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I have been concerned9 periodically, for several 
years with the manipulation, and coordination of white areas 
in painting. In the beginning it came about unconsciously, 
but later I became more aware of how strongly this element 
continued to exist in my work.

At roughly the same time that this awareness was 
making itself felt, 1 made a sharp and dramatic shift to 
abstract and non-objective painting. This change in 
emphasis was initially made for the purpose of studying the 
formal aspects of painting. I felt my previous paintings 
were too contrived, superficial and non-plastic in concept. 
Much of this came about because of an over-concern for 
making a finished product and, quite frankly, by a domina
tion, in my consciousness, of subject matter. I was more 
concerned with the presentation of subject matter than 
with the formal concepts of painting, such as composition, 
color harmonies, and internal tensions.

t soon became aware of the complexity and excite
ment of this approach to painting and a move was made in 
several directions simultaneously, always primarily in quest 
of understanding the formal concepts of painting. However, 
even during this period of consciously painting for 
structural knowledge, white areas kept creeping into the 
various approaches that were attempted. As my understanding



of the plastic principles increased, 1 became cognizant 
of the contemporary trend towards breaking down these self
same principles in the qmest for new images and approaches,

With this new awareness of more radical approaches 
and concepts, my formal approach gave way to a more 
exploratory one. The exploration of white areas and their 
visual effect was pushed forward, being neither overly 
concerned with Implied space and the function of forms 
within that space nor with just two-dimensional manipula
tion of the surface. Instead, the work was concerned with 
whatever visual problems became Inherent in each individual 
piece,

At times the emphasis would be more on one concept 
than the other. This investigative process is still very 
much evident in my work, primarily because a personal 
statement has not been fully realized which involves this 
use of white; and also because my opinions are still forming 
as to which values in painting are most significant to me 
and my work. Therefore, 1 am continuing to select and 
evaluate each piece separately over an extended period of 
time he see which works held up visually and intellectually.

This paper will trace the development of these 
investigations to the point at which they now stand; a 
point which is neither an insignificant statement nor a 
culmination, but a flexible and continuing process of



acquiring knowledge and understanding of both painting and
i

life, which every artist practices.
This discussion will-be taken up at the point where 

I began to consciously organize white areas within my 
work, 'At this time my oil paintings were going in a 
separate direction, but the watercolors and collages were 
almost completely concerned with this approach.

The media used, water color,..'collage, and' their combi
nation, influenced my efforts considerably. They were 
primarily hard-edged, very rationally ordered, and made up 
of flat color areas in conjunction with, white (Fig. 1).
At this time, working with Implied space, internal, tensions,

- 0
and forcing the white areas into different spatial positions 
was of primary concern. Even in working with these 
pictorial problems, the need was felt to infer a special 
kind of spatial relationship, related either to interiors • 
or landscapes (Figs. 1 & 2). •. . •

Another element which continues to present itself at 
various times throughout ..my work is evident here. This is 
t M  use of large, relatively speaking, banners or stripes 
of color as an area and force direction. As they appear ■ 
in later work, they become more non-objective or unrelated 
to the real world, and become pure color and forces used 
as compositional elements.

When consciously returning to the use of white in 
oil painting, the previous efforts with collage influenced



my direction* The banners of color movement were played 
across a white field, subdividing it into passive, and 
active areas which acted spatially and compositionally.
The shapes were hard-edged and dictated by the shape and 
character of the brush (Pig. 3),

There was one further aspect influencing my work at 
the time. This one was a physical limitation. Because of. 
cost and the drying time of white oil paint, latex house 
paint was used in conjunction with oils. This was done 
because of a desire to rework the painting continually.
1 work one painting at a time. The whites could not be 
tinted for fear of disastrous chemical effects and deterio
ration. 1 was, however, content at the time to explore 
the possibilities of a limited spatial concept, using a non- 
tactile surface.

While many of the paintings of this time were non- 
objective, some such as 8Service Station** derived its 
stimulus and forms from an outside source,'namely, a service 
station adjacent to the studio (Pig. 4).

Another series which developed from a less conscious 
but equally strong association was a series of paintings 
which made use of a very limited palette, and colors related 
to Southwestern Indian artifacts. • I came-into continual 
contact with these.because my studio is located on the same 
property as a commercial business dealing in these items.



This influence is readily apparent in SiIndian Series #3”
(Fig, 5). '

In continuing to explore these directions., a 
degeneration of my images into purely graphic forms became 
obvious» Similar compositional arrangements began to 
emerge time after time. After working for well over a year 
in an almost entirely non "-objective manner, my Images 
seemed to be growing stagnant in terms of forms and 
relationships,

At that.time drawing replaced painting. I drew from 
nature directly and in various degrees of abstractions from 
it, through to non-objectivity. Though some were in ink, 
pencil, and paint, the majority were done in charcoal 
because of its immediacy and tactile quality (Fig. 6).

My spirit and approach to painting were renewed and 
revitalized during this period of drawing. During this same 
period it became evident how important it is for an artist 
to maintain a firm contact with reality. Just like the body, 
the creative mind must be fed; it must have outside stimulus. 
Just as the body can sustain itself for a-time, so can 
creative energy; but ultimately it must revitalize itself, 
or wither and die. -

The painters who influenced me most, namely, De 
Kooning, Rothko, Motherwell, Hoffman, Kline and Guston, were 
the great innovators of the Forties and Fifties who turned



inward for stimulus and remained vital because of the 
intensity of their search for new concepts and because of 
the radical nature of those concepts. However, the second 
and third generation abstractionists must renew themselves 
through other means or they will degenerate.

The concepts which modern painters brought to the fore
hold great meaning for me. By freeing art from its shackles 
of representational content and moving it towards pure
visual responses, they have taken-another logical step in
a process begun in the Renaissance. I feel a kinship to 
this new non-objective art which is analogous to music, a 
pure unencumbered sensual pleasure.

However, a personal need for added outside stimulus 
was satisfied by drawing from nature. This drawing proved 
to be a discipline and a contact with reality, but 1 wished 
to pursue different -goals in my painting.

Upon returning to painting 1 began to work with the 
new acrylic polymers which solved the problem of drying 
time (particularly the whites). One disadvantage was 
adjusting to their entirely different tactile quality and 
the different character of their color. This, coupled with 
the recent drawing in charcoal, had a dynamic effect on my 
painting.

The whites again stimulated me but now I found 
myself working with them in a much more spontaneous and 
painterly way. I also extended the range of both my color



and the quality of the white areas9 tinting some subtly 
(Fig, 8),

'The painting "Composition With Stripe'1 was left 
unfinished prior to the period of drawing. It was finished 
after 1 returned' to painting. It is, therefore, a transi
tional piece from earlier explorations to more recent 
paintings, This is readily apparent in the banner forms 
and circular shapes; however, they are handled more freely 
and less crystalline, like the more recent works. The 
■color is less primary, with the whites taking on more of 
a cool-warm relationship which is more intimate (Fig, 7),

I am trying for a closer relationship between the 
whites and the other pictorial elements in this approach.
This direction is more sensuous, spontaneous and complex 
than the other explorations and 1,personally find it an
exciting quest which has just begun and which is opening

!

up several other possibilities (Fig, f),
I wish to maintain this spontaneous quality but have

1 ■it feel as ordered and controlled.as possible. For I feel 
that spontaneity is a paradox, without the slew and 
thoughtful development which goes into creating a painting, 
there can be no sense1' of spontaneity.

In looking back, my earlier work was a highly rational 
manipulation and -arrangement for the purpose of studying 
design. Slowly my attitude has moved away from the rational 
contemplative manipulation toward a more spontaneous



reaction to the record of a personal statement on the canvas. 
After absorbing the formal procedures for making paintings,
1 no longer criticize my work from those attitudes only, 
but now try to move into the realm of intuative as well as 
rational painting. I first allow my heart, soul, and eyes 
to perceive the creation and say 11 Yes" or "Ho". If the 
answer is "Ho" continuing work follows. When intuatively 
the answer is "Yes," then the work is allowed to remain 
in the studio where it is lived with, looked at regularly, 
and allowed to crystalize in the mind. If it holds up 
visually and intellectually over a period of time, it 
remains as my personal artistic creation. Here is where 
much of the final qualitative judgment takes place. A few 
stay but the rest begin to weaken and lose their meaning.
Then the decision must be made as to whether the work has 
enough possibilities to warrant continued involvement.
Some are destroyed here, some continue through the process 
to success, while still others are destroyed in the search 
for answers.

It is this search which is worthwhile however, never 
the solution itself, for once the solution is obtained, it 
becomes a dead end. It is best to keep pushing the problem 
into tighter and more restricted situations, thereby making 
success harder to obtain. This always keeps the solution 
somewhere ahead of me and also makes it that much more 
creditable when the goal is reached.



I am also becoming more aware of how important it is 
for painting to he concerned with more than just the mani
pulation of volume and space and all those formal concepts
built up through the years. Fainting must reach to a 
higher plane#' one concerned with universal emotions, 
psychological aspirations, and the raising of the nobility 
of the soul. This must be done no matter what conventions, 
traditions, or values must be distorted or discarded. The 
artist must search for the aesthetic vocabulary that relates 
to his own time and world. Repeating modes and styles of 
the past has never advanced art.

This is why I continue to search and probe and question.
I have not found the full answers to my life's questions, 
but X have found, through painting, the way in which X wish 
to seek them.



Aresmix
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Pig. 1. Interior Arrangement. Collage. 10 x ? inches

Fig. 2. Land Form. Watercolor. 8 x 8 inches.



Fig. 3
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• White Series No. 3. Oil. 41 x 41 inches.
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Fig. 4. Service Station. Oil. 66 x 46 inches.



Fig. 5. Indian Series No. 3. Oil. 24 x 20 inches

Fig. 6. Abstract Drawing. Charcoal. 9 x 8  inches.
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Fig. 7. Composition with Stripe. Acrylic. 4? x 4? Inches

Fig. 8. Painting No. 1. Acrylic. 42 x 41 inches.
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Fig. 9. 1966 Diptych. Acrylic. 92 1 66 inches.


