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PROLOGUE

There can be little doubt that the chaotic con-
dition of art today has caused confusion in the
minds of artists, young and old. We are all ask-
ing: By what qualities, according to present
standards, can a painting be judged? Is there still
a solid foundation on which to base the teaching
of art? Is art deteriorating, or is it being revital-
ized by new concepts?

It would seem that, the most important prob-
lems now facing the artist are to achieve a clear
personal understanding of what art is, to hew a
pathway for his own creativeness, and to con-
centrate his efforts toward individual goals. He
must realize that art can no longer be bound by
theories other than individual theories; that is,
it cannot be pigeonholed into prescribed method
and practice. Art is having its growing pains. At
long last, art has flung open its doors to indi-
vidual creativeness in a way it has never done
before. 1t has become a broader means of indi-
vidual expression.

If we choose to become practicing artists to-
day, we must widen the scope of art itsdf to take
in dl forms of creative expression. Art is no
longer limited to traditional forms of painting
and sculpture; it must be made an integral part
of life as it is lived in the present and will be in
the future. Art is also architecture, ceramics,
industrial design, weaving, and textiles. It is a
means of expression closely related to a new way
of life.

Let us at once clear our minds of the concept
that art is an "ism" or a cult. Such things exist
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within the complete concept but are only facets
of a whole movement. When we can grasp the
idea that art is an integral part of mankind itsdf,
we need only to look back to see that it has
existed since the dawn of intelligence. We find it
in al peoples. Art is an expression of mankind's
effort to make a better world, and to bring beauty
into life in one form or another. It is a creative
force, and as such will naturally align itsdf with
the conditions and circumstances of the world in
which man finds himself at any time. The pres-
ent revolution in art isa logical result of a period
of general revolt against traditions of al kinds.
At the bottom of the national and political
crises today is the struggle for individual liberty
and freedom of expression. It is therefore no
coincidence that art has moved with the times
and given the artist more freedom of expression
than was ever known in the history of art.
There is aways the danger that freedom can
be abused. In art this means that the man with-
out knowledge or ability is granted the same
freedom as the skilled technician. Freedom is
based on the assumption that the individua is
morally and socialy responsible, and to grant it
to irresponsibility is like opening the doors to
everyone who ever perpetrated a crime against
society. The new-found freedom in art has set
the pendulum of creativity swinging widely.
There are painters wielding the brush who do
not possess one iota of the fundamentals of art.
We have "art" that would make the old masters
jump back into their graves, were they to see it.
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The good seems amost hopelessy mixed with
the bad. Yet in spite of al that, art isnow in a
healthier state than it would have been if nothing
had changed. Art cannot and should not stand
still. That is stagnation. There is little danger
that art will perish; only forms of art die. Confu-
son will eventually give way to order, and here
and there new concepts of unquestionable value
will develop. Meanwhile, instead of throwing
out al the concepts and procedures of the past,
let us search them for values that can be put to
use today. Let us assemble a whole stock of
knowledge gleaned from the past and add newer
concepts, and in turn join these to the concepts
that will come out of the future. Let us give art
the benefit of the techniques of scientific explora-
tion. The scientist does not throw away a theory
until it has been proved false or valueless. To
condemn the past because it is not part of the
present would be as short-sighted as to stick only
to the past for the sake of tradition. It would be
short-sighted not to be alert to any new truth
to add to our stock. Because certain forms of
art can become passe, there is no reason to believe
that basic knowledge is passe also.

Why not look at art as a stream, flowing by
us like a river? Some has passed by, some is
passing now, and there is still plenty that has not
reached us. We might think of a single picture as
one cup of water from this stream, reflecting in
its surface some beautiful image, or representa-
tion of truth.

There are two satisfying and basic concepts
by which artists have always worked and prob-
ably always will. Two-dimensional art—art ren-
dered on a flat plane—will survive as ornamen-
tation of one kind or another. Three-dimensional
art will seek beauty of form. If we concede that
ornamentation is the process of beautifying, then
we find that beauty is the basis of both concepts.
Mankind has from the beginning sought beauty,
and by degrees added it to his environment. One
man has the urge to create beauty, another the
desire to seek it or own it, a desire which evi-
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dences itsdf every day in the selection of our
possessions, in self-ornamentation, and in the
beautifying of our surroundings. Whether it is
creative or possessive, there is an innate desire
for perfection, which broadly speaking is the
basis for all progress. We seek to improve upon
the efforts, accomplishments, and worldly goods
of our neighbors. For the creative man there is
instinctive pride in doing something better than
others have done. On the possessive side, man
wants the better product, the best craftsmanship,
the better home, the beautiful wife. His desires in
thisdirection seem to be limited only by the power
to acquire, or the wherewithal o purchase. This
drive toward creating beauty or possessing it is
as basic to our lives as the air we breathe.

| cannot believe that the artist who establishes
beauty as his fundamental approach to art can
go very far wrong. No one denies that beauty is
broad in scope, so broad that no single lifetime
could encompass more than a small part of it.
The great danger lies in allowing beauty to get
bogged down in personal opinions, trends, and
isms, in narrowing our individual understanding
to the dogmas prated by the few. Beauty must
be free, belonging individually to you and me,
as far as we are capable of grasping it. Beauty
is al around us, waiting to be discovered, and
every artist interprets it on paper or canvas in his
own particular way. .

It is often asked how you can tell a good
painting from a bad one. Vincent Price, the actor
and art collector, answered this question well
when he said, "A good painting is one that pleases
you." If that is true, then the next question might
be, "How do you paint a good picture?' | believe
that there is a parallel answer here- paint in a
manner that pleases you. Forget the other fellow
and how he does it, unless you find his work
particularly inspiring. Don't paint his way be-
cause of his arguments, his ambiguous explaining,
and his salesmanship. The pleasure you fed in
"doing" is the very basis of any individual tech-
nique that you may develop.
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It'is to your especial advantage that you may
e beauty differently from the way others see it.
This difference will help you select subjects that
are attuned to your tastes. It will lead you on to
new and exciting fields. The source of beauty is
endless, but the true capturing of it is rare; it is
a constant challenge.

In our search for subjects to paint we may go
beyond nature and concentrate our attention
merely on beauty of form, texture, or color.
There is beauty to be found in pure geometrical
forms, in spacing, in creating surfaces, planes,
and abstract forms. We must therefore broaden
our scope, and should we choose to work in the
abstract, we will ill find that beauty is our ulti-
mate goal. Rather than condemning what we can-
not agree with, we should take our full measure
of the freedom alowed to al creative effort; we
should do things as we believe they should be
done, and give others the same freedom of ex-

pression. All art, to be worth its salt, must be
individual. 1t must be creative. Realism can be
creative, in the selection of the subject, and in
rendering that subject as it is seen and felt by you
as an individual. Whether your material exists in
reality or not is not significant. You may paint an
impression in broad terms or you may paint with
great fidelity to detail, and either way achieve a
fine creative work of art. The subject is not the
picture; it is the way in which it is rendered that
makes or breaks a work of art. Abstract art and
realistic art are smply two different forms of
approach, and there is no one who can say that
one approach is any better than the other.

Art will always have its trends, derived from
those who happen to be the greatest artisans of
the moment. But the pendulum of creativeness is
never still, since no two people can see with the
same eyes or reason with the same brain. No two
brains have identical receptivity or are motivated

The Gulf Stream by Window Homer, METROPOLITAN MUSEUM OF ART, NEW YORK CITY. Redism can be
cregtive, in the sdlection of the subject, and in rendering that subject




Movement, ky and Sea by John Marin, THE DOWNTOWN GALLERY, NEW YORK CITY

You may paint an impression in broad terms or you may paint with great fidelity to detail, and either way
achieve a fine creative work of art
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Thinking Ahead by Yasuo Kuniyoshi, PHILLIPS MEMORIAL GALLERY, WASHINGTON, D. C.




and influenced by environment in exactly the
same way. In fact, no two people could possibly
start from scratch and paint identical pictures.

Today there seems to be a strong trend toward
spontaneous, creative expression, without much
regard for classical training. The creative urge is
stronger than the will to study and acquire knowl-
edge as the masters did in the past. Therefore
we see paintings by men who have little or no
academic knowledge, by men who are endeavor-
ing to paint what they fed rather than what they
see. We cannot deny them their right to express
themselves in this manner, for it is entirely pos-
sible that a thing of beauty may be achieved by
working from an emotional standpoint. In fact,
the lack of one element may be more than com-
pensated for by another, for, as everyone knows,
there are many academic and expertly painted
pictures that express so little emotion that they
fal altogether as creative works of art. They can
be trite and giff and lacking atogether in both
spirit and originality.

It is true, however, that the abstractionist with
out a classical training works against greater odds
than the experienced realist does. He is like a
man building a house without any knowledge of
the carpenter's trade. All knowledge must come
by way of experiment and innate craftsmanship,
and he faces the extra hazard of being completely
misunderstood. His creativeness must over-
shadow his technical faults, and lack of technical
knowledge is extremely difficult to conceal for
long.

So far as | know, there is no basic training by
which a painter can learn to be an abstractionist
—no fundamentals of drawing, values, color, or
the rendering of form. | suggest that a young
artist wishing to paint abstractions should be as
well grounded in the fundamentals of technique
as an objective painter must be. This has been
true in the case of Picasso and many other mod-
ern artists. The student may then turn to the
abstract if he chooses, with some hope of captur-
ing the unity and organization, and finally the
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beauty, that should be a part of any true work
of art.

Tt is hardly possible—or wise—for an artist
to decide at the outset of his career which type
of painting he wants to do. The decision should
be made later on when he is qualified by knowl-
edge and training to go either way he chooses.
One style is usually the outcome or, one might
say, the refinement of another as the artist gains
in experience and dexterity. Therefore he should
not be impatient, but let his work evolve natu-
rally, according to his ability and tastes.

In viewing gallery exhibitions today, we must
understand that many canvases are hung with-
out the remotest expectation of ever being sold.
Many are exhibited for the sole purpose of edu-
cating the public to new concepts in art. We
cannot tell at this point how successful this pro-
gram of education will be, or even whether it is
judtified. But if the viewer bears in mind that
many such works by modern artists are more in
the nature of experiments than they are repre-
sentations of an ideal, his attitude toward modern
art is likely to be more lenient. My own opinion
is that the canvases that will stand the test of
time will be only those with inherent beauty,
those which stand on their own merits and can
be appreciated without high-sounding literary-
explanations by the avant-garde reviewer. Cer-
tainly people can and should be taught to accept
new concepts, but in the final analysis beauty is
judged by the eye and not the mind.

The soundest advice that can be given to any
young painter is first and foremost to learn his
craft well, to search constantly for beauty and
new ways of expressing it, and, relating effort to
inner convictions, to let his individual style evolve
unhampered by any preconceived notions about
how he should paint or what the critics are likely
to say about it.

If I have, as | hope, convinced you that beauty
still is and aways will be the source of art, we
can now turn our attention to the "whys' of
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beauty. Though perhaps no one can give a com-
plete definition of what beauty is, we do come to
understand that there arc certain elements which
combine to make beauty, whenever or wherever
we find it. To recognize these elements and learn
how they can serve us will greatly increase our
prospects of achieving success as painters.

The elements of beauty are so wel integrated
that it is often very difficult to separate them for
purposes of analysis. In discussing one principle
or element it may be necessary to embrace an-
other or even severa others at the same time.
Nevertheless, the attempt should be made to
bring each one, separately, under our scrutiny.
These are the basic twelve:

1. Unity. The "oneness" which brings all the
pictorial qualities together into a single
or whole expression; the organization of
design, color, line, values, textures, and
subject into a combined and total expres-
sion.

2. Smplicity, or Clarity. The subordination of
all material and detail that is irrelevant
to the main thought; the reduction of the
subject into the fundamentals of design,
form, and pattern.

3. Design. The over-al relationship of areas,
form, and color. Design makes the pic-
ture.

4. Proportion. Harmonious relation of each
subject and each part of the picture.
Distortion is the opposite of proportion,
though some distortion may be legiti-
mate, where an idea or an emotion might
need greater emphasis.

5. Color. Thisis one of the strongest elements
of beauty, and in using it the artist can-
not smply be guided by tastes, likes or
dislikes. The relationship of color to val-
ues must be understood, as well as the
basic principles of mixing and producing
colors for realistic and harmonious d-
fects.

6. Rhythm. Though this is often underestimated
or misunderstood, it is a quality that con-
tributes greatly to the beauty of a paint-
ing. There is rhythm in all animate and
inanimate life, from the smallest forms
to the cycles of the universe. Without it,
form is static and lifeless. The repetition
of similar colors or of lines or shapes of
increasing or diminishing size will create
rhythm in a painting just as it does in
nature. For instance there is rhythm, in
the repeating lines of trees with their
branches and leaves, or in the lines of a
zebra's back, or in the petals or markings
of a flower.

7. Form. The structure of form in relation to
the whole is a fundamental art principle.
Everything is either form or space (solid
or void) and neither can exist without
the other. A painting is sad to have
"form" when the shapes of the objects
contained in it are well outlined, wel
composed, and properly contrasted with
the open areas—such as a tree against the
sky.

8. Texture. The rendering of surface. There is
characteristic surface to all form, and this
IS as important as its structure. We can-
not achieve true beauty by painting al
form with the same type of surface, as if
all things were made of the same material,
which is precisely what happens too often
in otherwise good painting.

9. Values. Vaues and color are inseparably
dependent upon each other. Neither can
be true or beautiful alone. The proper
relationship of values creates the effects
of light and contributes to the unity of
the picture. Tncorrect relationships can
do more than anything else to destroy
beauty.

10. Quality of Light. An element of prime im-
portance. The quality of the light in a
painting blends with the actual light fal-
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ing upon the picture and becomes part
of it. There are many kinds of light—
indoor, outdoor sunlight, diffused light,
reflected light. The source of light must
be related to the modeling of form, to
the kind and brilliancy of color, and to
texture. Without a true understanding of
light a picture can become mere planes
of paint and canvas.

11. Choice of Subject. This offers the artist his
greatest chance to exercise individual
taste. The limitless sources of life and
nature are his to tap and from them he
can select, design, and produce a con-
centrated example of his own apprecia-
tion of beauty.

12. Technique. The means of expression rather
than the expression itsdf. Technique in-
cludes understanding of surface and tex-
ture, knowledge of medium and its many
methods of application. It is the personal
rendering by which al the other elements
are brought together.

This preview of the contents of the book should
help to put us on common ground. It is certainly
not my intention here to try to set mysdf or my
work up as a shining example of the solution to
the problems of the artist. But 1 do want to stress
how important it is that every artist, be he pro-
fessona or amateur, should recognize what his
jobisall about. 1 say again that thereis no single
form of art, or single formula for producing it.
But when we find the elements that combine to
create beauty in life, we can try to anadyze, and
apply them to create beauty in our paintings.
Beauty is not the specia property of the artist.
Beauty is perhaps just as evident to others, who
may lack the knowledge and ability to re-create
it. The rhythm and grace of an animal must be
just as apparent to the lover of animals as to the
artist. The difference is that we try to find out
what makes the rhythm and grace in terms of
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line and proportion, so that our renderings are
true and convincing.

The artist will do well to direct his efforts
toward pleasing the viewer rather than the critics,
for the viewer is the ultimate purchaser, and T
assume that most artists are interested in selling
their work. While art dealers have done a great
deal of exploitation, and monetary values of
paintings have often been pushed to astronomical
figures, in most cases the artists themselves have
never lived to receive these benefits. Today good
art can find a good market, in commercial fields
as well as in the fidd of "fine art." Paintings of
the easel type, for hanging on the wall, will sel-
dom bring the financial rewards that come from
illustration, advertising, and other commercial
work. But we have, fortunately, reached a stage
where the finest art is often used for commercial
purposes. Industry is now providing a new outlet
for fine art, and the artist bend upon perfecting
his craft to the utmost is no longer considered too
good for such a market, as was once believed.

While the strictly commercia artist may still
have to work within limitations set by the pur-
chasing agency or the ultimate user, such limits
are being greatly broadened, and the work of
easel painters has been used in many advertising
campaigns.

This development has come about gradually,
aided by the introduction of color photography
into commercial fields. When exact detail is im-
portant to the sale of the advertised product, the
advertiser naturally turns to photography and is
likely to do so for some time. Where no tangible
product can be pictured, as in advertising insur-
ance, services, industrial prestige, and in institu-
tional advertising in general, a market for fine
art has developed. Magazine illustration con-
tinues to provide a market for the artist, partly
because the use of paintings helps differentiate
fiction from factual articles. For the latter, photo-
graphs arc ordinarily used to substantiate the
text.

It isfoolish for the artist to try to compete with
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the camera in achieving fiddity of detail. Better
that he use his creative and imaginative powers
and direct his efforts toward design. Even if he
uses a camera for working material, the artist can
gill concentrate upon the things that a camera
cannot do: he can subordinate and eliminate, de-
ggn and rearrange, smplify and take other lib-
erties to project his idea more forcefully.

The professiona artist should prepare for his
profession by as thorough training as possible, in
art schools and classes, or from any sources he
can find available. It is a fdlacy that no training
IS necessary in order to make a living at drawing
or painting. The fact that we may often see pic-
tures in exhibitions that show no apparent talent,
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knowledge, or ability, and which we fed certain
that we could equal or better, has nothing to do
with the case. Much of the art exhibited today
would not buy a sack of potatoes.

Progress and development in art must always
be the progress and development of the individ-
ual. One artist can help others to a degree only.
He can call attention to facts that, over a period
of effort, he has found to be true. He can point
oul relationships that he has found to exist. He
can show that colors will mix with definite result,
that values will unify and organize a subject. This
iswhat | hope to do in this book. If I can show
the beginner a few "hows"' and "whys," | will
have accomplished my purpose.



TR i

The Bull Fight by Francisco Goya, METROPOLITAN MUSEUM OF ART, NEW YORK CITY. A lightly sketched-in
figure can often look more aive and rea than one that has been painted in great detail
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. SEEING WITH THE PAINTER'S EYE

The artist's fird step toward the ultimate beauty,
unity, and organization of painting is learning to
see everything in pictorial terms. This will mean
the closest possible unification between the eye,
the hand, and the medium with which we have
chosen to work. In time most artists find that the
hand automatically works with the eye even to
the mixing and application of medium. In fact,
artists often are surprised—and delighted—to
discover that they have unconsciously used a cer-
tain technique to express exactly the impression
they had intended. The artist either puts down a
suggestion of what he sees, or the object as he
sees it, being at the moment unconcerned with
technique. Technique is thus a result rather than
a conscious manner of stroke. Yet every artist in
time develops a technical approach, if he is pa-
tient and has faith in his vison and emotional
reaction.

Of course, we all see shining examples of
technique, some of which we admire very much,
and which the young especially—and sometimes
the old—are tempted to copy for technique's
sake alone. As a result technique actually gets in
our way and we end up by not seeing the subject
we are painting truly and often overlook many of
the other essentia elements of painting as well.

When a man is thinking in terms of technique
he probably is not giving his best attention to
values, relationships, or even color. He is think-
ing about the strokes he is making and not very
much else. Technique is a strong indication of

individuality, and, if you alow it to do so, it will
get into your work subconsciously. It is much
like handwriting, of which no two specimens are
exactly alike.

The best advice | can offer is to paint what
you see as you see it. And if you can suggest an
object or a scene so that it is convincing, that may
even be better than completely honing it out. Tn a
landscape, for instance, a lightly sketched-in fig-
ure can often look more alive and real than one
that has been painted in great detail. The truth is
that we can quite easily train the eye to see aswe
want it to see; in fact it has already been trained
to do this. We can skim through a crowd and spot
the face we are looking for, and hardly be con-
scious of any of the other faces there. If we are
painting warm sunlight, we may see it warm,
possibly warmer than it actually is. If we are
drawing in outline we see in outline, and are only
faintly aware of anything else. If we are rendering
a subject in tone, we begin to see values and re-
lationships that we had not noticed before. In the
first case we are redly looking primarily at out-
line and see everything else as secondary; in the
second case, mass and tone become of primary
importance to us and edges and outlines more
incidental. When we look for color, we must
"somehow also keep values or tone very closely
associated with it, and here is where the training
of the eye begins.

The tendency to see only one tiling or aspect of
a scene at a time is something we must educate



our eyes not todo. Too many pictures are started
with line only, then the outlines are filled in with
tone, without regard to the real edge, or what the
tone is doing, or what its relationship is to other
tones. Tone and color are applied in a more or
less schoolbook manner, smply by filling areas
between outlined limits. This is not painting in
the true sense.

The experienced painter studies his subject in
al its aspects. The more he can see the total
effect before he starts, the better the painting will
be. He will look at mass with its edges or outlines,
seeing the mass in its value and color, and ac-
cording to its relationship to other masses and
colors. He does not single out one thing at a time,
for al these things are closely connected and
belong to or affect one another.

We may start a picture in outline, but only
after we have carefully noted where that outline
is going to merge and lose itsdf in other tone.
We may even indicate this on our drawing with
short lines across the edge, which means that this
edge is to be soft or lost. If we draw a hard outline
around everything, the chances are that we will
forget al about the true edges and accept the hard
edges we have set down. Then we end with a
tight, hard picture with no freedom of approach,
one that is unimaginative and not particularly
creative. Such a picture is really a colored draw-
ing. Working from photographs has a tendency
to increase this tightness and hardness. We can-
not see the life image; we smply copy what a
sharp lens has recorded, putting in every detail.

Before you look at your subject, before you
lay a hand on the canvas, slop and realize that
any picture starts as a flat tone (the canvas)
which is eventually broken up into more tones.
Thus a pattern of arrangement of masses and
spots is created. This is actually the firs thing
you should train your eyes to see—the picture
as a whole with as much identification as possible
of the pattern or design. You should decide where
the borders of the picture will be, and its shape
and dimensions. The habit of roughing out pat-
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terns or composition in miniature is a good one.

Learning to see your subject in terms of smple
masses with a general relationship to one another
in color and value is the first law of good paint-
ing. We can train our eyes to see mass without
detail by deciding what the general value and
colors arc to be. Then, later on, we can raise the
value for the highlights and lower it for the shad-
ows. What we are really seeking in this manner
is the approximate middle tone of the area or
mass, and this we set down quite flatly in simple
poster terms. In cases where you want to main-
tain the underdrawing, which is usually done with
charcoal and fixed, or is a light drawing gone
over with waterproof India ink, you can use thin
turpentine washes over the drawing so that it
shows through. It is even better to learn to draw
within the mass, establishing planes, halftones,
accents, highlights, or texture as you develop the
picture.

To see the general tone of the mass with less
detail, try squinting the eyes and looking through
the lashes.

From the very beginning, line up the values in
the order in which they appear. Look for the
lightest value and label it number one; the next
value will be number two, and so on until you
establish about eight gradations. Here we are
training the eye to see values in relationship to
one another in the black and white scale. Areas
of the same value may appear lighter or darker
than they actually are because of a neighboring
color., A light yellow may seem much lighter and
brighter than a light blue, although they have the
same black and white ratio in the value scale. To
recognize this takes a certain amount of training.

Though we do and must draw as we paint, let
us think of drawing as associated with outline,
and painting as associated with mass values and
color. We do not want a painting to turn out to
be a drawing, nor do we want a drawing to be-
come a colored-over excuse for a painting. Much
poor art is neither true drawing nor true painting,
but an unhappy confusion of both. A good draw-
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1. If wecopy natureas
wefind her, our draw-
ing will be something
like Number 1. Trac-
ing an actual photo
would be much the
same.

2. Block in the forms
in dmple terms like
this, eliminating de-
tail.

3. This shows what
the masses would look
likeif Number 1 were
to be accepted with
every form "asis."

4. In finishing Num-
ber 2 more thought
Isgiven to pattern and
design, less to edges
and outlines.

5. Further smplifica-
tion of Number 4.

6. Here realism is
abandoned for the
sake of pure design.
Only a dight identifi-
cation of subject re-
mains. We may call
this an abstract inter-
pretation.

7. In this rendering,
edges are moreclearly
defined.

8. With vertica and
horizontal lines the
desgn becomes even
more abstract and in
some respects even
more effective.



Figure With Shawl by George Grosz, WALKER GALLERIES, NEW YORK CITY. Art training usually starts wit
drawing, for the student must first train his eyes to proportion, and go as far as he can with form in a simple
black and white medium
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SEEING WITH THE PAINTER'S EYE

ing should remain drawing by having the struc-
ture and outline very much in evidence, and
leaving it at thai. A good painting should stress
rone and pattern with an intermingling of forms
and edges, with some edges stressed and others
subordinated. Line as line does not belong in
painting, for outlines do not actualy exist in
nature, which is what a painting, or a classica
painting, at any rate, attempts to represent as
closdly as possible. In nature we see only contours
and edges, Forms are defined by values appearing
one against another, and there is no need to rep-
resent these divisions in any other way. However,
in drawing we have no other way to define an
edge or the limits of the forms before us, except
in line.

This difference between drawing and painting
should be firmly understood. Good drawing, of
course, underlies good painting, but the essence
of good painting goes beyond edges and contours
into the rendering of the solid form as it appears
in a given light, in its color and texture, sur-
rounded by space and atmosphere. Such qualities
cannot be reached in a subject where al units
and parts are separated by hard outline, or com-
pletely identified edges around everything.

Art training usualy starts with drawing, for
the student must first train his eyes to proportion,
and go as far as he can with form in a simple
black, and white medium. But he will not see true
values until he starts to paint.

We train our eyes to perspective largely by
learning the rudiments of it, and recognizing the
perspective before us as belonging to the law of
optics. Perspective is actually the science of draw-
ing form and space as it appears to the eye, as
opposed to mechanical projection drawing which
renders form on a flat plane or planes in actual
dimension. In order to paint we must know how
to scale form and proportion in space; we must
understand the complete principle of the eye-level
or horizon which is the cornerstone of all accu-
rate representations involving perspective.

Tn order to differentiate painting and drawing

to his students, the late Charles Hawthorne, one
of the great American painters and instructors,
made his students start their canvases in reverse
order. Instead of drawing the usual outline, they
started with patches of tone and color and fitted
them together in the best proportion they could.
His idea was that they could eventually learn to
draw and get subjects designed within the canvas
shape, but that the ability to see things together,
in relationship of tone and color, was far more
important. It really did not matter too much to
him if the subject got onto the canvas minus
hands or feet; the main thing was to learn to
paint by educating the eye.

It is not a bad idea for the artist to make this
kind of experiment. Set up a still life, and without
any preliminary drawing, start painting in areas
and masses of tone and color; then in these
masses develop the form. Drawing can be easily
corrected in oil when it isdry. Where edges merge
or are very close in value, keep them lost or soft.
Where they stand out in contrast, make them so.
If you have never worked this way it may seem
difficult, for there are no lines to work up to;
they will have to be established later as edges, or
lack of edge. This is one of the best ways of
training the eye.

There is an in-between approach to drawing,
which can be beautiful and which still qualifies
as drawing. That is combining massed shadow
with outline. While we do not attempt all the
subtleties of modeling and light and shadow, we
do delineate a strong effect of light and shadow,
more as it would, be seen in very strong light, the
lights being white or the tone of the paper, and
the darks or shadows in simple areas being very
dark or black. If the drawing is made on tone
paper, white may be added with startling effects.
Actudly this means drawing in about three or
four tones.

There have been illustrators and commercial
artists whose work was basically drawing in paint,
and definitely on the side of drawing. Outstand-
ing among these was J. C Leyendecker. How-



TAKING YOUR CANVAS OUTDOORS
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Few artists ever stop to realize that in out-
door painting they are redly painting a
huge pie-shaped dice of the stretch of
landscape before them. The importance
of realizing this is manifold.

First, the baseline of the painting repre-
sents comparatively few feet, while the
distance may represent miles across the
picture. In the diagram above, note that
the baseline of the picture represents only
about ten feet. Approximate this line in
front of you by sighting beyond the bot-
tom corners of your canvas to the ground
with your eye opposite the middle line of
your canvas. (AB and AC). Draw fore-
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AHEA BEYOND PAINTING

Abour 10 ftof actaal widid at baschine of niciore.

ground material between B and C. You
can lay stones at the points B and C and
sight in vertical lines above them to find
how much distance you should include.
The vertical lines arc the right and left
edges of your painting. These lines actu-
aly fan out to the horizon and distance.
This keeps the foreground in correct re-
lation to the distance. The horizon of the
picture should be at the eyelevd of the
painter, and you will find it easiest to paint
iIf you set your canvas so the two coincide.

Thus, by first establishing the actual
area of landscape to be incorporated into
your canvas you can paint al material the
same Size as you see it.



THREE-DIMENSIONAL EYE
TRAINING
The contours of any object will fit within a
rectangle or box. By studying the shape of the
object, we can visualize a box around it of ap-
propriate proportions. First sketch the box,
then draw the object to fit within the box, in
gmilar perspective. You thus train your eye
to e the solidity of the form, rather than just
its contours. The child usualy draws contours

without perspective.

This is particularly hepful when we arc
drawing round objects. It also aids usin draw-
ing correct and true dlipses in good perspec-
tive as related to the eye-llevd a which we are
vienving the object. Everything in a picture
should be drawn from a single viewpoint or
eyelevd.

If you learn to visualize the box, you won't
have much difficulty in rendering the object in
correct proportion. Try to locate the corners
of the box, just where they would appear
around the object. Thisisnot always as ssimple
asit may seem.

ey

29

|
=

SEE AND MENTALLY DRAW THE
IMAGE OF A CLOSE-FTTTING BOX
AS YOU STUDY THE FORM BE-
FORE YOU. IT WILL HELP TO
ESTABLISH TRUE PERSPECTIVE.
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