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Abstraoet approved

In working with peintings dealing with the interprew
tation of landscape in o1l palint snd nixed nedlsa durlng the
rast year, 1 havé geen new posgibilities., This is true both
of my approach to landssape painting and of the handling of
the painting materials. These studies have led me to &
freer handling c¢f paint, In addition, they have led me to
be able to make & more universal statement concerning land-
seape itself rather then only a visuel representation of one
perticulsy landscape.

The first indleation thet s unlversal statement aboul
landscape noﬁlﬁ be achleved became apparent to me while I
was working with mix@d media. The natural asction of one
wedium upon the other very often suggeste landscape forme
which the artist can clarify inbto a statement about lande

scape. Uslng the palnt iteelfl to develop a motlf enables




Ho

one t¢ deal more directly with ideuns sboub landscaps, cons
cepbs of color, and spatial perspective than with the
iliusion of & particular place. It iz such experimentation
as this that led me towayd what I believe to be a universal
statement about landgeaps. |

Ancther discovery 1 mede in doiung the series was that
oll paint could be handled in mueh the same manner ag
- mizxed medla, However, 1t is the actlion of one oll color
upon another while in a liquid state that becomes the means
of suggesting forms., It 1s the rhythmic movenment of these
forps and colors that reflescts the sonstant changling and
movemsnt of nature., To me thls iz the sssence of the natural
landgoape and that which brings life to 1%,

In this serlies of paintings the subjective analysis of
nature inevitably dropped the objective deteils of the real
landgoape, (na's attention beging to be centered ocn the
arfects of the total landscape -~ effects of color changes,
rhythm and movament, form relatlionships, spatisl relatlone
ships, and atmosgheric effects, e¢vents that are to be found
in naturs itself. Ny major consideration in doing this
series of palntings was that of coloy iu whieh I had to
decide which colors would best gult the totael impression I
gought asnd exprass rlastic spsce ag well,

A major discovsyy Tor me was that of the differencs
between wash palnting and brush painting. In brush palnting
ideas are scumewbalt changed as work progreases, bHut, generale

iy, each brush stroke and each golor ig caloulated From the
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beginning to produce a Goanlrad effent, Tn wash vainbiny
mush of the work on the eanvas g the presult of searching
by the aprtist in the work 1tsell ag the paint davelops
metural forus on the canves, The paint and the artlst arve
tne, so to gpeak, until éesx't;ain forus appear that the artist
feels he oan work from, It iz a2t this point that he takes
over with the brush and fully cepibellizesz on the developing
forns.

I belleve that color plays & major role in invelving
the viewsy emoblomally and intelleetuslly in a painting.
It seems to me that part of the rols of the artist is to
deliver messages that ean Invite others, in sone way, %o
share hlg feeling about the mature of things, for this
remzon he mu@tkga@k a‘st§%émanﬁ éhﬂt will have a univeprsal
exprassion so that he may communieats with othera, This I

have Hried to do,
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A BERIES OF LANDSCAPE STUDIES IN OIL PAINTING
AND OTHER MEDIA EXPLORING AND INTERPRETING
NATURAL LANDSCAPE ELEFMENTS WITH EMPHASIS

ON THE RELATIONSHIP BETWEEN PLASTIC
SPACE AND VISUAL SPACH

In working with the paintings concerned with the inter~
pretation bf landsecape in oil paint and mixed media during
the past year, I have seen new posaibilities. This is’true
of both my approaéh to landscape painting and to the hand=-
ling of the painting materials. My thesis, a painting
project, is concerned with the interpretation of landseape
from diverse points of view. These.studias have led me to
a freer handling of paint., In addltion, they have led me
to be able to make a more universal statement coneerning
landseape i1tgelf rather than only a visual representation
of oné particular 1andscape‘ A mountaln scene speaks of
mountains; a tree gpeaks of trees; and a mountaln stream
speaks of mountain streams. Always the universality of a
motif is stressed} Yet to arrive at the universal I began
with the partieular, studying particular locations in the
local landscape.

The first painting in this serlies was executed from
gtudles made on location in the Columbia Gorge, a view of
the Oregon side of the gorge from Washington just west of
Hood River. (See page 10, a). No other painting in the
geries 1s so strongly limited to such an exaect location.

It was during woﬁk on this painting that I began to develop
new ideas about the nature of landseape painting: that

more could be gtated about landscape than whatever could be




said about a particular scene. After this new insight, the
series that developed was not concerned with copying lande
soape but rather with an attempt to find an equivelence to
the universals in nature stated in terms of oil paint,

The first indiecation that a universal statement gould
be achieved bedame apparent while I was working with mixed
media. Combining ink, tempera, and pastel proved to be a
suffieient method of obtaining sugzested landscape forms,
The natural asction of one medium upon the other causes
either a blending of the medla or a rejection of one by the
other. If rejleation occcurs, a line is generally formed,
gssparating the two media. This line very often suggests
lamﬁs&&ﬁﬁ which the artist can elarify into a statement
about landsoape. Using the paint itself as a means of
developing 1deas about landsgape cuts down the reliance of
working directly from a partioular motif. Also, this enables
the artist to deal more dirsctly with ideas about landscape,.
consepts of eoloy, and spatial perspective than with the
illusion of a particular place. It is such experimentation
ag this that led me to be able to make what I belleve to be
a more universal statement about landscape.

Anothey digssovery I made in doing the geries was that
oil paint sould be handled in mueh the same manner as mixed
media, However, instead of the astlon of one medium on the
other ag in the mixed media, it is the metion of one oil
oolor upon another while in a liquid state that becomes the




mneans of suggesbing forms. The sub&le blending af eolara
an the aanvas whgn liguid paimﬁs vun tegather aahievaa
infinlte variatias of wmlor mixturea not atbainable with the
bruah. It is this blenéing of amlors that ar&ates an indis«
tinetivaneas betwaan ferma to the pﬁint where theve is no
vigable geparation of aarbh.and sky. Thls seens to add
vitality to the palnting. It is brought to 1ife by the
.rhythmia movamant and ﬂaunter*mmvement of the farma and
ﬁalerS« It im this aspeuﬁ thak refl&ats the econstant chang=
ing and movement of nature. To me this is the essence of
the natural 1and&¢apa and that whiah brings 1ife to it.
ﬁhinése landsaape paintara such as M1 Pei and Fan |
K’uan af the $ung Period aspired after the spirit of life
in thair wmrk The Chinege ¢all it ;ﬁi; and it ls thelr
firab eanon of paint1n$* The aim of their painting wag to
show the manifastatian éf the spirit residing in aaah and
every form. If the painting did not reveal some indication
of the apivit €hﬁ*a}. the ferma were considered lifeless.
They also endeavored to find in thelr art that apﬁntaneaus
sage by whiah an inﬁpirati@n af the moment might be exXpreg-
ged fully and naturally When thﬁ technical means have been
magtered. It was this thnese theory that prompted me to
search for a way of capturing nature so that the paintings
wguld‘b@‘aliveranﬁ‘v1sually m@vinggi

1Tha Chinese painters of the Bung Perlod were not the
only painters in history who sought e universal statement
of landscape. Inpluded are cave dwellers, leonardo
DaVinoi, John Cozens, and Twentleth Century painters.




Tn this series of paintings the subjective analysis
of nature inevitably loses the objective details of the
real landscape., Trees and bushes are only suggested; grass.
bladas; siones. and pébbles;are deemed too small to be seen
in a mément's glanee at a landseape. The eénstanhly ehanga
1ng pattern of alouds and haze make them hard for an objee~
tive application 1n paint. Mountains and plains become
large forms, but not detailed forms. Attention begins bm
eenter on affacts as the total 1andscape develops in the
mind «m= effegts of aolor ehanges, rhythm and mcvemgnt,
form rélationships. spatial relationships, and atmaspherie
affects. How each effect ecan be 1nterpreted separaﬁely for
its importance and yet be unified into a whole statement is
the problem each painting has to solve, The first cone
slderatiqn wa s that of color. What is the total 1mpression
3eught ~=- the hot, arid mountains of Eastern Oregon or
the cool canyons in the Golumbia Gorge? Thg total impres-
sion limited the beginning paletﬁe to colors that express
thevd&sired effect. Thue, hot colors were used for the
desert, warm colors for the plalns énd barren mountalin
slo@es.‘ Cool solors were used fof the cool mountain areas
and aold‘colors for the deep reaessés of mountaln stéeams
and canyons. It is relatively eagy to decide whethar the
total impression desired is to be warm or cool and then ta
decide what warm or cool colors to use. In nost af the

palntings I chose colors that reminded me of the colars I




mightufind ab juét sﬁoh‘én aéﬁuél 1oéatién} -Wrbn th@fé‘t
tried to davalep variati@ns af thase aolora; somafimas belﬁ
variatimna and sematimss subﬁle variatians. Liquld paints
running tegebhar W$ra 1nstrumenta1 in aehiaving the many
jv&riaﬁiqnﬁ of aclor. Plastic spavce was 1arge1y aahiaved
'wﬂthkﬁelax rathar~§han 1inear ﬁaxapachive. cmlara, whan
'plaaﬁ& upon a surface, sﬁtually'séém to have a spatial
dimansianw In general warm colors é@am te'advange and ool
‘solorg seem to regede. The sharaeter of such effsﬁtﬁtjhﬁW%
BVer, may be~a1§$rgﬁ by d&ffg?enaas in intensity and size
'rélatimnshmps. High intensity colors tend ﬁa,mmve forward
of lower inﬁﬁasity aolmﬁga Thia iﬁ begause the eye is
trained to visualisa spatial gerap@aﬁiva in thisg manner in
-a xaa1 landgoaps. Colors elose to the viewer are of &
highar‘inb@ﬂsiﬁy,thaﬁ thoge in the distance. The lowering
of intensity is a&usaﬁ by the density of the atmwsgharaf
Th@ air dunsity not enly lowers ﬁh@ inﬁansity of color but
mppeara ta ahaﬂg@ the aelar; henoe, grean treas may app@ar
blue or aVsn blue viale@ in tha digtance. This bluing
: ¢ausaﬁ by the density of the air effe@ts all the éela&s.
Thay beaame less 1ntansa mr gra&ually change hua. Ther$w
fore, it is 1mp@rtamh ﬁo analyﬁe eagh painﬁing fmr ity own
method of ghawing or intimating spatial pevspective. What
1g true in oneé painting lg ﬁaa sivays true in another.

In the brush paintings recession in space is defined
by going from warm to ool ¢olors, yellow to green to blue.

The high intensity c¢olor, as in the Columbis Gorge scene,
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is maintained in the sky ared to preserve the honesty of the
two-dimensional surface.

In both the wash and brush paintings the size relatlon-
ships help definé space. Generally, there are larger objeéﬁs
or colof areas in the foreground and smallef objects or color
areas in the background. This is easy.forvthe @y@ to undeﬁa
Sﬁaﬁd since this is the way‘é%jéct$-afe perceived‘in»visuél
‘gpace. When looking across a landacaﬁe. trees (or ahy i
objecﬁ)‘beeome progressively larger the closer they are to
tﬁe viewer. Also, objacts‘close to the viewer appear
nearer his feet simply because that is where the ground
gogg, It follows, then, that large objects or forms near
the bottom of a pleture would give the illusion of being
¢loser, and émall objects and formg at the top of the piew
ture would appear to be in the diétanee.

It will be notlced that the mingling of the liquid
paints caused a haziness between color areas. It is hard
for me to suggest the hazy nature of atmosphere in a brush
painting because of the hard edge a brush makes when it
applies paiﬁt to canvas. Therefore, the hazy nature of
atmogphere was better achieved in wash paintings. For this
reagon I felt that a truer statement about landscape was
made in this medium. Also, the results of the wash paint-
ings‘éhow more vitality because of the spentanelfy of
teehnique.v The ecareful selection and application of the
brush paintings appear as lébaied ag the produstion of

them was. However, both types of painting technigue are,




in reality, sérefully worked out. The diffa?enea between
the twé techniques, brush and wash. is in the polnt at which
‘dedlslions are made as to what the omposibion of the paint=
ing will be. There are two different approsches to the
landscape prcblem}inVlea&_ The acheme of tha;brush.paint*
‘ings is prétty much condelved before work 1s'begun;“50ma
’iﬂeas are ahangéd as work progredses, but generally eavh
brush stroke and each color 1& calculated from the begilns
ning to produce a desired effect.

Wash palntings require a different approach altogether,
Huch of the work on the canvas is the result of searching
by the artist énd the charasoteristie of the paint to develop
natural forms on the canvas by itself. The paint's ability
to flow produces natural forms not attainable by brush
strokes. Once femiliar with the flow of the paint, the
artist can begin bto control it for desired effects without
inpinging on lts matural qualitles. The paint and the
artist are one, s0 to speak, until certain forms appear that
the artist feels he can work fram‘»\mt‘is at this peint that
the artiai: takes over with the brush and fully develops the
ldeas already before him. Dry brush bechniques are applied,
and the structure of the palanting is clarified. |

In the brush paintings line 1s alluded bo by eolor
edgé meeting color edge whiéﬁ‘is‘a less cbviQAS'asa of line
but, nevertheless, a strong statement of line. There is ne

doubt where earth ends and sky beging or where tree ende and
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background beging., - However, the edges do not seem tlear cut
due to the closeness of hve, value, and/or intensity. The
eye ocan easily move from one form to snother ﬁithouﬁ eNneouUn~
k&wiﬁg.a Bbuﬂdarylline.

In the wash paintings, lines have been "drawn” in to:
golidify the forms, to emphasize the landscape shapea; and
to enliven the form by the texture and movement of the line.
In gsome cascs the diagonal movement of the line attempﬁsfﬁﬁ
lead the eye in a recessional movement. This is done by
drawing the line from bottom to top, a method of lmplying -
plastic space, This method works as indicating plastic
spate because lines smeen in a real landscape tend to begin
at your feet and come up to the horizon which 1s about eye
level, An attempt has baen made not to organize recessional
‘gpace inte planes but to be experienced as a homagéneaus
recessional movement. The mountain scene in earth colors is
an example of a palnting organized in planes to imply reces~
sional space, (See page 16. al. ;Eaﬁntain,ﬁ§ggam.is an
gxample of an attempt at & totally homogeneous movement in
gpace. (8ee page 17, w). I feel that a homogeneous recesw
gional movement has a greater lmpact on the viewer because
eolor plays a more important role in this type of statement.
I lea believe that color plays a major role in involving a
riewer emotionally and intellectually in a painting. It
seems Lo ﬁe that part of the role of the artist is to dellvey

messages that can lnvite others, in some way, to share hig




feeling about the nature of things. VFor thls reason he must
gesk a statement that will have a universal expression so
that he may communicnte with others. This T have tried to

do,




. BRUSHE PAINTINGS IE OIL

8. RIVER CANYON 48} in, x 28 n,

by HE PIRST GARDEN MADE,
AND THE FIRST CITY CALN,
{Cowley ) bl in, 2 29 in.
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a. WHERE PONBSTS STOED 36 in. x 24 in,

be  AETEREUM ARQUGR 30 4n. x 318 im,

B L L T e e L )




EOLODE 11 dne ® 9 dn

fe e N A 0 P P e % i 23 )
D. SUMHIT SUNALSE 1L dne 1 B In,
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VIOLENT LANDSCAPE

11 An, x 8% in,

v,  REFLEQTICNS FROM

THE MNIGHT

13




g, THE PIRST HEAVEH 11 in. ¥ 8% in.

(The rirst heaven is of puve silver,
and here the gtars are hung out like
lamps on golden chalinsg).

b, FMETANCRPHORIS: Wight into Day
1 in, x 8%in,
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NOACHTIAN DELUGE

11 in, = 8%in.

b.

TEMPEST

11 in, x 8% in,

15




WASH PAINTINGS IN OIL

MOUNTAIN L7 in., z 38 in,

In the sea of life

In the sea of death

My soul, tired

In both, seeks
The nmountaln

From which the
Waters have receded

7th Century Japanese

16
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b, CABCADE RECESSES 36 in. x 33 in,
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b. GARDEN OF PROSERPING
{A, C. swinburne)

FORTLIL STATE GOLLEGE LIBRARY

8 iny x 33 in,
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