked so intense-
1y being sketched or photographed, and he replied: "Our old pesople
believed that the spirit of the person becomes enchained in the pic-
ture. When they died it would still be held there and could not go
free”. Perhaps tﬁoy too were striving to captﬁ:e the spirit of the
totem and hold it there and keep these supernatural beings within
close oall. ' 3

T think, therefore that we can teke it that the Indian Art

waxed great in the art of the world because it was produced with in-

tensity. He believed in what he was expressing, ‘and he believed in
himself. He did_not make & surface representation. He did not feel ".
it necezsary to join its parts together in consecutive order, he took

the liberty of fitting teeth, claws, fins, ribs, vertebrae, into any
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corner of his design where they were needed to complete it. He cared
nothing for proportion of parts, but he was most particular to give
to every creature its own particular signiﬂqanoe. The eyes he always ;
exaggerated because the supernatural beings could see everywhere, and 1
see more than we could. A beaver he showed with great front teeth, "r
and cross hatched éail. Each creature had its own partficular things
strongly brought out. The Mlian's art was full of meaning, his
small, sensitive hands handled his simple toold with s careful i
dexterity. He néfar hurried. |

Why oa.nnotth_o Indians of today oreate the art that their an-

cestors did ? Sdme of them carve well, but the objeotive and the
desire has gone out of their work. The Tsomething plus' is there'no
longer. The younger generations do not believe in the power of the
totem--when they carve it is for mongy. The greatness of their art
hag died with their belief in these things. It was inevitable.

Great art mtiét*hate.'mre' than fine workmanship behind it.
It is unlikoly that any one thing could ever again mean to

these people whlt thoir art meant to their old simple, early days.

Reading, writing, oiviluation, modern ways, have broken the concent-
ration on the one g:rost thing that was dammed up inside them ready at

the smallest provooation to burst into expression through their

glorious art.
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