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THE PAINTINGS
Watercolors

For me transparent watercolor seems & naturel medium,
There are meny aspects of it that appeal to me: its clean-
liness, directness and clarity. It has potentialities of
drawing which I admire and lends itselfl to & rapid inquiry
not so evident in other media. The character of the brushe
workz ean be scen, in faect is difficult to hide, and it can
be given full use in the painting, With its comblned
characteristics of drowing and painting, and with the added
charm of its directness, watercolor has been for me a most
beneficial medium, and it is most certainly in it that I
have come nearest to achieving what is for me some manlfes-
tation of that spirit I would like to achieve - a spirit of
éireotness inspired by an immediate response to some aspect
of whatever I have observed. As I have used 1t, watercolor
has had the character of a medium for studies, a role for
which it is well adapted. It can have the authority of
e record of a thing observed and as such more often than not,
reflects an atmosphere of confronting the situation itself.

However, despite its comparatively simple handling,

watercolor has not always proved to be the easiest medium



for me. Though it has great latitude, its limitation be-
cane evident before I hed made too many excursions into
using it. Flashy and somewhat sccidental effects could be
achieved, and certeinly I am not averse to a certain number
of aceidents happening in my painting, as long as they do
not hinder my ettempt to find in paint some equivalent for
what I might have cbserved in my subject., 1In fact I often
stumble onto material that I am eble to use as a result of
the accidentsl, but accidental effects are not the central
reason for my painting.

In watercolor, as with no other medium that I lnow,
'the first sally is the most importent. Unless one 1s to
pesort to sll sorts of dodges, his first material put down
must heve some falr epproximation of his intended final
effect. This then offers certain limitations which I feel
must be observed. The lightest objJect must not be covered
or else only scrubbing or use of body color must be resorted
‘to. The velue of the area must be closely approximated, else
the final washes will produce & dulling of the original as
it 1s built. Thus I feel that I must make a rapid and
quite definite decision about one aspect of the subject,
Whereas I might decide on its color and leave out its relative
intensity or value, I could possibly arrive at a kind of
heppy result, but the decision would have to be faultless
in every respect as one local color out of key or place or

value would belie the totel and I would have to paint an-
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other kind of plceture, decldedly divorced from the material
from which I purported to be palnting., I prefer to work in
such a way that leaves me the most room to make ad Justmnents
in velue, color aﬁé intensity as wéll as shape, size and
direction, To do this I usually begin a painting by observ-
ing the relative value of the material to be included. With
this firmly esteblished I proceed to paint, placing the
eolor in the ares where it seems to belong, attempting to
approximate some aspect of what I see with the paletie 1
have, whether it be highly limited or one rich in all the
golors I can gother., Sometimes the color areas overlap teo
produce grays; aémetimaa they stay clear and bright. By
keeping the value of an area well in mind I can have free-
dom to vary the color, and intensity and perhaps arrive at
an approximation in paint of what I have seen, this with a
directness and, when I am successful, with such 2 spirit in
the brush work that the painting process itself will have

a kind of charecter of its own. Though this may seen a

. method, I do not believe it has produced a mamner.

The variety in the wetercclors to follow may help to
demonstrate in a somewhat chronclogical way the variety
that resulted in my attempts to produce in paint some falp
approximation of those things which have interested me.

As I look back at the earlier paintings they certainly
seen "tighter" than the later ones. The loosening up has



surely come with a greater confidence and perhaps with a

keener sense of observatlion, and certalinly with a greater

head-hand cooperation that results from having mede a great
.

number of paintings. It is ny hope that with each palnting

I will have been able to approach 1t in such & way, as a

study, that the succeeding ones will benefit f{rom the ones

I have painted before.
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The fluid quality of watercolor certainly points a
way of working in oil, a medium which I have fought and
found unpleasant. The resinous painting medis, dirty rags,
overloaded supply list, the difficulty of application and
removal, and the general building up which denies a rapid
reaelization of an immediate idea have made this medium one
with which I was totally unprap#red to eope. In it the
word “"problem" certainly has & use. The stretch of the
canvas, its ground, the paint itself, are to be reckoned
with, and their peculiarities avoided only at the risk of
disaster.

To deal with its problems and at the same time leave
nyself the possibilities of producing an immediste kind of
painting, lacking in labored fumbling which results in a
filled-up look, I have tried to approach peinting in oils
mueh as I approach watercolors. In a watercolor, for ex-
pediency and convenience, I peint eround the paper, using
the color loaded on the brush where it appears to occur in
the subject. In watercolors this distribution has a dual
effect: ite plaocement alds in unifying the painting and
¢can be used in drawing by being placed in a definite

relationship to some particular spot, on the object, be-
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tween 1t and its background (outline) or on its background.
This distributicn allowe one c¢olor to dry before another is
washed over 1t, preserving the clarity of the colopr, and
producing clear coleor in the overlapping areas. Thie color
application in washes has certalinly alded in my eppreciation
of oils &8s o medium. However, I realize that vhen I am
working with an oil medium I am not working with watercolors,
that there are possibilities in it that are denied the other.
The movement from thin to thick in most palintings I admire
has a rind of immediascy that provides an approximation to
that freshness I like in many drawings. This variety once
achleved i1s easily lost, especially in a small canvas, and
the finishing up, especlally of detall, often results in

& loss of a feeling of unity or tone, Isolation and em~
vhasis cannot but deny eny hope for the kind of unity that
is vpredicated upon the sssumption that the total painting

is important. This pitfall requires a constant removal,
serening and opening up of areass overpeinted or palnted

in such an unpleasent wey, whether in mammer of applicetion,
eolor, velue or intensity in order to wmaintain the freshness
and opernness that I prefer in my painting. Parephrasing
Whistler I would say that while there is caznvas there is hope.
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THE DRAWINGS

The longer I work in elther painting medium the more
econscious I become of the powerful influence drawing has
upon them. In watercolors it is most evident, as I have
seld, since the actual drawing is done with the color in
the painting proeess, but in using oil the problem of pre-
serving the original material put down is a reel one and one
must be at pains to preserve it. By working directly in such
a way that each color serves a dual function, both as color
and drawing, more of the spontsneity and immediacy of the
wateprcolor and drawing can be preserved in the painting.
Gorrections can be made more essily as they will not destroy
& finish upon whish an gberration will be noticed. With an
open menner of epplication so handled that though it may
seem casual is actually quite deliberate, the response to
an immediate decision, the drawing in a painting can be
given emphasis I now feel it deserves.

At the begimning of the project I was not as concerned
with drawing. Howevepr, as e result of my two years work,
especially that of the past few months, I have come to think
that I should have called the project a Series of Drawlngs,

s, Lithogravhs and Mosaics, for it is the factor of
drawing that holds the key to my understending the fundamen~-
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tal similarities and differences among them,

In drawing, both line and wesh snd combinstion, I find
that the actual limitations of the medium glve me great
freedom. Once color is added new problems arise which re-
striet rather than free., 1In watercolors 1 feel freest with
one or two colors; in lithography, while I like some colored
prints, I prefer the monochromes because my resources are
tried in the limitetion to push the monochromatic range as
far as I can in approximating colors. This 1s one resson
for the limited number of colored printe in ny project. In
the oils there are few which are not dominated in some way
by one color. This limitation bringe freedom rather than
restriction, ealling upon my resourcefulness to do what I
can with what I heve, snd forces me to explore the possi-
bilities of the material at hand rather than making use of
the most obvicus aspeet of the full renge of an unlimited
number of golors. ‘

Thus I feel that drawling, with 1ts Simplicity and
limitations, has offered the challenge in the meeting of
which I have been able to gain insight into the possi-
bilities of other media.









THE LITHOGRATHS

Lithogrephy, like watercolors, seems to be a natural
mediun for me. I like it for several reasons thet I am
aware of, but I am sure that it is the happy balance be-
tween the art and craft thet keeps the medium a constant
challenge. I could, es many have done, concern myself with
only the eraft, and could possibly find enough challenge
to keep me busy through a happy lifetime. Or I could
possibly be the artist and blindly ignore the craft. It
geems to me that this would be not Jjust unfortunete but
literplly disastrous as I would surely end with & lost
drawing and hurt feelings.

The limitations of the eraft are stimulating rather
then limiting, once they are understocd and worked with
rather than against,

Grinding stones is hard work, but it must be done
gorrectly or else & bad print or no print at a.}l will come
of the drawing. As in watercolor, in a sense whet is done
first will leave a tell-tale marikz on the final product, In
fact, drawing on a _st,om has many charscteristlics akin to
watercoloring: 4t is a2 bullt-up process, whites must be
. preserved, hesitancy is hard to hide, and mistakes are hard
to correct, Once they are down, though not completely ir-
revocable, the first tones will affect the final drawing.
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Though, ii & wetercolor the darkest dark may be put in with
confidence, to do this on a stone provides a kind of obstacle
to a2ll the tones to be put down later, as any put over it
will 8o nothing more then smear ;t or create & kind of
ghadow or hale around it. I have found it expedient to work
from light tones and bulld up to dark onses as with water
eolopr, though my inclination is to be in haste to get the
darks end in doing so get a mottled effect where the rapid
drawing plcke up bits of crayon, béring the stone to the
erfacts of the acld.

In few respects can the araft be denied, Learning
the fundamentals of it may never make a lithogrepher of
me but the Iknowledge of them is certainly the ingredient
by which I may meke a good lithograph, without which the
original intention I might have had would probably be hope-

lessly, irredeemably loat.



[y

18




TS

e R

e




o




THE MOBAICS

I believe that mosalc hes excellent possiblilities as
a mediun for making further study of those things that
interest me. It provides ;a great renge of color, but
unlike paint, the value, intensity, and hue of each color
are constant., In fact, to achieve veriety with this 1limi-
tation is one of the problems in the medium. The problem
of secale, which haunts one constantly in palnting
lithography, is automatically taken care of by the very
physpesl“shepe end size of the tessarse. DBut monotony can
result and once a scale is set, I feel slmost .’s.mm@iat,ely
thaet a veriety must be produced somehow. I have tried to
achieve this by vaerious mesns. A color broken by varylng
the shapes in it talkes on one kind of variety, but by
turning to what I have tried in other medla I used the
1dea of holding a velue and varying the color. This secems
to have been the major method employed by the mosaielst of
the Byzantine., In this manner one can establlsh a color
climate in one area and while it is dominated by one hue,
others can be introduced to heighten, clash with or compli-
ment the color area. ‘

I am quite &wé.m that I have not done as much work in
1t to make more then the most tentative statements about
mosaie., In fact, I have done so little that my appetite for
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it has been whetted and what I have done merely e tantalize-
ing hors d'oeuvre that promises better things to come. The
endless possibilities of combining "found things" with made
and bought things to get a variety in the tesserse could
hapdly be other then exciting. The craft of doing it has
its own challenges and, as with lithography, is part of
the cherm of the medium, ‘

To get a maximum of flexibility Ivhévs worked on paper,
moving the tesserae around to suit myself, This has given
me the greatest freedom of movement of any method I know, a
bit akin, somewhat, to the placement of the color spot in
painting, ‘except that the tesserae caen be more easily moved
then the color spot which must be serubbed out or scraped’
off,

In painting one can overlook the problem of scale: re-
lative sizes of brush stroke, relationship of color area to
color area, or brush stroke and color area to the total
painting, but to overlook scale in mosaic is literally
impossible since each color spot has a very palpable physi-
cal existence and sny effective chenge is the result of a
major physical effort on the part of the mosaleist. It is
especially in respect to seale that my work in mosalc has
influenced my attitude in painting and drawing. I feel
that the scale of my work in the other media has been more
consclously manipulated as the result of my having to be

most consclous of scale in mosale.
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1 have not been as careful as one might be in observing
the results of white spaces in my watercclors, drawings or
lithographs. Often they were simply left over, only to
compete with whatever white object I might be trying to
paint. The object would then take on a kind of left-over,
unpainted look and the white of it function as a part of the
other unpainted areas which float behind e£ll the colors.

In mosalc the white shape cammot be ignored since it
hes to be built just as any other color. I worked from a
prather open watercolor in oprder to compare the attitude one
wight take in another medium with thet talen when the water-
ecolor wae made. In doing the watercolor I was determined %o
keep the painting as open as possible, and to use a minlimum
of building-up. As I had no white shape to retain as an
object, I felt Jjustified in leaving the unpalnted areas for
the color to work against. In working from the watercolor
in mosaic I was made very awere of the actual shape of the
white aress since they had to be built in the mosale, rather
than left as they were in the watercolor.

In mosaie the function of the drawlng becoues very
¢lear. Hopes of preserving a direction by heving a change
of velue opr color slong & glven exis or direction will be
deshed unless the tesserae are cerefully kept in thelr '
original positions. If the drawing is to be picked wp with
& line, that line must be built and has the pecullarly
moseic guality of three dimensional actuallty.
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