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funding for which you can apply; suggestions for getting estab-
lished and marketing your art; and legal aspects of create and
selling your art and services.

Gerald McMaster, who prepared the introduction to this
ArtSource guide on the visual arts, has been an artist for most
of his life. Born in North Battleford, Saskatchewan, he grew
up on the Red Pheasant Reserve and studied at the Institute

of American Indian Art in Santa Fe, New Mexico, and the
Minneapolis College of Art and Design in Minnesota. From
1977 to 1981 he was the Indian Art Program Coordinator at
the Saskatchewan Indian Federated College, University of
Regina; there, he has said, his artistic references focused on
issues of Native concern, presenting them in an atmosphere

of conflict. His tendency to a one-point perspective lessened
over time, and he began to express a multiplicity of viewpoints
in his painting. An undercurrent in his writing and art is his
response to the wrongs of written history, poetry and novels,
and the inaccuracies of Hollywood dramas: “the Native artist
has attempted to redefine the image of the Indian, to discard
the clichés of the ‘noble’ or ‘innocent’ savage, and to reconsider
his role in history” The most recent exhibition of his paintings,
the provocative Cowboy/Indian Show (1991) at the McMichael
Gallery, Kleinberg, Ontario, has been widely praised. Since
1981 he has been the Curator of Contemporary Indian Art

at the Canadian Museum of Civilization in Hull, Québec.

Mr. McMaster has also been the curator of many exhibitions,
including Challenges (1985) at the de Meervaart Cultural
Centre in Amsterdam, In the Shadow of the Sun (1988-90),
Public/Private Gatherings (1991) and Indigena (1992), all at the
Canadian Museum of Civilization.







PAINT, SCULPT, DRAW!

by Gerald McMaster

What a piece of work is a man! How noble in reason!

how infinite in faculty! ...in action how like an angel! in
apprehension how like a god! the beauty of the world!

the paragon of animals!  Shakespeare, Hamlet

| was probably in Grade 11 or 12 when a former art instruc-
tor stopped me in the sireet. He hadn’t seen me for a while,
since | stopped attending his private classes. Instead, other
thrills like sports monopolized my time. The solitary concen-
tration demanded by art could not compete with sports’ physi-
cality and comradeship, especially for a young Native boy,
who was frying to be socially accepted. Sports participation
seemed a quicker way to that end; art was definitely not
macho enoughl

As this familiar man pulled over, stepped out of his car and
walked over to me, we exchanged some pleasantries. He
wanted to know why | had stopped coming to his classes. If
money was the problem, he said, he would find some other
way for me to continue. | made some excuse. He ended his
questioning and in a patriarchal tone said: “Gerry, | want to
make you an artistl” | stood in stunned silence, staring at the
ground, not wanting to betray his confidence. | felt guilt.
Somehow | couldn’t explain my contradictory situation. He
was surely exasperated by my aloofness. | never saw him
again. | went back to the playing fields.

| questioned whether | underestimated or misdirected myself.

| wondered if indeed he could make me an artist, or was it up
to me? As it was, did he know something he couldn’t tell me
or, more importantly, did he understand my situation2

Shortly after, | completed high school. With a confused sense
of direction, and my friends each going their own way, sports
seemed like a long way away. The comradeship had disap-
peared and suddenly | was faced with an even greater chal
lenge. What was | going to do with myself2 Suddenly | was
not used to being alone. -

Quite by accident and some luck, | found a job in Saskatoon
at the new Saskatchewan Indian Cultural College. Somehow
they had known of my latent artistic aptitude. Because of
this and the lack of art education on Indian reserves, they
wanted me fo promote the notion of “Indian art and culture”
in the schools.




What a challenge. My knowledge of “Indians” and “Indian
art” was as deep as my skin colour. To assist me, | was joined
by a betterknown artist, and together we criss<rossed the
province for one year. It was an important year and a turning
point in my life. | learned a lot about myself from him, and he
repeatedly instilled within me the pride of being “Indian.” He
would say, “always know who you are, and remember that
you are the true Canadian, a true Native, because your roots
are six feet deep into this earth.”

Gradudlly, being socially accepted no longer had the same
importance; instead, my direction deviated towards under-
standing my roots through Native art and culture. Did we
have any influence on the children in the reserve schools? |
occasionally meet someone who remembers the work we did,
which makes me feel good. Unfortunately my artist/friend/
mentor accidentally drowned a few years later, but not before
giving me something — (en)courage{ment).

In retrospect, these two people had a profound effect on my
decision fo pursue art and culture studies. Not that | denounce
sports, but | saw its limitations; for an individual with a strong
focus, art studies have opened many, many wonderful doors.

To the reader: are you focused?

As a beginning artist, you may or will hear the phrase “the
poor artist.” | often wonder: does that mean poor monetarily,
poor intellectually, or worse still, both? Anyhow, the poor
artist, the story goes, lives the life of a “boho” (bohemian):
poor, distraught, anxious, eating one meal a day, living in
below-average conditions in a low-rental district of a large
indifferent city.

| know these and other images to be true, but they are just as
much stereotypes. Somehow big cities attract everybody, but
most of the time they can only distract the artist. Do you need
the big city to be creative? Does it need you? It's presumably
true that an artist’s annual income is below the poverty line,
but | want to know, does it mean it has to stay that way? Do
you have to starve to be successful2 Try to create while on an
empty stomach; it is an impossible task. Those who do starve
shrivel up and disappear; others, well, they become reincar-
nated in successful artrelated fields: as art historians, cura-
tors, art counsellors, dealers, collectors. You know what |
mean! Just don’t give up! As for the circumstances, few artists
can enjoy working in their studios fulltime. | know of several
artists who divide their time with other activities, usually
referred to as having a day job, to pay the bills. Believe me,
| learned that very quickly.




If you do find a day job and balance your life (and there’s no
one yet who can tell you how fo do this), begin working. You
may get discouraged occasionally. Try looking at another
artist's work for some ideas. Everyone used to tell me fo look
at “The Masters.” Rarely did | acknowledge receiving any-
thing from them, except of course that their work was old and
from another time.

For me, | need fo see something new. Every chance | get, |

Iry to see what other artists are doing, to see what medium
they're using, how they’re applying it. Don't feel ashamed if -
you walk away with an idea. Go home and try it. Chances
are you will create your own idea. Do this with a master’s
work if you want, but dont feel guilty. You will change the
idea to suit your own sensibility anyhow.

Today we hear and speak about the importance of under-
standing and expressing oneself in the “spirit of the fimes.”
What does this mean? It means that within the world’s com-
plexity, an outstanding artistic and infellectual phenomenon
can occur, aftracting everyone to it. Artists want fo produce
within its aura, but its trendiness can become a young artist’s
Achilles heel. Its excitement can cause confusmn and disillu-
sion: this is its oppositeness.

Most arfists confronted by this situation, including many
young arlists, ask themselves, what can | do? My answer is
quite simply this: follow your instincts. If you must follow a
trend, so be it; if not, don't be discouraged. If your instincts
aren’t readily apparent, think pragmatically and read this
guidebook. Anyhow, the “spirit of the times” will always be
there, usually in a different guise, so enjoy your own moments.

My greatest personal challenge is an on-going struggle to
remain focussed. | don’t worry about whether my creations
are art or not, but | have to keep focussed on the urgency that
maintains my art, that keeps me practising it.

As a practitioner, | stay clear of explaining the complexities,
intricacies, ironies and deep psychological meanings of my
work (if they do exist other than in my head|). Rather | repeat
often to myself: paint, sculpt, draw! | try to allow the content
of my work to speak for itself. If someone asks me, there’s my
opening, and | take advantage of it.

Do try and remain focused; never lose sight of it. You have
what it takes! Not to lose focus is critical.




p
In fact, as you finish reading this, try to think of your next new
work. Don’t wait for inspiration to smack you in the head;
probably it won't strike if you simply wait for it. Instead, try to
understand the joy of creating all the time, not day-dreaming
about what your work will eventually look like. As a final
product it may be great, but it's useless to you once it's fin-
ished. If you sell it, of course, it will help you buy things, but
that's a different kind of usefulness.

Remember, art’s frue beauty is in the execution - the doing]!
Ask a dancer, a singer, a musician. Chances are they will
agree: it's the “process.” It's that moment when you mix the
right colour or apply it the right way. It's like saying the right
thing at the right time — that is beauty.

Separate yourself from the audience. They will enjoy its
finality, and their own reactions. You are the artist: enjoy
the making.

Now you’ve just begun. Between you and me, there’s more
art where that came from. So go ahead: make your day, find
a day job, but don't give up your art.




VISUAL ARTS: COMING TO TERMS
WITH DIFFERENCES

Cultural minorities and artistic practice

As we strive to recognize the many forms of cultural expres-
sion that enrich our country, we encounter firm traditions and
new frontiers, expected patterns and surprising directions.
Although the benefits of a vital and diverse artistic practice may
be acknowledged, the means of encouraging practitioners and
including creators from all backgrounds are still developing.
While current circumstances always change, artists must con-
sistently lobby for adequate support, training opportunities,
affordable studio space and many other requirements neces-
sary to create an environment where cultural expression

can flourish. ‘

Recent advances in telecommunications have brought
Canadians — and all peoples — closer together, yet Canada,
in relative terms, will always be a huge and regionalized
country. Many artists in rural and small-town settings will
continue to have difficulty in reaching audiences and in
accessing art and cultural institutions.

Canada cultural and visible minority artists face even greater
barriers to their success. Or from a different perspective, Cana-
dian audiences face barriers to their full appreciation of the
contribution that cultural minorities have to offer.

Most arts and cultural structures in Canada today are founded
on British and European traditions. Partly as a result, it has
been difficult for many Canadian artists whose work is rooted
in other cultural traditions to participate fully in the arts in
Canada. :

For example, in 1984 three dub poets — Lillian Allen, Clifton
Joseph and Devon Haughton — were denied membership in the
League of Canadian Poets. They were considered “performers”
as opposed to “poets.” In summing up the incident, Lillian
Allen clearly underscores the need for greater understanding
among artists, and among Canadians generally: “Whether this
poetry ever becomes part of Canadian literature has little to do
with what we say or how. It’s rather a matter of whether our
society can come to terms with differences” (This Magazine,

XX1.7 [1987-88], p. 20).

While we still have a considerable way to go, we have begun
to come to terms with differences. For instance, the Canada
Council has hired a Racial Equality Coordinator and has signi-
ficantly opened up its programmes in music and dance. The
Alliance of Canadian Cinema, Television and Radio Artists
(ACTRA) has published and circulated a catalogue actively
promoting visible minority performers. Whether through




confrontation, negotiation, or simply smart management,
institutions are beginning to change their staffing, program-
ming, outreach, governance and marketing.

Individually and in collectives, artists and the organizations
that serve them are all in this arena of progress and change
together. And those who have remained on the sidelines will
soon be drawn into the play. For example, all artists must enter
the debate about cultural appropriation if we are to arrive at
some sensible and workable considerations for deciding who

- should or should not be telling whose story. And beyond the
arts community, all Canadians will need to develop the ability
to understand and enjoy art that may be rooted in cultural
traditions different from their own.

There are new voices in the arts in Canada today, many voices
~ that for too long have remained unheard. These voices may be
different, and they may even change the way we make art. But
Canadian art has grown from difference. In order to express a
sensibility native to Canada, the Group of Seven had to reach
beyond the conventions of the European artistic establishment.
When J.E.H. MacDonald’s The Tangled Garden was exhibited in
London in 1916, Dennis Reid notes that it was universally dis-
missed by critics as an “offensive, radical gesture,” because it
wasn’t in harmony with traditional subjects and approaches of
 the time (The Group of Seven, 1970, p. 124). But Canadian art
is not European art — it comes out of different landscapes, dif-
ferent cultures and different sensibilities.

So when faced with the imperative of including more cultural
minority artists in Canadian plays, and films, and art schools,
we must keep in mind the small ways and the big ways that we
colonize and exclude. We can change the shape of Canadian
art, making it (in the words of Lillian Allen) “diverse, pluralis-
tic, and yes, maybe even a little funky.”

The visual arts in Canada: suggestions for
 further reading '

The northern half of North America has been a multicultural
and multilingual area for well over 10,000 years. The peoples
who met the first Europeans in what is now Canada spoke
more than 50 Indian and Inuit languages, and all had their
own artistic traditions. To those, immigrants from a hundred
other nations have added and built on their own artistic her-
itages. While no single source can give an adequate overview
“of the astonishing creativity of the past and present in the visual
arts, an encyclopedia is a good place to start:

The Canadian Encyclopedia.

2nd od. 4 v. Edmonton: Hurtig, 1988. [e]

Includes articles on: cartoons, drawing, folk art, graphic art and design,
Indian art, Inuit art, painting, pictographs and petroglyphs, printmaking,
public art, and sculpture, among others.

Lencyclopédie du Canada.
15t ed. 3 v. Montréal: Stanké, 1987. [f]




For more direct information on how to find out about the
visual arts, many of these surveys include suggestions for
further reading on their areas:

Marilyn Berger and Pairicia Black, eds.

Directory of Vertical File Collections on Art and Architecture
Represented by ARLIS/M/O/Q/Répertoire des dossiers docu-
mentaires de I'art et de I'architecture dans les régions représen-
tées g la Section ARLIS/M/O/Q.

Montreal, 1989. [e/f]

David Burnett and Marilyn Schiff.
Contemporary Canadian Art,
Edmonton: Hurtig in association with the Art Gallery of Ontario, 1983.

le]

C.F. Feest.
Native Arts of North America.
Taronto: Oxford Univerity Press, 1980. [e]

J. Russell Harper.
Painting in Canada: A History.
2nd ed. Toronto: University of Toronto Press, 1977. [e]

J. Russell Harper.
La peinture au Canada: des origines & nos jours.
Québec: Presses de I'Université Laval, 1966. [f]

Loren R. Lerner and Mary F. Williamson.

Art and Architecture in Canada: A Bibliography and Guide to
the Literature to 1981 /Art et architecture au Canada:
Bibliographie et guide de la documentation jusquen 1981.
Toronto: University of Toronto Press, 1991. [e/f]

Jerrold Morris.
100 Years of Canadian Drawings.
Toronto: Methuen, 1980. [e]

Jerrold Morris,
100 ans de dessins canadiens.
Moritréal: France-Amérique, 1980. [f]

Dennis Reid. :
A Concise History of Canadian Painting.
Toronto: Oxford University Press, 1973. [e]

Sculpture canadienne.
Montréal: Graph, 1967. [f]

George Swinton.
Sculpture of the Eskimo.
Toronto: McClelland and Stewart, 1972. [e]

George Swinton.
La sculpture des Esquimaux du Canada.
Montréal: La Presse, 1976. [f]

William J. Withrow.
Contemporary Canadian Painting.
Toronto: McClelland and Stewart, 1972. [e]

William J. Withrow.
la peinture canadienne contemporaine.
Montréal: Editions du Jour, 1973. [f]
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Who Teaches What in the Arts: 1990-1991 Update/

Qui enseigne quoi en arts: mise a jour 1990-1991.

Ottawa: Canadian Conference of the Arts/Conférence canadienne
des arts, 1990. [e/f]

The guide lists 55 university-level, 100 college-level and 24 specialized
institutions throughout Canada, and indicates which programmes they
offer, including:

* architecture

« art and design (including apparel de51gn, commercial design,
communication and design, fashion design, graphic design,
industrial design, interior design, publishing, electronic
publishing, computer animation, and computer graphics)

e art history

* arts administration

e arts education

» crafis (including ceramics, pottery, glass, jewellery, metalwork,
textiles and fibres)

* fine arts

* folklore (including Native studies)

« museum studies (including curatorial studies)

« recreation and leisure studies (including cultural
programming)

* visual arts

Individual entries for each institution include addresses and general tele-

phone numbers, telephone numbers of student-aid officers for loans and

grants, general and specific admission requirements for certificates,

diplomas and degrees, years to complete each programme, number of

students accepted, and languages of instruction.

As well as the schools noted in the four essential guides noted
earlier, a summary list of art schools in Canada is included in:

Amencan Art Directory: 1991-92.
53'd ed. New York: R.R. Bowker, 1991. [e]

The magazine Artpost publishes an annual directory of
Canadian and foreign art schools offering summer art courses;
the list normally appears in its summer issue.

University and college calendars describe their course offerings
and faculty members; calendars for institutions in your area are
usually available at your local public library. The course offer-
ings and services available at all Canadian universities are sum-
marized in:
Elizabeth M. Rice and Colleen A. LaPlante, eds.
Directory of Canadian Universities/Répertoire des universités
canadiennes: 1991,
Ottawa: Association of Universities and Colleges of
Canada/Association des universités et colléges du Canada, 1991. [e/f]
Published every two years. Descriptions are written in the language of
instruction at each university. Includes a bibliography of further reading
on Canadian universities, including admissions, student aid, mature and
part-time students, and student services.












































































