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looking back over the work of this year, I see that aome
idess have come more clearly into fogus, Msny thiags that
accurred in comparative isolation {n my work at the beginning of
this investigation now seem to be forming a more cohesive paktern,
The development of my work has seemed to follow a trend from
linear to pafnterly, or closed to open. Previously, I had
associated the painterly aspproach with less sccuracy and more
mmngy; however, the converss seems to be true. Thiaking in
laxger alements in oxdexr ko arrive at generalizations (which are
consiatent snough to read mi a whols, yﬂ: variable enough to |
remaln mittﬁ}, 1 bave become more and more aware of a highly
formalized discipline. This is not to say that my m:rk ha
become mechanicsl, but rathey that meny Mu decisions made
bhundreds of times duriung the process of a painting are tsking the
place of & favw well thought out "packages” linked by a xinm
configuration and surrounded, in meny casas, by unused space.
When line and edge no longer can be depended upon to bring ordex
out of chsos, the intaraction of color shapes comes to the fore
as a primary consideration. The space that the color occupies
no longer depends on where the shape is drawm, but rather, vhere
& color has "put down rootd" on a ﬂmi plans in ralation to
other color shapes. B \

For a long tiwme, my ideas comcerning colox involved s

super-imposition of color over & structured canvas, Tha




“eomposition” in terms of shape was estsblished first then the
color veinforced the composition in a flat sense. Dark snd light
was the first comsideration, This dark distribution, for a leng
pariod, was a seattered effort to "balsnce” the light areas, The
dark aress subdivided sxisting shapes into smaller uniform seguents
and alternated with middle tonss amd lights in an overall pattern.
Latex, the "waight" of value was shifted, with larger areas of
1ight, middle tons, or dark opposed by smaller aress of contrasting
value. This made larger and more wmeaningful shapes begin o
function buk seill in & flag way, without auy solutios of the
velationship of adges created betwesn the darks and lights. Also,
the shupes ¢résted seumed to caryy over definite adga shavacteristics
from the ides of line angles, which had picked up directiona
consistently in my earlier vork. The direction of the viewars eye
was being controlled by the wdges of shapes rather than by the
neantration of dark and 11ght in terms of shapseweight. The
work ﬁith tissua paper stressed again my dspendence upon ‘dﬂg
since the m,hps, in many cases, créated a linear pattern yather
then & velue or coloy change having eny visual consistency. | Small
shapas wers isoleted becsuse of their lack of identity with eny

shape in their similer "solor-space’” position,

In the work with acrylics, my lightedark smphasis has
becoma progresaively less attached to a previously contrived shape.
The terms derk asd light have becous deseriptive of a receding
contour, rather than of = contained, flat surface which has hed




dark and light applied to it decovatively, This i{s not to say
that objeets cannot be identified ma dark or Light, but their
value 1o uamstui only in relation to the valus surrounding
that ares and form a consistent space velationship with other
sreas in a larger sense,

It is dmtm to discuss a change in attitude concerning
walua as an fsolated thing. This L8 because it has been accom~
panied by a similar shift in emphssis upon the importance of
intensity and warwecool colar relationships.

In relation to intensity, wy thmm has become more and
more directed by the position of imtensity in space, Since
intensity is used so often in establishing near-far relationships
at the expense of the move subtle and vewarding use of werms and
aools, it is en ingrediemt in a painting which should be used for
its less obvious characteristics. As an slement ef surprise or
intereat, intensity can offer a pleasing iavitatfon to s second
losk st an otherwise toc wechanical vendering of an area, However,
as the central devics of a pailnting, intensity can become ayrtificial
often giving the effect of artifical light on a colorlesas surface
or of & transitory atmospheric condition. Intensity alone camnot,
at once, make s styong and subtle stetement of volume. By
eliminating shrieking inteneity, the chances of fragmentation
decrease as well as the chances of over mmphasis of one devics.

In assignments concentrating on intensity, 1 found that I was ueing
it to form a linsar pattern moving fvom shape to shape and to form




large space concepks at the expense of warmecool variation. High
intensity colors cen, of course, be either wamm or gosl, but I wan
using them tn a rather set formula=-warme reading de naar md m;a
reading as far, In addition, & high intensity waym, with only

& slight amount of cool added (for ewample, & light redeviclet),
raed on the asme plane s a low infensity cool, with a siight
amount of warnm added (for emample, a light bluewviolst with a
 slight smount of yellow-green sdded). This variation in visual
perception gulded my thinking more and more as I worksad with
warm=cool as an expression of depth.

Even in the work with tissue papwr, warmecool, as weéll as
intensity, played a great part in determining the sucesss of the
places, It was important ss an unexpected slement used in
overlap, For exsmple, an area involving a gresn-brown overlap
night have a surpriss factor of red involved in the trm&aiziww
Without changing the value, the visuel richnass was locressed

by the addition of warms to cool areas and vies-versa.. This

richness cannot ogcur, however, if thase intevest amﬁ; are aprinkled
throughout the painting in a hasphiasard way., They m?;t be uud in
connection with thelr surroundings so that the "surprise alements"
are not all on the swame visusl plans, Some will ceccur in move
subtle ways, others in more obvious situations,

The most important function of warmwcool, however, has
come into foeus during my work with scrylics and, espscially,




in the later assigmuenta of this yeaz..

When given ohbjects to state in space, without the use of
draving to show perspective, wurm snd cool colovs h@m the
dsternining factor in exprassing their thressdimensional quality,
Bot only could it be used to show an objeet receding from the
viewex's eye parallel to the pileture plane, but at an oblique
aagle as well. In ovder to accomplish this, a subtle vﬂuﬂm
from warm to "fce-ice cool' had to be worked out, This did not
work well mu careful consideration was given te the smallest
differences in the addition of warms and cools to aven the most
neutrsl colors. A warm grey, in smsll Mﬁﬂ;y mr@um by
soola, can jump forward as much as 2 bright red surrounded hy
xust browms.

The use of warm and ¢ool was quite significant to we in
relstion to an assignnent involving & hillside and sky, The
use of & variation of warm sad cool colors (from werm to Lce~sool)
amﬁ the hill to suddenly vecede into the distance, But, at
the same time, the importamse of subtle variation, within the
hill form, wade the differemcs between a design puinted on &
hill and a sevies of color spots which were, in effect, a hill.
The avexrlsps can form a secondary sontour, as value, intensity,
and warmecool all work togethey to complete the illusion., The
warm~¢ool depth can bo enhenced by meking the sky seem to bend
forward, (through warmth), as the hill vecedes. Intensity and
value, used secondarily can contribute interest to an otherwise




~ "too well planned" painting,

T™he idess involved in the hillsform paintings beceme the
bevis for additional studies in landscape, vhich {avestigated
nmerous ideas concurvently. The fivst of these ideas was the
over-riding considersticn of warm and cool colors oceupying a
plene in spece, In order to isolate the warm=cool problem,
enphasis wes placed on a relative consistency in the value of
the entire cenvasesthat range being from middle tons to light,
By eliminating extrens value contyast and by using more subtle
mixtures of wm and c¢ool, the paintings fused =s they had Dot
done before.

~ Lass drewing, either initial blocking out with charcoal
or brushstrokes suggesting edge, has slso :dénd to ths jmpoxtance
of warmecool relationships, Often, the slightest hint of
perupective satablishes a color in space, contrary to all that
has previously been built up, In the early landscapes the carry
through of directionsl Iines was still quite evident--forming
harsh shope-edges and ridges vhich seemed paper thin within
supposedly volumetric forms. Oraduslly this has been leszened
somewhat, although unfortunately the divection of byushstrokes
often times has wore to say than warme~cool upace, The block«like
strokes have bean 'mﬁ:amd,' slso, in an effort to find organic
solutions to internsl shape variation,

Intensity hes been softened considerably, even though
there 1 an obvious mod to it in the establishing of & nearefar




visual situation, Although this could, theoretically, be
eliminated, at this point Y question the validity of an attempt
of this kind., With darkelight in a gecondary position, it seems
that 2n "interast ares” supplied by intemsity, perhaps counters
balanced by slight value changes within certain aveas of a
painting, is valid. Without some intensity and value inter-sctiom,
the canvas, although integvated, can appear lifeless-wuch like
& backedrop awaiting & morve éxciting incident. Perhaps this
 feeling is byrought about becsuse the warm-cool slement is stil])
in & state of liwbo} it has yet to fully emerge on the canvas., It
tould also be mentioned that the land forms being used as subject
may be responaible for an apparent change in outlook whizh hes not
really jelled, If geometric subject matter were introduced, my
tendancy to become linear i{n orientation might reappeare~intensity
and value might completely consume warmecool epace, Hopafully
this will not cccur because of the chiallenging neture of my nmm
work, which must be explored at much greater depth before I move
toward more complicated subject matter. Eventually the figure,
or the city~scape, can be seen as landscape--trested with more
visual excitement due to a mature development of warmecool investie
gation. | '
Regarding the aiapucatlan of painz:. later experiments have
led to a desive to explore surfsce texture. A richer surface
may provide much af the mt;&mmt which. is now delegated to

lsrger intensity and value contrasts, With smaller brush strokes




and mach underepainting, the angular slicing of painted areas,
which allows a smell but sparkling surprise to emerge, may be
the sunswer, This contrast, nevertheless, should not overshadow

the larger warm~cool spatial concept.

conceptual and madia oxieatation, From the previous vemarks,

it should bs evident that compositional problems have been the
dominsut foree in the study undertaken, When working with new
nedia, such as scrylics or varfous miztures of materials, often
the "gimmick' dictates compositional considerstions. Painters
may aim at temporary effecte in which the materisl achisves

an aceidentsl success doe to fts own properties. The painter
¢an nelther underatand nor repsat these accidents. Of course,
consideration of the nature of meterials is an important element
{n painting but the painter must use his usterisls rather than
letting them use him, It is true that many new materxials suggest
their use to the painter as the work prograsses. He is truly
in commend of the situation when "aceidents,” (today often
cengered around texture or tysnspavency) sve plemned. If a
constant effert is made to intensify conceptual thinking rather
than materisleworship (governed sometimes by little move than
the laws of mature with the artist as & vehicle), a work of art
can be & more meaningful esperience to the viewer as well as

to its creator,




Another dangercus deification can be that of subject. Mo
- matter what th& subjsct may be, (1f in faet Lt appeare at all),
it must w&. ba the result of a bluesprint which could not be
¢changed, A paintsr seduced by pseudospsychological gosls might
conplately fgnore the heart of the painting problem, The placing
of "messege” in & primery position without knowledge of techaique
in the fullest sense produces st bust second~rate Lllustrations.
Perhaps one can cver-estimete .ﬁhs purely visval effect of a
painting which was conceived by an artist struggling withhis own
technical problems. However, it seems yessonable that £f the
sxtisy, or more important, if the painting wins the battle, »
valid statemeat has ewerged. _

This investigation has also produced & change in my
attitude toward the teaching of art. One finde, in some cases,
& most pernissive mirmtuappnmly the result of an
inadequate grasp of Dewey's incentive for change. The ideal
of guidance and direction !mi degenerated into chaos, Surprisingly
emush. thin chans has often besen sccepted as a substitute for
& crastive environment. In the widst of all this, many art
sducators are tesching what they consider to be the 3 Ra of art,
with little room for the change oxr the challenge offaered by new
idess, Ona characteristic of both these schools of thought Is
the acceptaoee of the idea that the more materials a student
works with, the greater his “appreciation” of art. Again the
widening of concepts and the relaxation of rigid formulas, coupled

PORTIAND STATE COLLEGE LIBRARY




with effective guidance, seems a logleal antidote to the media-
orientation disease. ,

The following photographs have besn selected to show
the development of the ideas praseanted in this repore. It is
hoped that these studies will illustrate without further
commentary the text of this thesis project, The studies appear
in the order in which they ware completed.
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