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PREFACE AND INITIAL STATEMENT

r‘I’hi‘s ‘sﬁlmmaryA of t'ho’l.l‘gh"ts a'.‘nd'id.ea.s Qn art j.s rekla,te"d to
and generated fr'orﬁ my past e"xvpe'riences and "shou'l'd .ndt be construed
aé prejudiée agéinét modern _Aexpi'eévvsvioné‘ and coh‘temporary ideals‘a

l Bke-c:au‘s.eazfi".}‘ié{_fe 'alx%ra;irls;‘;cé‘éﬁté&,a;nd"acimiféé varieties
of art expression as well és .x%ew,cfllav:r‘ig;e‘sf 1nthe technlcal aﬁproach
to ;'>a.'ivj.ml’t:ing_f lI‘acwéept médificatiégsaqd be‘n'(efil_‘ci’avl‘ :dis‘cp.ys ‘sic‘)nv about
"ﬁr‘incip‘leus ’ foflﬁ,s and expreés.ilbﬁé_: in .th‘:e,(’avtrt of toéay'_ with ‘the' sincere
. desire 1;0 iifnpl:ovv‘e my ‘knqivledgé. _Hoyve’vhe’.r’_ 5 a% tl}e same time I cannot
fofcej‘ myself to a 'de'finit'e.a a‘nd;coﬁipll.ete abdiéation of tﬁé prlinc'iples-
er‘cr‘y’zrlffé;i'neiris;hip' épd.estab;liéhed _fu’rldamc%ﬁtals on which, I believe,

- ‘art‘ 1s based;, :

Singe“i. ébnsid‘e-fr‘bmys‘elf coﬁsérw}‘aﬁve, my ért, in generél,v :
v’1s an eXpI.‘C'-).S siﬁm of my ovwn. con’ser’vaﬁism.' Having had experience
inv'jir.nc.ode‘rn éxp'r'.el.s‘ sion, T am CO‘nVi‘il‘Ced that change of forms will
: sqcceevd:na;tura;l-lg; vin'm’jr rarft and will deyelmo'p'from exper‘iences in the
p(a‘st’ and‘ frdrri exioei*imentation in ne{%f met]:io&s_., | However, it is
e‘xtgrenvlie_iy 'pfo';oléniétic .'thaft an artist, e_‘ev,e;i aﬁIL putstaﬁdirig b.ne, can
escape entirely frém.theﬁlaﬁnerism and the b-cli’ch,és of the périéd
in whiéhihé. lives. Yet it is my beliéﬁ' that the artistic integrity of a
painte.;i' shqws" qui“_cev. ejixt.evlesi\'re;bly h1 8. owp'chér a;.c_:t_eyr‘b and i‘s‘,’expz‘fevssed
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:m his wofr;c's, ' Many individuals p‘_,oslse. ss a é.egi-ee of creative p‘c‘)wrer, ‘
For some, i‘i: ‘inay Ee inn@;ginétién,;_fc;r 5th4efs;, talent or ‘a‘rtistic
céhS‘cibu‘.shevs’s. |
: ‘B‘u__'t‘és‘ we ifnagine’, .'s‘o.lwe-b think. ‘Wh‘ateveif' talent one
- possesses déveiops in‘r‘élalti'on ;to the individual‘s 1i£e‘.s'1tuati§n ahd
ex}jfi‘l'onmehfo. Oééasioﬁaﬁy, an arﬁst ‘dedi‘cate‘s‘ his Wer’c‘ to a éause;
1n .such"c’ases, ];ie'mulsk‘t bé : degpiy ,Zc_on'cer_xjie“-d with the ye;ry"nai‘r)row
' mar‘gin dividing s'en‘timentia;h‘d‘..s'emtime‘ntality in pa;in‘ting; Sentimént' :
in ?ainting is love for :tha"tiWI?ii'ch‘ y'oﬁ are péti?ﬁti_ng; é{emfiri}e:;;télity is
mainly a desire to pie"-a;s‘e andlmpre ss Wlth ‘.(::e'l".ta‘.ir}. 'effe'i;c"t's', :
Although I'rleali;zéd the di}f:fivw‘.ltie.s. and the importance of
the work I plangl.ed' to‘ deVeloé, ‘Ij’hépéd tha"t in paintiné f'l\/l.ceziCulpa;"
I would havé e‘n‘j‘oymeAn-‘t and lc.)veffo‘r the subject. 'Téchﬁical i;)roblevzurns, ‘
probably mor‘e.v difficul"i: ,théﬁ I a.rvlg.icipated',. would have ‘;to be solved.
,Bﬁt Qndér%tand_ir%- the 1imita,»ti‘o_ns of my"tech'r;ical and arjtis’i:ic possi-
" bilities o 1 also ’,r‘ecogni'z‘ed Itha‘é;né afi; Work p%es’ents; 1tslef without

- problems to be sqlVed,“



ESSAY ON THE PAINTING |

- "Has it ever occuirfed fd you tﬁat ali forrﬁs in Nature, -
. indeed, all shapes that man can see, are based upon some -
L form 'of solid or plane geometry?
' | ”I‘s.ol’,a"teéi ferr:r;s_‘mai)- Seem. to have litfle charm or interest, -
~but the moment we group them together, they steer the imagi-
nation and begin to suggest things that we haven seen, "’
Plate l - Sketch 1, is an exam'éle of my flrst approach to
| the . development of the pa1nt1eg, ar;d 1llustr‘ates the metﬁod by‘Whlch v
space 1sd1v1ded 1111;0 geome‘trlc sha;pe:_s‘.,iv Thl“s.approach pelfmlts more
. creative 'subdivi_sions:, bet ’,S-l_'lvi‘ted, I be;lieye ,b to religioxjiig‘clemposi—~
.. tions of the 'kindHI intended to "d;.ex'felio-:p.,} j' f‘ﬁrther’mer:e ;.A‘ge"e;gﬁe’cric, '
‘ subdiVi sions seem 'especielly v;‘ell adapted to large -si"zed\paiﬁti‘hgjs
, afid murals..,‘u | i |
| Iﬁin"ceérpretinglf the ini;ti'alA-idea,s- fela‘ted to the éuﬁject
~of the ?ain’ﬁng, 1 i'e‘aliv'zed‘thé:t' the conﬁéoeitioh was mainl‘yv'cevneti'—-.”
’ futed by to; l"-focaulkblc-)clris',.” one of which rreplres»eﬁt»eci ﬁh’e.hqmen .
| ‘figure ef ﬁhe sinner and the'_otﬁer, a.n :'L:ns\p‘ir'ation or'visi.oﬁ!,. :
' Th_ehunié._:g_; 'ﬁ‘.:‘g’llll‘? We,s-to be kneelir%g or e‘ea;ted, and for .
this rea'son, it had‘in.de'{_ed_ e, ‘ge:or,ne“;ricj' ferm in its contour: a ‘ti'»i»zéngble.,
,T‘fo eeilCeel5 the‘ de‘tails of tﬁe faéle of the se:a:t't.e;l»figure, .

) I decided to use.a side -ir'.a‘i_:he.r' than a front view.

1 Puttnam, Blenda, The Sculp'cor S Wa:y',, Wa’tson-Guptill'
Publlcatmn, Inc° y New York New York p,, 5, 1948, '
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The ?o sitioﬁ of the hui’nan fi_gﬁr‘o' ”iridioa‘.t’ojd"i‘:he act of
‘praying for help or forgivonoso from God., - |
| ’I‘,he motive of the cross with the feet of Christ was oon-—
si,dered.é; ;faluéb-le‘ inter‘pretaﬁori of tho rec’téngﬁlar ?io.ne ‘Whi'c'h'
oon-svtitu.tved the second mai'niy”block” of the compo'sition.
Aff_ér a few 'aol(iifional srfnalllkpenc':il- s‘kie'i:ch"es, the final
or g.ghization of tl;;;ev geonfletr'ic shapos \%f‘aéuquito clear and pl_anes ’
A aﬁd B balaooeci ‘Ithve pio;cure in a satisfactory Wayn
- Althouéh- ali.‘llln.ne.oe'ssary: ;E‘-i‘:VeAt_a.i‘ls were: 1§o be eiiminated;'
: the addition of planes A ia.nd“B Wa_s._ac-cep"cedﬁat‘ t'he beglnnlng 'L«ater y.
plane A -Wa‘s' eliminated in order to inc‘i‘ease‘ ‘n;,I:‘Le o'oofrést‘of'the |
| s.eét‘édA figuf'o with ’tﬂe backg»ioo.rid. _
L ‘Tompera black on tag-board was used,
‘Siv’zej ofi”t]'."le sketch: 18'; by 25°1/2",
"Llnev area, value, color, tes ‘ture Volu_fne and space
~are to visual expression what sounds are to music. If they
are 51mp1y thrown together at random they produce chaos..
If they are organized and goveérned by the laws of bharmony,
balance,. rhythm unity, they become a demgn, "
Plate 2, Sketch 2" 'show'si the method by Which space Wwas
~divided s‘ymn'rl,ét%r'yi;c ally ,Ho%}ye;\rer ) both the symmétfic and tho ‘géo-

metric a,ppro.acheé were beneficial in the o'i‘g_anization of the model's

2. Feldsted C. J. Demgﬁ Fundamentals.. Pitman
Publishlng Corpora:tlon, New York ‘Toronto, London, 1950,
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p-ositbikc')xi’and‘ for the ffvi»:r.i'all‘ cdnstructiee of the composition, *
Sketch 2 followe=d a‘vieﬁal eonsfru.ction‘Whiclr‘l'hadfalr‘eady
; Iﬁaterie’li-z;égi in_the precéd@ng ‘ske'tAe"‘_‘h 1 ;- where g'yeo'r‘ri.eftrv"ivc: Sublel sions
were uévedé. Ske‘tch 2 de\/;e'leped In.or'ervacc-ux"e.te V“’isiﬁon of details,
| Once more it W'as‘ re_a.‘lbi.-‘ze'd; ;thet the symmetric sﬁbdivi‘sion apj;‘)r‘oach
'showvsj 11:s :benefi.c'i'ali eluailitie 51f it is Ix'ise‘évlfes,:a* een1p~1erﬁenfary pro-
cess of the "geomet»i'ic“type appreach, .
| _T/éﬁﬁé’f,a 'B‘iack, tempef,:e; fei'ra 'r'o:s.a end Qater‘ “c‘olo‘-r's
lwere" ueed on ta'g-boa,.fd‘ pep_ero |
i Sﬁze of the ‘ske‘“teh: 18" by 25 i'/Z",
vAfte'lr obte,ining the, re“s‘ultis shown in plates I and II,
S-kejt'd-ies l'and 2, 'ar-ld after seve;ral_' s\lrna;ll-'sizedﬂ }\x/;‘a’c‘er co.l‘o'r‘»‘sketche_sA
;\%/e're dex’f‘el'epevd‘, flle' more ":cechnic‘é.l.a'pp%oec’ﬂ f.o'lthe svtaltecéi’jthesis
began._:‘ . the use of tempera unsierpétinti_x;"g’v'a‘nd oil eve.rpeinting.
F.O]% ‘i:hls purpose a moﬁed;relrr;e ternée?a uncier.p.ainting:
‘sketch ‘\'a-fa‘s develc_)ped en- a boa‘L‘rd, 14M by 18 1/2", grounded with a
- c;oe‘t' of t'en%pe'rlé Whlte .T.empefa \jxf].;i'ite- and temﬁéra 'blaek fcétsein
were used, At'this point‘, W‘erk beg"an from the living ﬁlbdel. It
| . ;l‘was egpected that such a sketch would be helpful in-the Work which
was to followg. Lafer oe, as 'a further developmen’c the tempera
§ monochl;ov\rne eketéh was co%zeréd Wlth a'monochrome in oil,
Five 01: mefe poftiehel':;fiwhite were ;S'lcjlkl.ee zed "o“ut.‘.on the

];Saletteo One portion of white was left as it Was,"while the other:
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pai"tsj were mixed With,.a,touch of the color chosen for the 'mornb-chrdmeo

: By thi-s_"l"ﬁ_eans , ar ange of different tonalities was

created to sérve for ff:he.plaﬁrie-d a]‘pproachvof the work., Thé high-

lights were developed by Iisingf that portion of white Which h_a-d been’ -

left -ubntouche‘d_ ih"it“s p'urifyo' The darkest tones Wefe deve.loped_ by

using the deepest tones, while the half tones were expressed with

.the use of tho se pbrtiohs of 1;1’3?i§‘§e‘d white and black 1i'gh’fié"r’ tones.



. THE UNDERPAINTING

The paiﬁt_ing,.f ”.Méa.‘ Culpa, " v‘vaé.’ started on canvas,
31ze 42" by ".56‘.”,‘ and the preliminar‘y‘_‘dr’awing and'modeling were
‘ fdevéloped w1th a v‘té.r‘np‘era underpainting. |
T’heA"purl‘)(‘)s,e of this procedure was to ,simpli.f"yv and
"pr’e'p,,are for thg _iqve?rvpzéihtingwhich was £o 'b-e doﬁe in oil, and in
a direct way, tha‘q is; alla-pi'irh.ae _ |
All ﬂ%e .'atji;ehﬁioﬁ -W‘a,s. @ncéntfé.ted on perfé’c‘ting the
&?awing and modeling. ,A’_é‘areful‘ approach had to be a;d‘op"t.ed in
o ‘the‘uéev of 'ligilt and dark to’nes,tc‘) maintain a fiat effect and a pro-
Ape'r :r'eiation.si'lip.t'l'iroﬁghou‘; the painting, as it had been ‘&orie 1n ‘
the pre_cédiné sketch«in.'méflo-‘chr_‘o;}le. ‘
" Slide V, 4P1a’cé V , ‘shov‘rs the ‘p'air}ting at the éompie—
| ‘tion of its first s-tage;' Nof;: thellght ‘tb’naii“ty and the flat effec‘t -
of fhé §vhole pié‘tu.l‘re;' o o - |
: In lisingv the,,tempera undérpatiritinfg_, ‘f;hér‘e was no in-
-;’:en}tioxi"t‘o ‘dev;elc;p the péinfing to'i‘tslf’xirll éffeét, Qn. the CQntrarif,"
eve'r%j ‘effor)f.‘ﬁra,s made tb_ avo:%d such a thing, sinoé un'derpa;h‘ai;ing.
1n ’éefnpei‘a shpﬁld not b‘el’\;;i;d‘éizel(.)ped in th‘e s,aﬁe way a's: oii over -
fp;inting, |
As indicated in the description 6.f'.the inonoch;‘qme
.pracess, 1. tr‘ied., Whilé Wérking ou the unde_réa;in’cing-, télkeep "a’ :

11.‘,
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ﬂat and ligﬁt tone effect. To achieve this result, tempera black was
,céréfuliy rmixed Wlth ’;empéra'white, The mbodelixig was developed
- 1n ',.l'air".ge‘”‘]?lanés Wlth litj:lé"ati:e.n‘t‘io.r‘l to détéiisn | Hér e it_shbu‘ld bé |
qmer‘ri:'ibned tﬂat the i'apid drying of the tempera undé»féainting alioWed‘
an almost immediate léta;rt on the alla pr-ima, Work_'in.“o‘il',

’I'n stai"fin‘g'thé' 'é;llt‘a‘ prii’xia w@rk, s»e*{fer‘al"‘appa.rent miv's:‘—-
tagkes in the dl;’aWi'ﬁ,g-ofA“the' compositi()n \;vé;-e corr‘écté_d byrsim‘ply'
rlibb‘ing the tempera underﬁainting in the ne‘cess'ér.y areas with a
flat touc’hvc';f a wet séonge,"aliowing ‘the:r:»n.rto‘ dry, and péinting ‘c.)_ve'r.
agai'n?‘ L ‘ . :

' In‘t]?xis way, I had the opportunity to obtain better |

~ balance in the divs‘po.'s‘_;l'tion of the pla'nes., ‘Although Vei'y often I Was
téi’nptgd ;co‘erli'ipﬁas;ize‘tohes'and",\%olume’,‘ s’ubch"empha"sis would have
coinpr‘omiseci Vthé‘whole process of the underpainﬁﬁg. Deep tones
and effects too cioseiy cérre;spoﬁdi;ié to fh,e céloi' "Vand‘v Véilués of
the projected final .r‘»e_sulté WC;ulcjl'ha,vVévcaus:e-;d the _l;oAsfé o’f the .
'painting';"ffeshné ss In under'p‘aintin_g_,v 1t 's/ir}ould,‘ alwa}.r%’ be_ kept
in mind that therr'é sh.ould. be no anti’c'i})»ati’o‘.n of th‘e‘ f;J;ll,. final
éffect of the painting. - |

- | One,ofsd:hec:rnaln cha.njgeS ma.délf on the ﬁhdé‘l"painﬁng

concerned thé reduction in thé size of Chris‘t’s feet in r‘elatioh to

© the si.ze" of_‘thé human figurve. (See Slide ‘V-I, Plate VI.,)

- In the beginning it was not intended to create any rela-
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tionship of size between these two elements of the painting.
Nevertheless, the change was made because the human figure appeared

to be somewhat small.



THE OVERPAINTING

Cf '.‘sfl)e‘vc‘:iél cqﬁ‘cer'h' 1n ’che"bx)erp.éin‘ting‘wals' th'e” 1aL.rjge
size of the ‘piétlire, Becéu.ée Qf this, fhe ov'e‘rpaintinfgv had to be
doﬁe very carefully, sb that the fr'eshnle‘ss. of color would not‘ be

’ corﬁpromiséd,

It b:‘ecamt‘e”'clelar that ‘(:)nly‘-one. coat done ailé prima
Would éfbbab"ly -éi'"ea;‘te"‘sur"fa,.cre_ pféblém&s‘.‘ The usé, of :i;a;tty Qiis

>su.c‘h as‘ linseed and copal oil in combination with a heavy impasto
wogld make it :(aeceSS.ary“to rub 0~r7 scrape, which I Wished ’;o
avoid. The use of tilrpénktin'er was ‘aiso_ ’to' be limitea as much as
o fk po s"siiale; \’I‘"he'zr“('ef()_x»'e.,_ ‘i:hev“fi:r's;t over‘paintiﬁg l_a.ye‘rﬂlfv@,d t:‘c’". jqe some-
what liquid, and "t’hough't" of main_ly as é'meahs of covefnin‘gr the
tempera undel;pain‘ting.

To improwe .the’ contrast c;-f the figure E.Lga;in,s.“t the
background, plane A'l\ya‘s‘ at this.tirﬁg" elimigated, ) Thehead of ‘théz
fi‘g{llre tha‘s“_dével‘op'e’d_:flaiter S0 that I']‘.J&'D de’talls of the fa.ce Wauldbe ,
- in evidence,

The oil colors used fo:c"fthe ‘fi.‘fst oV‘erp:a'iiq't'ing la,.y’erv
were raw umber; ivory Blaék, ochre llght, naéles yel'lotvs},v 'pe'rman—
" ent green llgh't, éadinium yellow‘ligh't;«‘ ‘ca:dmium red 11ght . Eur‘nt '
é'i‘enna.and.wh.ite';u> :Bvuy.f,:as anticipatedlv, the fifst o;x;efé.a;lx;ﬁiﬁg

16



appeared to be' somewhé;‘t v‘vea‘;k and low in tones and contrasts.
FA':c'_t‘his.vpb;inﬁ: the fir;st coat of yp%erpain’finlgr %}a‘s left to
dry. |
' ‘Th‘e drying précess of the fir sf layer of oil overpainting
was acc-jele,rated beaause of its absorbtion by the' undervpainting i
' in tempera However » this Was of l‘_ittle’ cons equfénc'e when jﬁhé
: s»eCO’ﬁd'én.d,ulti';ﬁatq 'c*;oat o:f"o'i"l ;D'V‘él;p-ain*ting was started,‘ é:ihce
oil 6ver oil ré'quir‘es c‘onsidei'ably more time to dry. . I\/Ior'eover,
the slower drying o£ ftl}e~.oil ,ové;f' oil pértmiitte_d theidevelo‘pment of
't»he“ allaérini'é, metho'._d,-_ofi palntlng, ;théj;t 1s, u81ng ‘the.'dir‘eéﬁ_ ‘way‘ of -
aimi‘ng'é,t the -fi_nél"éffect fr‘orﬁ the Ve’_i-y “beginning of the second
coat.
The final stage of the paintigg'had to be s‘olved in this
‘W.a_y“tc; ~i@pr9ve théygengral,éffect of'~'the:\ﬁqu,- whichjéid not appear
..x.rery sa‘iﬁisfé’cébry at the end of the ﬁ'r st c'.oa‘tg‘o:»f oil overpainting?
and to iﬁcrease the fréshﬁess of color and contr‘as:tso
" With the addition of the highlights concéﬂ:tra;ted on the
figu(re’vsi contour fa_ciﬁg the cf‘o s‘l‘;s aswellas on the ’.'d.r‘:apéi'iie;s',
the paii;ting Was ‘ﬁé(ar'i.ﬁg‘ its “compl:e“ti'or‘ll.,_ NRgﬂé’ctéd light.effecté s
needed in Variouslple‘aé'e's, Wei‘:e also addeaa_ B |
The final touch \'ﬁfa's dedi(;ated to ’cr"eat;lllrig "béttél;' bé‘lanqe '
in the whole picvtﬁl_"é“; >‘H'éi‘1‘c‘e‘, \rlnorer.v'c.‘ujvtjtentiOn. was given t.q. 'fhe‘ uﬁper’

left cornér of the picture where plane A had been eliminated during
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the previous development of the painting. For this reason, an
attempt was made to express signs of the time on the wall. How-
ever, careful attention was given to avoid any emphasis of these
elements which might distract from the main composition.
One month and a half later the painting was sprayed

with a dependable oil varnish,

Univ, of Arizona Ubrary
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