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The graduate student, chooasing to direct his energles
and further his experience in painting and drawing, should
avall himgelf wholeheartedly te the percepts and concepts
of his instructors and associates, FPerhaps the period of
undergradvate work can be characteriged as an opportunity
for gaining an awareness of particularej such as acquiring
an cbservable knowledge of the tools and techniques of his
practice and a general familiarisation with works done in
painting and related fields, If so, the graduate student,
while continuing to expand his grasp of process and of things
done must work for an order of experience whereby outward
observable knowledge and knowledge from within through
thought exist mutually and unite to form a sympathetie
and cycliec patterm, It seems to me that observation can
be charscteriged as impersonsl and inner thought as peraocnal,

¥y paintings, in over all charscter, express an impere
sonal attitudee--at least there 15 a quality of this. nature
about them that disturbs me., Thils eriticism ia constructive
for me and has no dieparaging connotation for those who
have, conscientiously, assisted my development, The
impersonal self in my work iz alarmingly evidente-the same-
ness in stylistic character throughout attests to this,



Apparently I was trying to excell ss a painter in name;
to initlate a recognizable self-expression and not to
enlarge my experiences whereby the psintings would be a
natural consequence.

I see thst my development has been toward "observing"
how to be a painter, and the knowledge I have accumulated
has not, except in a few instances and probably only
recognizable by me, served me in personal growth. Certainly
I have assimilated parts and aspects about painting which |
have sherpened my perceptual and mental discriminations,
but in few palntings is there more than a fragment of
personal responsibility--these fragments are very important
to me., I feel that in painting many of my works I have
been too selfl conscilous; as & consequence they have
meaning for me now as more or less sumnmaries of self. I
want more than this. I have now no illusions about object=-
ifying all there is about palnting although if I were to
continue in the direction so much of my work decleres, 1t
might well be toward this aim.

The differentiation between observation and inner
growth is familiar to me as it was, I recall, &n over
emphasis on observation while studying archltecture that
precipitated my move to pasinting and drawing--a kind
of poetry seemed insipient in painting which at
the time I was not able to realize in my architectural
studles. I have dlscovered this poetry to some degree

although I feel that I have imposed on my painting



sxperiences much of the same condition of imbalance which
so disturbed me in architecture. I have learned a great
deal while exploring painting about architecture--
especially in differentiating between the two flelds of
practice.

I find it difficult for me to verbalize about this
inner aspect of experience. It 1s synthesis, consecientious
end responsible; it is earned, precseeded and followed by
objectification; it is the source of intuition, inspira-
tion, poetry and faith. To observe is not enough--there is
a subsequent phase--a phase whers observation fuses with
the personal self to emerge as a new experience. Com=-
placency 1s not resident here; unhappily I confegs that
pride has instigated many of my inquiries; with pride as
a motivator one becomes fearful and can only hope at best
for a facsimile of understanding.

This spring I did a series of landscapes in oil back
of whieh was the intention to remove from the edge of
my consciousness the influence of past experience, pertain-
ing to the behavior of the visual process, and to draw
from a visible nature as much unpre judlced awareness as
possible., This was a good ldea, perhaps not with land-
scapes, but the linkage I established was not constructive.
After I brought them back from the field I arrogantly
{mposed on them the ideas I had at that time of what makes a

peinting a psinting. Inwardly this isn't what I wanted to do.



I short circuited understanding by the intervention on

my part of this presumptdusness As a consequence most of
them reveal to me only complacency and artfulness, There
are exceptions in parts of several of this seriege-
particularly the one named "Tule Lake Hills." It was done
quickly and spontaneously and has an expressive guality
which 18 meaningful to me, It was the first one painted

of this group.--I value it, The painting "Alley" has
significance for me--but for other reasons, I suspect

there is a seed of something here, az 1f my experiences
fused and enabled me to tune color to something more than

a concert-piteh of past or present observations, Already it
needs more tuningsy I have visions, ideas, about color,

The painting"Valley Pleoor” is a composite of much impersonal
experience; certainly I did not bring to awareness all of
my past experience--it would be folly to think I couldes
but in general the painting does symbolige for me a review
of thinge done, at this stage, I haven't finished itee
perhaps I gave up too soon, The idea was thiss

SKY  LiCwY FRY LAGHT
NEAR (YELoOw) FAr  (Yeuow)
REFLECTED  Liont C\WooL0 LW T

( IWTEwWSE) (Buwoe)




5

I have done a number of watercolors and only in a few
instances have I used the medium to express something meane
ingful to me, Mostly they reveal an interest in the medium
and evidence a certain propensity for color harmony and
surface order,

Of the watercolors I painted in the summer of 1952
I have included six as instances in which I used the
palatte and water medium as an instrument to express
my inquiries and sensations, The two works "Sea and Rocks"
and "Rocks and Sea" are important to me as I felt that
the medium was serving me to make a statement on paper of
the forceful and tireless meeting of water and stone, The
gshapes and colors are a result of a serles of explorations
to see 1f I could express this dramatlic guality. The work
called "Tree Light" was an effort to establish a set of
plgment relationships which would evoke an image of the
shimmerin:, evanescent quality of light on leaves; inter-
eatingly the palatte and medium were used differently in
giving pictorial realization to this aspect of perception.
I think at the time I thought I was using the palatte as
light; later I discovered this to be untrue., The work
"Green Still-life” is a good testimony of my development and
understanding to this point, Although I 4id work here with
such interests as axial, planey and yolumatic symmetries of
ob jects represented related to surface symmetry and with .
the exciting linkage of space evoking i1deas and the essen-

tially two dimensiocnality of the paper, I feel that ultimately



6

most of my decislons were predicated on a rather nalve feeling
for color harmony--which was only partially astimulated by
the set-up, I was primarily interested in colorj shapes,
slges and patterns were probably at first quite clese in
relationship to what I saw but were readily modified or
eliminated depending on what I thought the painting as a
colored surface needed, If I was using color to serve an
expression 1t wag not & deliberate and understood charactere
igation, but one which evolved from an nﬂéiéivn process
until it elther satisfied or exhauvate! me. I do not undere
value this process, The fifth watercolor called "Flowera"
was & rather exuberant response to & rich and sonse
appealing arrangement of colors; I enjoyed doing it and

find that the tensiong produced by the almost dissonant
color combinations stimulating as a color experience. Later
this exuberance became frivolous as thn\puinting "House and
Trees” reveals. It was painted out of delectation! and itse
swestness makes me untomfortable,

The watercolors of the following summer if geen
individually might suggest a ;rowth development on my part,
There is a difference~-a stylistic difference. I have
dlscovered that the paintings of this series which are
significant to me are the first ones, At the time I felt
that I had loat the technique which I vainly felt I had
earned the preceeding sumer; successively the paintings
became more suave and sophisticated, Paintings from the
beginning of this series are "Mountain Scene®, "The Cobergs"



and "Rocky Mountains.," The painting "Villey Floor" was
painted later in the summer. Again my intent was, at the
beginning, to let visual events impose on me and then to
shape from my discoveries suppositions or hypotheses of a worke
ing order which could lead to further inquiries. Ultimately,
perhaps elegantly in some instances, I strong-armed nature

a fitted 1light and subsequent images to an impersonal
stylistic manner which emerged from I don't know where.
There 1s more to it than this but as an over all character-
ization this was the direction ofyyy summer's work and I

feel good about a few of them.

The characterizing aspect of my work in general,
especially the olls, is color, Many other aspects have
infringed on my consciousness and in some instances have
become the intent of various works, but most often it is
the color which is foremost in my interest. Usually my
palatte does not represent light; perhaps I have begun
many painting with this linkage but inevitably I choose
to investigate other relationships. For me an attempt to
imitate vision is incomprehensible-~to paint about vision
and what visionmpigy be is understandable.

Certain of my oll paintings are exemplifications of
the process of developing some aspect of an idea, The work
"A Building" is a consequence of a deliberate limitation of
the palatte., I used the palatte as an instrument to which I
translated the color sensations I was receiving from

observation, The intention was to determine if the palatte



had the intrinsie potential for characteriring the

essential sspects of color experience snd is as follows:

Light (eky)
Y=o zine -~ cerulean
Y=r cadmium yellow medium + siizeran ocrimson
R~y cadmium red light + cadmium yellow medium
R~b  allizeran crimson ) cerulean
B=r ultrswmarine X cerulean

B~y cerulean + cedulum yellow medium

Dark (earth)
¥=b  cadmium yellow medium y ultramsrine
Y-y zink + ondminﬁ red light
E-y alizeran ecrimson + gzine
R=b cadmium red light + ultramarine
Ber cerulean+ eadmium red light

Bey ultramarine + zine

A palatte of twelve colors was generated from six
tube colors. At the time I found 1t extremely difficult
to adhere to this limitation which I thought wes s lack
of directional dlseipline on my part; now I realize thet
my dlssatisfsetion: with the result was because I di1d not

carry 1t beyond the ovservation phese. The ldea wes con=-
structive and I am still working with it.
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The paintings I d1d with colored gelatine are exemplifie
cations of my working toward awareness of light eventas. The
idea of tonality as being an activity whereby a little of
one color is put in all mixed colors had always bew!ldered
me. Ny ldea of tonality was to paint relationships on the
canvas of an order similar to what was seen, The idea ocourred
to me to use colored gelatina and ses tonalities, predicated
on the idea that we normaly see in tonalities, the characterw
ization of which depends on the nature of the 11luminant
or combinations of 1lluminente; the sun and sky being the
usaantiul illuminants of the landseare and this plus,
perhaps, artificisl 1llumination for the studio. One can
introduce into the studio much of the same tonslities of sune
rise and suneset with blue and orange gelatins, Yith each
golutﬁn the palatte hecare a new instrument,

The painting "Still-life with Fruit" was painted looking
through a red-tgwards-yellow gelatin., '"he intent was to
paint chroma change only, keeping the value the same
throughout, Without using a gelatin mask, T hsd just
painted "Street and Vouses" with the same infunction. Looke
ing at the paintinge through various gelatins 7 wes somewhat
startled by the marked shifts in value appearsnce, The
exploration brought to vivid awareness that to the eve
darimess and lightnese are as relative to mpectral distribue
tion as to energy dlstribution. ' Huey; value and intensity

characteristics of color are working prineiples to the
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painter and are constructive when he"sees" these aspects

to be relative to the source 1lluminant, An understanding of
these and of others such as surface guality (reflection,
absorption and tranamission) asslasts the painter to
objectify the behavior of light; his use of them as exprese-
sive or organigational principles ecan take diverse charactere
igations,

I have worked with the relationship of color area to
color enviromment in many of my paintinga; "Three Lemons"
probably being the first of this conselous exploration, I
discovered that the use of plgment on a canvas was of a
visual order different from what we might prediect from
principles of light behavior, If we know two areas on the
canvas are the same, yet they appear differently, then
yisually they are different; and it followe that if va‘kvunttd
these areas to appear the same we would have to paint them
differently. The color appearance of an object is not only a
function of the illuminant and surface but 1s also relevant
to the color impacts around it which simultaneously impinge
on the retina, This led to other investigations, such
as after imaspge, simulteaneous contrasts and various aspects
of cone fatigue and activation, I a=m aware of the
peycholopical, attention and symbolieal aspects of color
in so far as they have played a more or lese natural role
in my work. fuch acquired aspects of coler as color
temperature, distance, weight, ete, I find more useful
toward architecture than painting,
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These explorations with visual material have done much
to extend my understanding of 1light as an event in nature
and in freeing me to develop personal ideas of my own
about vision; sussesting to me that perhaps there 1s an
order te vision which 1s more constructive than the order
te whieh T have been accuatomed,
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