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- Fbaﬁfifoﬁb "_j.’ |
One af the sﬁrangef fa@ts @1 the cantemp@rary ar% S@ene 15 that
an awtlst wh@ elects o painﬁ in a repr@semta%i@nal manner flnds it
"1lne@essary t@ defend his p@sxti@no Certa1m1y9 in the llght of hlstarygi ;
-‘>his p081ﬁ1@m Sh@uld'be more secufe, for representailgn in one form or  '
another has been @ne @f “the m@st persistent qualltves @? art in all
pe i@dSei } o | .
N@verth@18589 50 pefsu581ve have been the exp@nents @f pure |

| "ferm that 1% is now nearly 1mpossible to include natural elemen%s inc

a palntlng without inv1t1ng %he m@st adverse @?1tlclsme In such a -

81tuatlon9 one wh@ is a reaﬁlst by temperament is perforee requlred to .

‘1;-: search out an aesthetlc Justlflcatlon for hls na%ural expr@881@ne

'It-ls just such a-gustlficatlon that 1s herezproposedo

I mmst make 1t elear at @nce tnat I d@ not propose t@ inva&idaﬁe ;
'nthe abstract or the nonoebjectlvee‘ My approach is enti?ely positlve =

'»; o remestablish ﬁhe ﬁalidityfof‘@ertaln types @f repr@sentat;@n and t@‘
demanstrate how %hese types may'be used in practic@a S | E

| Th@ three paln%ings whieh T am submlttlng f@r tnls purpose are not’
’iiﬁtended to . be prof@undo‘ Whether or not they are aesthetlcally'plea81ng
»'w;ll’qmit@ naﬁmrally'begdetermlned by the-lndlvidual @bserveraf‘I sin-
"_cérelyA@rustg.h6WQver§ tﬁat iﬁ éhe aesthetic phii@séphy hé?e_?ﬁesented'vJ"

. f_willyﬁe fpﬁnéfSQmé,meaéuréféf;profu@dity;vdr ét vefy 1éaé£igénuin@:sigf

- nificance, .

‘,, 15 “Waltér’Abelingepféséﬁ%ation‘aﬁd,Form;fpo 35_‘



THE TERM WSYHTHETIC REALISH"

Wh@never anyone coins a ﬁ@w,t@rmg it is obvieously his imﬁedi&te
@bligéti@n to define and explain itgnat least %o the degrée’that'it
will be workaeble in its intended context,

WSynthe%i@ Realism is meant to descrlhe paintings in which- nat=
 ural elements are used with a minimum of distortiong bub nevertheless
arbitrarily arranged to create sesthebic form., The word “realism® is
not inbended to deﬁ@t@lphotographie transeription, While~wsynﬁhéti@@
is meant in the true sense of the word without the comnobation of er-
satzov »7 . |
| So defined9 this tefm might well be applied to Cezamne, Van Gogh,
Gauguin and Matisse, as well as such earlier landscape c@n@@ct@rsAas
Clau&@g Ceéanne'poSsibly would come closest to ﬁhe idea of ?synthetic
realism9W as the relaticnshiﬁ between real and asbstract seems in his
case to dévétail most successfully., His distortions and modificabions
of objective r@aliﬁy are not at all exﬁr@me = a fact brought out sur-

7 prisingly im L@ran“s‘remaréable analysiéolf Gezénée did, as I have at-
tempted t@ do, use the real elememts of a scene in s mamner which efi=
phasized their interarelationghipsg ioeog hersynuhesized the components
into an aesthetic mh@leo

Howevefg Cezanne was not a—éynﬁhetic realist within the full mean-
ing of the ‘term be@amge of @ertaim thlngs he did not do. He did nét;

as g rule, add elements nov already present in a given scene, although '

1., Erle Loran, Cezanne’s Compositions.




he did suppress those he wished %o eliminate., And he did not invent
imeaginary realistic forms for éith@f compositional or emotiomal effect.

The term "synthetic realism” more properly applies to pietures in
which the real-appearing elements ave largely re-assembled in‘é new pab-
tern, or introduced imaginatively without regard to their original ori-
eﬁ%aﬁiono Color may be used quite a?bitrarilyg as Gauguin might have
used it, in a functional mamner not at all transcriptive. The term can
be applied to much modern work, to a fair proportion of the be%ter type
of illustration, and %o any picture which presents the aspect of reality
without accurabely depicting an existing scene.

| Synthetic realism thus covers a lov of territory, and intentionally

50, With the fragmentation of art into a multitude of “isms” there is
most certainly no need for a new one. There is nothing exclusive aboub
this concept -~ no desitrinaire palette, no presecribed method, no rigid
adherence vo a parbicular range of subjesct watter. Rather it shovld pre-=
sent a broad base on which to erect an asesthetic suitable for those who
prefer the real te the abstract but are nevertheless fully cognizant of -
the modern foxrm coneeph. A

My Thesis paintings are intended to fit this term, but they do nod
exhaust it, Indeed, I belisve that endless growth, exp@rimen%atiQﬁg,and
expressive outlets may easily be discovered and developed within the

general frame of “synthetic realism.”



‘THE AWSTHETIC HYPOTHESIS

'Béck.@fi@very'W©rk of art'is an aesthetie phil@sophyo Even wheng
‘as'is often the éase9 an artist has never verbalized his philesophy,
this ié»still trme; In every choice a painterrmakes'a in>choasing the
size and formai‘@f his painting, the subject or laéklef subjectg‘th@
palette, the style, each brﬁsh\strokeg even in choosing to be a painter
at all - he expresses his immer beliefs about what art is and what it
should be. . ' | |

It is entirely fitting, thereferey.thatvthe student of ért should
. seek to give conscious and verbal form to his own aesthetic beliefs.
As a é%udent he is righﬁly éxpéc%ed,to operate on a higher egn@eptual
level than a merely WiﬂtuitiV@” artist, aﬁd~%ﬁi$ is so no matﬁerbhww
effective the visuali@oncepts of the 1ét£@r may be. Whether @f nob
such a formulation of aesthetic theory helps @rrhampe?s.his‘ﬁ@fk‘as a
praeti@iné peinter is not entively clear, The attempt must be made'if'
'@nly because wiﬁhout it the student, as a étudentg is incomplete,

My owvm aesthetic hypothesis has been develéped over a long peried
of wvery serious though% on all phases of the Arts., I caﬁ écar@éiyﬁreg,
. menber a-time when I was not aware of, and vitally con@ééned'ﬁith 2eg-=
thetic problems. It has been in the pasﬁ decade, however, that my
interests have centered on painﬁingg énd fhat I‘have readg’stndied.and
@béefvedgvto the particular end of resolving the problems and conflicts
inherent in that special mediwm.

In my readings, as well as in innumerable discussions and conversae-
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’tionéé I héve discovered a wealth of material&which confirms ankineliﬁae
tion toward some form of réalismo Of course I have encounbered c@ntréry
-O?iﬁian Despite the size and force of the:@pp@sitiong the support fer'
my ngicrpreﬁises ié sufficient in both quantity and guality to give &
vreasonable authority to my position. |

It has seemed to m@:thatvpaintiﬂg is essentially a methéd of com-
munication, and as a particuler form of communication itv has particular
laws, limitations and advanbtages., The first step in discoveringia'truly
sound aesthetic is to ferret out these laws, limitations and advantages
and,%hus determine @xa@%lyrthe fielﬂ‘in»Which.péinting can best‘expe@% :
to @p@r&%@g |

It at once becomes apparent that visual form is the sine gua non

of any'paintimgg that good, bad, m@dern or academic, every painting @oﬁg _
sistsréf forms mad® visua1.bj the dispoéitigﬁ on a_flat_smrfgce @filinesg
col@fss.véln@sg shapes and texbures in definite relationships. Indeed,
this;ié>so apparent and so basic that it is>amazing the propositi@n
should ever be doﬁbted on the one hand or made tﬁe sole basis @f:an aes-
thetic theory on the other,

The question, of course, is how fo create with these formgl means
pictures in which the significaﬁce can be féised above mere exercises
in eith@r %ranscription or composibion. It is exactly when this ques-
tion is faced openly tha%vthe_fallacies of extremists in both contempo=
rary camps becowme apparent?'and‘a>necessity»%@'reconcilevrepresentatien
andif@fm ariseso' Th@ré,m@St:beg surely, a nicebcarrespandenee'betweem .
the organic growth of forms in nature and the organic develcpmem% of

vismal'egnceptsa If this>is>trueg it may well be that for many artists



tﬁé best means'@f @ommunicating the mental viswal concepts is to make
thié_car?esp@ndenee explicit.

Theré is authority in plenty for this view. Louls W. Flaccus has
suggested that Y...painting is in part a representational art, with the
visual aspects of neture for its materisl. An attempt to do away with
subject matter must remain a questionable stepo”l

| Tn an excellent 1ittle book on "Art and Reality,” Fred 0. Nolte
says tﬁat pure form is, by itself, as sterile a concept as photogrephie
imitation, for the reason that it is a prejudicial reaction from the
imitative, Hence, he reasons, the pure form concept is narrowing because
it removes 2ll nabtural forms from the tovel numbsr of elements useful
to the artistog e, Nolte presents this ergument, it should be poinbved
ou%, after having already thoroughly discredited mér@ imisation.

The point need not be labored. I% is gufficient to note that many
modern thinkers are concerned with the place of subject matber in art, |
are attempting to re-evaluabte its position, and are nevevtheless not
falling back into a sterile academicisn,

Begimning with art as communication, it is logical to inquire into
just what may properly be comminicabted and what is impervinent to valid
art, It is convenienb bo start with the latter and eliminate the irrel-
evanb,

1, Nervatives Nearly all modern autherities agree that story=

belling is not a valid function in visual art, Hisboric incident, sen—

timental anecdote, and even religious narrative ave not essentially a

1, Louis W. Flaccus, The Spirit and Substance of Art, p. 143,
2. TFred 0, Nolte, Art and Reallty, po. 132,
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- part of visual aesthetic response; and belong more- properly to litera-
ture, d o ' |
Hven -this sanction can be carried ‘So an extreme, however, Illus—
trative paintings are*vé,dmissible if the following 4qua1ities‘ are reta,inedg
a. The plas‘hi@ organization of the painting is not ’serioﬁs‘ly vib=-
lated in favor of the “story.”
Yo The " story™ reqmired-neiﬁher an‘be@edeﬁts nor denouement; or
the temp@r@l éequenée of the narrative is so well known (as in religious
paintings)} that the visual momeﬁt captured by the artist is self-explana-.
tory. |
. €o That the impect of the paiz_rting is, in fact, fundamentally vis-
_ ‘malé, and that the “story” elements could not be so @f’feetﬁrely verbalized.
2, Propagandés ]ﬁe;spit@ its prevalence in contemporary painting,
it is hard to see how socié.l uplift can in any way be equated with aes-
thetics, The person who would reform society has at ﬁis ‘command far |
more fdrceful' and widely disserﬁinated media for this purpose. He need
‘not violate a fnndamentaily aesthetic activityol
8, Imivations Realism and photographic copying a.f@ in no sense
the same thing. TEven Aristotle did not imply that imitation should
stoop to a élaﬁish rendering of the &ctuall.@zq |
AQuoting Nolte sgaing
‘ Ac‘m&li’by ‘is but the 10%8% rawest form of reality,
the form that has been least touched by humen sensibility,

least tempered by human sentiment, emotion and sympathy,
and least enhanced by human imagination. It has been the

1. Fred 0, Nolte, Art and Reality, po 38,

2, Tobid., pp. 1623,



fundamental delusion of Naturalism té assume that this sort of
reality, the lowest and. the rawest9 is emlnEntly fltted for
art and literature.t

4, Technical Display: Virtuosity for its own seke is not funda-

menbally artistic, especially when it is carried to the extremé of
viclgting the medium. This is a modern truism, It isknatg however, an
excuse fof,sloppy'wérkg or for charlatanistic affectation or lack of
finishe | 4
TWith the above elements safely eliminated, we can turn abtention

to certain other quali%ies whose relevance ié in some qﬁestiono That
of the emoti©ns = love, hate, fear, happinéssg greed, pleasure and all
the rest = and what @f those objects the sight of which tends ‘o eV@k@
such feelings@ Are all @f then ”adventlti@uggw as Cllve Bell would
have us beli@%@?z

T am sufevfhey are neither adventitious nor noﬁ=aesthetico ‘Mbreg'
over I believe that no matter what the emotiénal response may. be to an
ébs%raet organization of lines, shapes énd colors, this r@sponse:@an
often be heightened by'the proper use of associative valueéo
The aesthetic response isg I think, neither a supraahuﬁan experi-
eﬁ@eg outside iiving emotionss ﬁ@f is it the mere pleasurable‘excitaF.
tion of vicériaus feeling, The aesthetic response is, rather, the
result of a successiul communicétibn beﬁween artist and observer. Im -

painting the artist é@nveys certain feelings, using visusl means to

L. Fred 0., Wolbe, Ar% and Realiby, po 36e

2, Clive Bell, AT,

8o Ibid., ppclzs £f.



- convey them., The empathetic recognition by the observer ofﬂb@th the
féeiings @ﬁms_transmibﬁed and the skill @r/f@rce with(which the trans-
mit%ing mediﬁm.is employed combine to creaﬁe‘aésthe%ic exp@rien@e; |

| One other aspect of aesthetic respénse.mmsﬁ be considered before
the picture is complete, and that is the.fesponée to natuf@o The
theory that beauty in nature has & fundamentally'differentreffect.upon

- the beholder from that of beauty'in'&rt is often puzzling to the'aﬁerage
person because in his cwﬁrexperience he has discovergd no such distinc-
ti@no Tae idea that such pecplé ére éither incapable of g@ﬁuin@ aesthet—
ic response, or have simply noﬁ been awakened‘t@ itg.scar@@ly'se@ms
credible,

I suggest that the response to the visual aspect of neture and to
visual art is so similar as to be aii but identical. Whether this is
because in nature we discern the Hand of God9 or whether it is simply
that formal @rder‘is formal order regardless of the mannéf of its creae-
“tion, can be safely left to the metaphysician,

That ﬁhe_aesth@tic response may be cccasioned by nature, however;
does not mean that art can exist except as a.humanly éreated entity.

The response itéélf is huméngreven when the'@aasaﬁion-is noto AF@? this

‘reason when the ertist beholds & scene in nature which moves him deeply,
hé resp@mds in a creatively aesthetic mammer; and when aﬁy@n@ at all

_ thus responds he is to that extent an artist.

This aesthetic response 1o nature in 21l its multitudinous forms
has prompted represen%é&ional ard in-éll ages. 1t is the aesthetic re-
sponsé fe particular natural forms which has in one age promptéd artists

»tO‘paint plant forms, in another to glorify the human figure; in still



énothér,té»exploit 1éndscapeibr still life, Any%hiﬁg tha% is aestheti-
‘caily'signifiﬁaﬁt to the aftiéi is aAfitfsubjeet for'his brﬁshg and
'fﬁrtherg the a?tistr(unless'hé hés édéﬁted an arbitraiv thecry or Wism“}-
‘ wzli tend to m@dify his suwbject only to ‘the extent that it lacks this
va@stheti@ smgnlflcan@@Q

Over the ages by far ﬁhe gfeaﬁér number of artists have found
naboral forms aesthetically EOViﬁgg and have used them in painving. In
ﬁhis—age alene such representstlons are suspect. Becéuse a return o
pf@vi@us styles is unﬁhinkab1@9 we must examine the pr@biem in an effort
i@'Q?@n up‘a fr@sh‘approa@he

Probéblyﬁthe great@ét‘flaWTin representationaiism’ii@s in the fact
that it has been so thoroughly 1in§ed with imitatioéo The very word
precludes creativeness.

: Sene have'endeavored to get arouhd this problem by*suggesting that
the artiét”s job is to improve on natureol Although helpfuT at times,
this attitude has too @ften resulﬁed in senulmentalzty or in an over-
W@en;ng idealism. Also, the m@st deeply moving things in nature are
scaﬁé@ly open o lmpr@vements.and th@ attempt is presumptuouso

One p0831b111ty seems to have been largely Overle@k@do It is this:
that the artist may n@t use hls art to enhance or glorzfy nature, butb
may 1nstead use nature to enhance his art. It is in thls 1ast sense
that a ”synthetic realist“ wbuld use naﬁﬁral elements-iﬁ paintings.

S@ 0@n81der@d9 it becemes umne@@ssary to resort t@ exﬁreme distor—
‘tions or abstractlens9 because- natural elements are ch@sen with the

~ assumption of their original suitebility in o composition. The eritical

1. Touls W. Flaccus, The Spirit and Substance of Art, p. 157.
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7’cr1%erion would then be n@t ”does this pic%ure 1@ok 11ke the subaect »

s - nor, even g%mes %hls plcture 1mpr@ve on the subge@tgw but raﬁherg ”does

-fg  thls subgect supp@rt &nd enhance the plcture?w

Whlle 1t is: never possible to be alL thlngs to. all peoplegll feel

1 ",_Lthat this appr@a@h mlght greatly r@solve seme of -the major paradexes

- of c@ntemp@rary-palntlngo A;t created w1th1n the concepu wauld n@t be |
‘.1m1tative or ph@t@graphlc. yes 1t wauld not be es@%eric or enlgmatlao ;‘
Iﬁ Would utlllze th@ vlsual facts @f the wmrld w1th@ut speciflcally
tying us %o an unaesthetlc rendltlon of th@mo » h

V' : If9 a@ some- supposeg pure form is already bec@mlng sterlle and
~‘naeadem109 such a re=1nﬁroductlon of nature may‘be the answefo. Iﬁ is

vthlS use of natural elements 1n palntlng that T Have elec%ed te eall

-1 synthetlc realism.”



 THE PROJECT

Three paintings are.submitte& aé eXa@?les of ﬁhat cén‘bé‘d©n§
Within the concept of Syntheﬁicrf@alismg Tt has already been Sfat@df
that these plctures are not expected to be prdf@undo Alse it is not
smppésed that they eihaust the possibilitieS of this aesthetic theory.

A certain similarity’is naturaily'evident in ali three picﬁuregg
Lv ag they are 1ntended te fall within the 1ndlcated ela831fieat1©no To
":a certain’ eytent thls might be ascribed t@ pePSGnel sﬁyleo The sig=- '
nificant 51m11ar1t1859 however, are those which spring fr@m th@ ba81@-
philosophyo These are the factors Whl@h plainly mark the pl@ﬁures as
bel@ﬂglng t@ a single genreo ) |

It is @bv1@us 1mm@d1ate1y that all three plctures clearly announce
themselves as definite scenes, vzzog an industﬁlal scene9 a m@untain
landscape and e town-scape.. The questl@n of Just what they’are supp@sed
to be d@es'noﬁ arise, It should be almost equally obviecus, though,‘that
not one of the pictures is in any way an accurate transcription of.actﬁa-
ality. |

Another quaiity'thé pictures‘havelin common is a sense that éompaa“
sition, conscious and somewhal infelleétualizedg had a major part in |
their'creation; Pérhaps the third most e#ident quality ié theﬁiack of
effort'to disguise paint as paint. The methods of application are not
iﬁhibitedg and there’is no attempt to conceal art with artifice;'

These are ﬁherselfuevident similariti@S; Théré are other common -

factors for which the cbserver must take the artist's word. For in-
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'stan@eg the @asual observer could n@t kn@W'whether Just such houses
b@rd@r@d the street in the 61tybscapeg and wheth@r tn@y'W@fe palnt@d
in approx1mate1y the colors showno He ceuld not know, without search—
ing out the exact spot from which the original sketch was made, exactlyA;
what the Catalina Mountains locked like to the artist, and 80 cannot
judge the pie%ufe~on.grounds ef varisimilitudéo He might well decid@ :
that no such cranes ever existed as thesé in the San Manuel painbting.
Even so, only a persénal visit to the scene would inform him as to ihe
‘exaet degree 6f reorientation and.exaggeration@.

In other W6rdsgfone of theicommpn—faéets of these pictures is the
mannér in which the real elements have been organized arbitrarily f@r
the end vesult, yet without such drastic disorganization that the modi-
fications are obtrusive. - |

Tﬁ@se,similarities'in'a 1afgevpgrt establish the reason for term-
ing themiexamples of “synthetic realism.” A :

The differences in the thf@e paintings are equally évidento It
is pf@babl@ = even certein - that sﬁill greater differences could be
exhibited by otﬁer painters without‘f@moving vhelr work from the presenﬁ
.aesﬁhetic'hypothesiso In my ownvcase'ﬁhe differences are fuliy'iﬁtenu‘
tional; just as are tﬁe'similaritiego

The most iﬁmediaﬁely'obviouskdifférenees are in size'and format.
These were determined for the specific purpose of this presentation.
~ Under other circumstances size and format would be governed by the im-
mediate feelingé of the értist ahd the»demands of the scene, |

A second diff@renée is:iﬁ subjec§ ﬁattefe In the fhecry of syn-

thetic realism, the governing factor in choosing a subject is its



aesthetlc s1gn1flcance to the artlstofukgsecondary but 1mp@rtan% c@nsldw=f,fi

eratlen lS the palnter“s own estlmate of his actual abllity to utllize M:ﬁ
his subject effectively; I have purposely chosen landscape be@auS@ 1%
not only appeals t@ me9 bu$ 1s m@st ready to my‘handev There'is n@~pea?~'

son whatseever why @thers ceuld not use the human flgur69 groups of

peep199 stlll llfes anlmal subjects or- anything else and stlll be essenw;j'flf

%1a11y synthetlc realistso

Before dlscu581ng the canvasses 1nd1v1dually9 these qualltlés may
be considered as the maaor distlngulshlng featureso‘ 512e9 f@rmat9 sub=
Ject9 coloratlonp mood style and the handlwng of spaceO\ of theseg
bsﬁyle 15 the 1east 1mportant t@ the theory because it is se largely de=;
pendent on an 1nd1v1dua1 artictﬁﬂ personal charactero PGSSlbl@ variaa

‘ tlons @f style w1thin the ccncept of synthetlc realism would ‘seem t@ be ,j

',‘ a1m©st 11m1t1esso

B Beyond statlng that my three plctmres fall.WEII w1%hin the prem ’
scrlbed 11mits of the conﬁep% lt 1s 1mp0881b1e ﬁo draw llnese Abjectff
copylng @f nature weula n@t d@§ nor abstraetl@n bey@nd the pelﬁt of

easy r@e@gnltlano Just hcw far abstractien;may aetually be carrled

: W111 TeSt partly on ﬁhe w1111ngness of both the artist and hls audlene@ : o

to accept conﬁempcrary conventionso



ANATYSTS OF THE PATNTINGS

Palnting No, 12 The Smelter ét San Manuel
Thls palntlng has already been recegnlzed for what 1t is by several_

’perSQns who have v1s1ted San Manuel.. Yet it resemble;.the actual scene
-more in mood than invfacto Any engineer would at once realize that
the two cranes have been'enormqﬁsly exaggerated in‘éized He might als@
find stru@tural:flawso The ccmplex of glrder@ within the buildings has
been drastically limited to a few horlzontal and vertieal members,

f which serve to compart @ertainvareas within the pieture, and provide
static 1in@ar accents rather than depict the skelétal_maze visible ab
the sctual site, | |

In c@lor5'@ver§thing‘has b@eﬁ subordinated to %he red%@rangé éf
1@ne crane -and the blue=black of the @thefo Not only have these cranes

‘been exaggerated in size, but in color; énd they prcvide‘the main dynam-
ié thrusis agaiést the static rectangles of the other elements. |
| The one other major.a¢cen% in the picturé is the great t@wefo Is

it a,émok@?stackf_ It doesn't matter. It serves pictorially:as a foil
for the twé cranes both by’its“coléf and its massive verticality.

‘This'eompositional analysis establishes the pléétic arrvangement in

‘the éi@tureo Because @f the basic phllosophy'w1th which it was paln%edg
h@meverg the effects achleved by the composxtlon are 1mp©rtanio The |
;blgness of the man-made structures, their 1ntru51on into the vastﬁeSs

of the mountains, and the sense of tethered power iﬁ the Whole conplex -

are as much a part of the pictﬁre as coi@rs line, area and deep space. -



Painting No. 1, The Smelter at San Manuel
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‘ _'Picture Noe 2° Street 1n Tu036n

Gol@r is the essentlal ingredlént @f tgis‘plctureo Et is ‘handled
i-in an- entlrely arbltrafy mann@r9 w1thou% fegard tﬁ anythiﬁg~ex1sting in :
the scene 1%selfa } | | - | : ' |
In @rd@r %o paln% 1n tﬁls manééx9v1 ﬁave dev1sed a precedure whlch  ‘
Tis entlrely‘personal and not offered as a method necessarily t@ be adop;f
v‘  ted by'@thefso My first step is t@ make one or more sketehes on. the : |
‘1,spot9 or at several spotsg us1ng a cearsecgralned paper and black india
iﬁke The sketchlng tool is 2 very 1argeg S@ft Japanese brusho
o Sueh a. sketch is @f nece881ty br@ad 1n handllngo/ There is;é minié;1
'mum @f att@ntlan t@ fus sy d@tailg ana color is noneex1stéﬁﬁe\ '
| , In the siudlag this type @f sketeh has9 f@r mes seVEEal advantageso:
a The lack @f detail requires the use ef imaginatlon in conve?ting the :

sketch 1nt@ a finished plctureo The 1aek-of color all@ws ghe creatlon"

of an arbltrafy ealar paﬁtern wi%haut the 1nh1bit1ng 1nf1uence of the ;"")

actual hueso Fina11y9 Worklng the @rlginal 1n undllut@d black helps

i ‘establish a value pat%ern at the @utse% and thereby reduces the danger B

J»‘of %he ple%ure 1@81ng itself in amblguous valuesoy,f

The bright colors in the Tucsen street scene. Were iﬁtended bo: ccnp:ﬁ
vey the effeet @f sunllght and a general feellng of galetya. If there :
was for me semething dormant and sllghtly'menaclng in the 1dle machineny
at San Manuelg the ‘seene in %he old sectlon of Tucs@n gave nothlng but
ipleasufeo Th@r@ is no. partlcular s1gn1flcance 1n the arrangemenﬁ of
' 1the cel@r masses except that by thelr v1tallty‘and contrast they should

”express jOyb



Painting No. 2, Street in Tucson
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" Picture No. 53 The Catalinas

Here is a subﬁeeﬁ made Lo order for the synthetie realisto ‘The
fact that one mountain scene in Souﬁhern Arizona is superficially'mu@h
like another is of no consequence at all to the artiste 7

Here is the epportunity to make abstract9 arbltraryg f@fmal ar-

rangements ad infinitum and stlll malntaln the effect 0f reallsmo

Mbuntaln shapes are endlessly'varlouse Colors are lnflnlte witnln a
subﬁly subdued range. Space is at once vast and limiteds a condition
which must have faselnated Gezann@ as he contemplated agazn and again
his b@loved Mto Sainte Victoire.

My present plcture of the Gatallnas was sketched from a 51ng1@
vantag@ point about half way ‘e Ora@le Junction from Tucsan on. the
Flofence Highway,. This single sk@tch was the entire baszs for the piee_
» fure. Nevartheless; the painting is in no way transcrip%iveo“Everye
thing has been modified to enhance the effectiveness of the cempositien,
The %wo gianﬁ r@ck pr@mentori@s have been enlarged and emphaSIZed by a
greater dellneatlon than was evxdent at the scene. The v—e_tlley9 whlch :
together wiﬁh,the mountain peak madé aﬁ almost pe?feét diam@nd shape in -
'the sketch, has been forced askew $0 relieve the too-obvious symmetry.
Gf course the sky was not greeng nor ﬁhe cliffs anythlng like the varied
hues of the pl@tureo Finally, no bursﬁ of vivid yellow=green was visible
anywherea

Tet ali these arbltrary factsrs are important on éwo cauntse As
. some would put ik, they Tyrork™ c@mposxtionallyg glving the palntlng a
life of its own. Any regemblance %@ithe Catalinas would be, in their

eyes; purely sémineidentalg But in a larger sense this composition is



Painting No. 3»' The uatallnas
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tﬁé Céﬁélinasg’at‘ieésﬁ,to me, The‘enlaféedrcliffs nov omlﬁ give the

compﬁsitiéﬁAbalahceg”%hey give the mountains seale; The greyed hues

in the baékg%éﬁnd ére;nét merely a foil for tﬁe brilliant green spot

in the'foregrcund =-theyisugges£ éhe vast, silent spacés‘of the canyon.
| Tt is in this wayithatil have. attempted to resolve composition

and the sense of fealityo



CONCLUSION

?Synthetic Realism® is a term whichrI have coined to describe my
own manner of paintingg-aﬁd'which Eighﬁ:mell-be accepted byvany’paint@
ers who find éxtreme_abs%ra@tiog uﬁsympéthetico It is not photographicgr-
but the bésic sense of reality is maintained. It usésg rather than
 transcribes9 natureg ; | ‘

In pain%ing the three pictures which eé@mpiify’the potential of
synﬁhetic‘realismg I found that considerable latitude waé possibl@o
The logical conclusion is that eveﬁ-greater latitude would be possible
for other artists. The lines cannot be finely drawn, but it is ciear
that to gualify a painting should not be drasti@ally’distorted and thab
the subject should remein clear énd easilj grasped.,

~ The concept isin©t jntended to invalidate either the abstract or
the non-objective., Thése havé their own laws, iimitatiens and virtues.
The essential point is that properly understood, represeﬁtatién can be
completely valid even from the most eont@mborary'viewpoin%o' %

This validity is achieved by the arbitrary use of elements in a
fully integrated ccmposition; The integration is mainly'plastieg but
what the elements represent Qust support the plastic arrangement and be
supported by itQ A craneg if used as a éynamic compositional elemenﬁy
mist also suggest the dynamic potéﬁtial of a pieece of giant machigeryo
Brightly;celér@d'housés mnay create & cheerful pattern, énd so should
suggest a pleasant place %o be. B

A complete fusion of form and content_is'intendédo A 1érge area -
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" of neubral hue:baléﬁces & full-chroms spot - and a massive cliff bal-
gﬁcég‘albrighf gréen'bush% The,fusio% should go even further, ares -
i bélancing bush and ¢liff Ealancing,cclov=spotc The shape, hueg mass
: énd posi%ioh of the plasfic elements are inseﬁérébie from their nafu?31 
eharaétéfisticso '
~.,I have learned éhat the cfeation of this fusion adds a challenge
not presend in.either the photographic or the non-objective. I believe

‘that to meet this challenge is certain to reward the sincere artist.

Univ. of Arizona Library



VITA

Born in Philadelphia on February Tth, 1910, I received all my
fcrmal educabion up to the second year of college in that ciﬁy; I at-
teﬁded the Edwin Ho Fitler sch@ol.invaermant@wng Philadelphia; gréduated
in June, 19279 from Germantown High School, audited courses in philosophy
and ﬁmglish'aﬁ the Univeféity of Pennsylvania, and completed two years
of journalism at Tewple Universiﬁyo |

Tn the Fall of 1930 T started as a cub reporter on the newly-formed
‘Main Line Daily Times. Four years later, I determined to open my own
busin@ss9 and with less than five hundred d@llars“ worth of equipment
I f@unded The Eld@n Press. This venture in job prinbing is stz@l oper<
ating in the Chestnut Hill seétion of Philadelphia@

My eareer as a printer'was interrupted in 1942 when I entered the
U, Sé Army Air Corps. I first came to. Tucson as a eelestlal navigation
%rainefvoberator; nearly three years later, in October, 1945, I was hon-
orably discharged at tﬁe:Davis Monthen Airbase. I had coms to regard -
Tmésan as home, ” |

Dmring the war I had sold my share in the Fldon Press. 0n reburn-
' ing to Philadelphi& my wife and I attempﬁed to start a publishing bu81é
ness, but were hampered by lack of capitalo I then took a position as
head of %h@ mailing and direct mail advertlsing department of the John
Co Winsu@n Company in Phlladelphlao

A latent 1nterest in painting had been smlmulated durlng my wafatim@

stéy in Arizona. Feeling that I should add art to my Joufqallsm and



kprinting experienceg and that I should do é@ in .ff;the eﬁviromen‘%} Which; ' _
had first stimulated me éé péin% seriously, I-entéredlthe Art Dé%artmeﬁﬁ'xz
atrthe University of Arizona, I have studied painting uninterruptedly
since matriculating in January, 1951. I became a member of Alpha Rho
Tau, University of Arizona art honorary society, in 1952 and served as
president of tham.ﬁfganizati@n dﬁring the scademic year 1956354, In
1963 I was elected-t@ Phi Kappa Phi., I re@eived the Bachelor of Fine
Arts dégf@@’from the University in Mayb 195%97gréduatingywith highest

~distinection.
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