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| NTRODUCTI ON

This is a course on how to | ook at paintings.

Probably the best way to learn how to | ook at paintings is to start by
pai nting. However | can't teach you to paint in this course

What | can do, and what | will try to do is to show you how a painter
| ooks at paintings.

This is not the only good approach to the subject, but it’s the

one we are going to use. It is an experinental approach. | expect
you to teach yourselves as nmuch or nore than | wll teach you. You
will do this by seeing, which is sonething | cannot do for you.
What | am going to do is to expose you to paintings. In nost cases
these will be either original paintings in a variety of nediuns, or
they will be original prints, rather than reproductions or colored
slides, though we will also use the latter. W wll discuss these
pai ntings; in sone cases we will discuss them very thoroughly. [|If you

can teach yourselves to take a half dozen different paintings apart and
put them together again, if you can learn to exhaust their
possibilities as a means of expression, the chances are that you wll
be prepared to enjoy and understand any painting the future may bring
by yourself and by your own efforts.

O necessity, because or the originals and reproductions available to
us, we will concern ourselves with paintings in the contenporary or
“modern” idiom al nost exclusively. However, this is not entirely a
course in “nodern art”. W will arrive at certain principles that apply
to the art of all tinme “nodern” or otherwise. We will not involve
ourselves primarily with a historical study of art. W wll briefly
trace the devel opnent or the contenporary schools of painting but for a
detail ed knowl edge of these extraordinarily interesting devel opnents |
must refer you to nmaterial in our libraries.

Despite the relative scarcity or original paintings and prints | have
decided to use these in preference to reproductions because of an

i nportant point too often overlooked: a painting is an object and the
manner it is constructed is an essential part of its value. A
reproduction, at best, is only a shadow of the original. Reproductions
are invaluable to a historical course; but for our sort of

i nvestigation the presence of original works is of prinme inportance.

A word about the way in which the course is to be conduct ed:



This is going to be an informal course. Discussion will be encouraged
every nmeans at ny command. Do hot hesitate to interrupt, ask questions,

di spute points, or get involved in argunents. | do not have all the
answers; in fact | intend to learn a good deal fromthis course nyself.
Wth this syllabus at your disposal | feel that there will be little or
no need for the taking of notes. Please pay attention to the discussion
and join it. To take volum nous notes in this course will be a waste of
time. | will expect you to use your eyes, ears and tongues, not your
pencils.

Exami nations and tests, of which there will be few if any, will be of
the '‘essay’ type. Credit will be given to clear, original, and
logically expressed thought. Little if any value will be given to the
exercise or nmenory. Any attenpt to nenorize nanes, dates or portions of
this syllabus will be (and in fact, is) a sheer waste of tine.

A few short papers will be required. You will be expected, in witing

them to exercise your eyes and your mind. And renenber, brevity is the
soul or wit. Pity the person who has to correct them



ASS| GNMVENTS

This course is largely an experinment in teaching you how to see things.
Accordingly, a good deal of your preparation for lectures will consist
in looking at specific objects, either original works of art or
reproductions.

These objects will be hung in the graduate library several days before
each lecture. They will have labels with them asking certain questions.
Except when a witten answer is specifically required, you need not
answer these questions in witing.

You should | ook at these objects for a sufficient period or tine. Less
than 10 minutes is hardly adequate. Do not |ook at them passively but
actively. Ask yourself questions: what is the artist trying to do? Does
this ook like anyone else’'s work? If sonmething disturbs you, what is
it? How well has he acconplished what you think he is trying to do?
etc. etc.

We have several books with reproductions in our library. My lectures
are so labeled that you will readily find references to themin our
books. Read if you wi sh, as widely as possible. Above all, however,

| ook at the reproductions. You need not necessarily browse follow ng
the order of the lectures. Just browse. By so doing you wll supplenent
the few denonstration works available to the lecturer, and you wll
enrich your own enjoynent of the |ectures.



PAI NTING AS A FORM OF EXPRESSI ON

Painting is a form of expression.
Li ke speech, nusic, witing, etc.

Painting is a way of getting an idea across.

In this course we will not explore such questions as “Wat is
art?” or “What is beauty?” W will explore individual works of art
and we will try to arrive at ways and neans of picking out

superior as against inferior works. “Education is the recognition
of quality” (Henry Adans)

In other words, painting is a |anguage.
It is a visual |anguage.

Much of our trouble with paintings is that we expect themto
communi cate to us when we don’t understand the vocabul ary used.
That is like a person who dislikes English poetry when he doesn’t
understand English. Painting has many | anguages.

Some people are disappointed with certain paintings because they
do not speak in the vocabulary of another kind of painting.
Soneti mes they are disappointed because certain paintings do not
speak in the vocabulary of another art. This is the case with
“literary” paintings.

To a certain extent each painter creates his own vocabul ary.
However, paintings are nmeant to conmunicate, and few if any
pai ntings are unintelligible.

Painting, as | have said, is a visual art.
The first thing we nust do is learn to see paintings. There is nore to

seeing than just looking. Gve a picture a chance, rather than a
gl ance. Paintings are at the mercy of the gl ance.



PAI NTI NG AS A FORM OF EXPEESSI ON

VWhat can a painting express? Al npst anything.

A painting can give information, tell stories, nove the enotions,
produce propaganda, noralize, etc.

A painting is at its best when it expresses a pictorial idea. That is

to say an idea that cannot be adequately expressed except by pictorial
nmeans.

In a sense this is what is meant by the old cliches “a picture is
worth a thousand words.”

The Chinese neant the same thing when they insisted that a truly
educated man had to know

nmusi c
pai nting
writing

Because each of these arts can do things the others cannot. It is
a well established corrolary that when one of these arts intrudes
into the territory of the other, it does so at its own peril.

Ex: “progrant nusic
nmusi cal prose
“literary painting”

One of the time honored tests of a good painting is “does it express a
pictorial idea?” In other words, could nmusic, or could literature
express it better? If so, why bother to paint it?

Exanpl e of the devel opnent or a pictorial idea:
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THE COVPONENTS OF A PAI NTI NG

Painting, as a form of expression, appeals to the intelligence through
the eye.

A painting is made up of two el enents

An obj ect
An intelligence (the artist)

A painting can be broken down into 4 parts:

1. Idea - ARTIST (conception)

2. Skil

3. Form (appropriate) - OBJECT (execution)
4. Materials

The excellence of a painting depends on all four or these factors. This
excel l ence can be tested by four questions:

1. What is the man trying to express! (Idea)

2. Does he have the vocabulary to express it? (Skill)

3. I's he expressing hinself as sinply and directly as possible?
(Style or appropriate form

4. I1s he using his materials efficiently? (Mterials)

For practical purposes these questions can be boiled down to two:
VWHAT IS THE ARTI ST TRYI NG TO DO?

HOW WELL DCES HE DO | T?
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THE MATERIALS OF THE ARTI ST

We can pick up our ideas on the conceptions, skills and styles of
painting as we | ook at exanples, but before we do so, it is essential
that we have at |east a nodding acquai ntance with the materials
available to the artist, and the effects he can produce with them

The artist has at his disposal three elenents:

line (neasurenent)
tone (weight)
col or (enotion)

These can be applied by a huge variety of neans. Wth them the arti st
can make either paintings or prints. Both paintings and prints are
original works of art. They differ in that:

PAI NTINGS - are directly executed on their final ground and
therefore exist only individually.

PRINTS - are directly executed on a ground from which an
inpression is |later taken. The advantage of prints is
that nore than one original work of art can be produced
by the artists. Disadvantage: relative |ack of
flexibility of execution.

NOTE: Do not confuse prints with reproductions (which are often
carelessly called prints). A reproduction is a copy or imtation of a
painting or print, generally reproduced nechanically, and is only a
shadow of a work of art instead of a work of art in its own right.



\

THE MATERI ALS OF THE ARTI ST (PAINTI NG

Any nmeans of producing a mark, either by placing or by renmpving a col or
froma surface is suitable to painting. Custom however has devel oped
certain tinme-tested techni ques which are nost commonly used. All of
them are used in marking and consist of:

1. The base (canvas, wood, paper, cardboard, etc.)
2. Pignment (the coloring agent, natural or chenical)
The problens of pignment as against natural color
3. Medium (that which makes the pigment stick. G ue, oil, varnish
etc).
4. The transferring tool (brushes, spatulas, knives, fingers, etc.)

Anmong the nobst popul ar painting techni ques we have:

OLS: Mst flexible. Pignment mxed with drying oil. Color changes
little fromwet to dry; will dry rapidly or slowy; may be applied
thick or thin and with a great variety of utensils to achi eve many
different textures, etc. Brilliant darks.

WATERCOLORS: Pignment nixed with water soluble glue. Advantages:
great transparency and brilliancy, quick drying. Disadvantages: need
for rapidity; not usable over large areas; inpossibility of correction.

PASTELS: Al nost pure pignent held together by very little glue. Applied
dry. Advantages: ease of application; maximum brilliance in the |ight
range. Disadvantages: lack of darks, fragility.

TEMPERA: Watercolor m xed with opaque tones. Depth of oils but wthout
transparency of watercolors except when conbi ned. Sane di sadvantages as
wat ercol ors, nore brilliance in the light range than oils. ldeal in
mxing with other nediuns (In the sanme famly: caseins nmade with a very
tough mlk base) Difference between wet and dry col or.

FRESCO. Watercolor mxed with plaster. Advantage: great brilliance and
per manency. Disadvantage: extraordinary difficulties of application,
especially in the matching of wet against dry color.

There are countless other mediuns, sone absolutely grotesque. There is
also an infinity of conbinations possible within nediuns such as a
pi cture drawn in pastel worked-out in casein, conpleted in oil, etc.
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THE MATERI ALS OF THE ARTI ST (PRINTS)

Alnost all prints nust be printed off a flat surface, therefore
consi derations of texture depend on handling rather than nmaterials.
Actual materials are generally soluble pignents (inks) of various

ki nds. I npressions may be taken off an inked surface by a variety of
ways:

(a.) By printing directly off a planned surface (white areas cut
away) .
Wbodcuts (rough, forceful, sinple technique)

Wbod- engravi ngs (as above, but permits also extrenme delicacy in
t one)

Also certain varieties of etching and nonotypes.

(b.) By picking up ink frominked grooves in a cleaned surface.
Engravi ngs (outnost finesse in line, but hard, difficult).
Et chi ngs (rougher than above, but permts spontaneity).
And all the varieties of etching including nmezzotints, etc.

(c.) By printing off an adhesive surface surrounded by unadhesive
surfaces.

Li t hography (extraordinarily flexible. Permts direct tone
val ues.)

(d.) By printing through a mask or stencil

Serigraphs (silk screens) (Coarse, but permts easy register
and economical color work.)

As in paintings, the various types of printing techniques may be and
are often conbined. Each technique has its own attributes.



VI

THE MATERI ALS OF THE ARTI ST ( RESUME)

Consi derations on the proper and inproper use of materials with
exanpl es.

The field of nmaterials so briefly discussed is a vast and conplicated
one. Inevitably you will have questions; this is your best chance to
ask them



VIl -V

A print, in the specialized sense in which we use the word, is an
i npression taken from an original work of art. Qobviously, there are a
great many ways of taking such inpressions but we will concern

ourselves with sone of the commpnest and nost effective.

A. Whodcuts and Wod Engravi ngs

Whoden surface. Black areas left, white areas cut away. Surface
i nked, then pressed on paper.

The difference between a woodcut and a wood engraving, basically, is
one or degree. In the wood-engraving, white areas are scratched rather
t han cut.

EFFECT:

a. Whodcut: Strong contrasts or black and white.
b. Whod engraving: the massing or thin white lines produces a w de
range of tones from black, through the entire ganmut of greys,

to white.

B. Etching and Engraving

Reverse of woodcuts and wood engravi ngs.

Metal surface scratched, then inked, after which the surface is w ped
by a cloth. Ink stays only in the scratches. Plate is pressed (with
great pressure) on paper.

The difference between etching and engraving is a technical one. In
engraving, the scratches are nmade by a hard pointed instrunent directly
on the plate. In etching, the scratches are nade by the action of acid.

EFFECT:

a. Engraving: Hard “controlled” lines permtting very delicate
m nute effects. Silvery quality. Lines sane thickness.

b. G eater freedomin drawings. Lines vary in thickness. Relative
coar seness.

NOTE: Etchings can be nmade by neans other than line. The
expl anati ons given above are enornmously sinplified and shoul d
be accepted as snapshots rather than definitions.



C. Lithography

In this case there is no cutting or scratching. The principle
involved is that oil and water do not mXx.

Drawi ng nade on porous stone with grease pencil. Stone is saturated
with water. Water does not cover greasy drawing, only areas left white.
Surface inked with greasy ink. Ink sticks only to dry drawing, not to
wet white areas. Stone is pressed on paper. (Nowadays stones are sel dom
used, but the above is the basic explanation).

EFFECT:

Qutnost freedom in technique, perfect for tonal effects, but
relatively uneffectual if a sharp linear quality is decreed.

D. Serigraphy

Drawi ng made on silk with water-soluble glue. Entire surface
varni shed with water-resisting varnish. Water-soluble glue then washed
of f, leaving blank areas. Paint pushed through these blank areas onto
paper .

E. Final Note:

These techniques can be and often are combined, as in painting. There
are a great nmany other ways of naking prints.

F. General Considerations on the proper and inproper use of materials.
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THE PAINTER AND HI'S TRAI NI NG

Economni cs of Painting

The

Pat r onage
Pat r onage
Pat r onage
Pat r onage

Ef fects of

by the community

by the ruler

by the state

by nobody in particular

Free Lancing

The

1. Hs income - how does the painter live?
2. Hs public - who “uses” his paintings?
3. Hs paintings - who is he responsible to?

The painter as “artist”.

Training of the Painter:

t he

The devel opment or the artist. Difference between the child s and

mature eye.

1. Apprenticeship
2. The Acadeny
3. The explorer
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THE CREATI VE PROCESS

Painting is the expression of a visual idea. How does the painter
set about capturing this idea?

Several approaches are possible:
1. The Western “classical” approach:
The arranged picture in which each itemis individually studied
in relation to the whole, by neans of separate studies. The
picture itself often evolves on the canvas. This approach calls
for -
sket ches
dr awi ngs
prints
2. The Western “spontaneous” approach:
Evolution, if any, takes place on the canvas. The automati sm
3. The Oriental “spontaneous” approach:
The method of irrevocable decisions after neditation.
These basi c approaches depend largely on the tenperanent, training and

personal circunmstances of the individual artist.

Di rect ness

All artists are interested in getting their idea across as sinply and
directly as possible. The nost sinple, npbst direct course not
necessarily the “easiest”. Expression nore difficult than description.
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THE BACKGROUND OF MODERN ART (1)

1. The Academ c Tradition

The “realist” position
(1) The inportance of story-subject-description
(2) The illusion of reality. Its nechanics
a. Perspective
b. Proportion
c. Chiaroscuro
d. The invisible brush stroke.
e. The Fixed viewer.
What do things really look like? To whon?

2. The invention of photograph

The sacrifice of description to “truth”. The great photographers.

3. The inpressionist position.

| npressionism basically the final developnment of “realism”

Position: everything seen is light. Not a revolt against academ c

tradition, rather its logical l|ast stand.

Revol uti onary aspects of inpressionism The nurder or the literary

subj ect; and the emancipation of color. Subject description
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THE BACKGROUND OF MODERN ART (2)

Analysis of the “Cassical” approach

All the exanples you are about to see inply the questions “what is
the artist trying to do?” and “how well does he do it?”

Al so ask yourself
Does this picture |ook real? Wy?
Is the subject-matter inmportant? Does it tell a story?

What devices does the artist use to nake his nmeaning nore
power f ul ?

Anal ysis of | npressionist approach

Ask yourself.
Is the subject-matter inportant? Wy?

In which way is this picture like a col or photograph? In
which way is it different?

What devices does the artist use to nake his neaning nore
power f ul ?

Anbi gui ty:

No approach to painting is “bad” in itself. The “badness” of
a painting usually depends, not on whether it is nodern or
cl assical, spontaneous or studied, but on a confusion of notives.
In the exanples that follow try to |l ocate this confusion
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POST- | MPRESSI ONI SM (1)

Paul Gauguin

The “primtive” position.
The “subject” of this picture and the “harnony” of the picture.
Expressive col or.

Vincent Van Gogh

Subj ective enotion and its technique.

Expressive form texture, color.

Ask yourself at this point: Wat are Gauguin’s, Van Gogh's
pictures really about? Do not let nmere titles fool you; use your eyes.

How does Gauguin differ from Van Gogh?

Did you have any trouble identifying the subject-matter or Van
Gogh's pictures? H's contenporaries did. What does this suggest?
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POST | MPRESSI ONI SM (2)

Paul Cezanne

The subject matter: the synbolic apple “Construction.”

Its color
Its line
Its texture

Depth wi thout perspective.

Conmpare these exanples with your nmenory of Gauguin and Van Gogh. You
will undoubtedly notice a radical different in purpose. Wich of the
three painters do you find the nost exciting? Wy?

Cezanne was considered a painters’ painter right fromthe start? Wy?

Cezanne’'s nmediumis oils. He did watercol ors, now consi dered
magni fi cent, which he used to | eave abandoned in the fields. The two
facts are closely related. Can you suggest why?

Van Gogh’s nedium was also oil, but he habitually worked fast,
sonmetinmes conpleting a picture within an hour. Wy didn't he use
watercolors? O, to put it differently, did Cezanne and Van Gogh use
oils for the sane purpose?
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THE PROGRAM OF REVOLT

The term “nodern art” covers a nultitude or different, sonetines even
contradictory ainms. Many people who are confused by “nbdern art” owe

their confusion to their desire to find a conmmon aimthat will apply to
all of its manifestations: that is to say, a commbpn aimthat will apply
to pictures by Picasso, Mitisse, Kl ee, Dali, Kokoschka and Poll ock. No

wonder they are confused. The common principle does not exist, unless
it be the principle or revolt.

A revolt must be a revolt agai nst sonething. The noderns revolted
agai nst the acadenic concept of painting, which held to itself certain
“imut abl e truths” anong them

Art is a mrror held up to nature.
Painting is an illusion of reality.
Skill leaves no traces.
Color is an effect of light.
Beauty is the approximtion to the ideal
Beauty is transferable.

etcetera, etcetera, ad infinitum

You will notice that all of these “truths” assune that the
artist is an objective eye. Hs job is to record, nore or |ess
accurately, what his trained eye sees. The revolt was a revolt
agai nst this assunption. The new assunption (only gradually
recogni zed and openly used by the artists thenselves) was a revolt
on behal f of the subjective artist. O to put it nore differently,
the artist does not paint what he sees; he paints what (he thinks)
he knows.

A look at the chart on the next page will show quite
obviously that artists know a lot of different things.
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ACADEMIC
REALISH MODZINS

'J \ -
h SPLIT
|

——————> Dadaists abandon
reason

waﬁmﬂwg?mwunﬂﬁqﬁﬂn ?ﬂnw r....u.f..
the academic realists with a new branch y
of subject-matter: the sub-conscious



SPELLI NG GUI DE TO CHART

ACADEM C REALI SM

SPLIT - the inpressionist denial of objectivity
SPLIT - Dadai sts abandon reason

SURREALI STS - Ernst - Tanguy - Dali

Freud and the poets conbine to furnish the acadenic realists with
a new branch of subject-matter: the subconsci ous.

EXPRESSI ONI SM

GEOMETRI C (Kandi nski) - ABSTRACT EXPRESSI ONI SM

Mot her wel |
Pol | ock
ORGANI C - Ensor
Van Gogh  Germans
Soutine - “Paper Crown School”
Roual t Ben Shahn
Jack Levine
ABSTRACTI ON
GEOMETRIC - CUBISM - “PURE’ painting
Cezanne Gis
Pi casso Mondri an
Bracque
ORGANI C
Gauguin - “SCHOOL OF PARIS” - SYMBOLI C ABSTRACTI ON
Mati sse Mro
| ate Bracque de Stael
| ate Picasso De Kooni ng
Dufy

Bonnar d Mati sse cutouts



XVI - XVIT - XVIII

EXPRESSI ONI SM

Premise: Painting is an expression of a subjective state of nmind or
enoti on.

Corrol aries
"Expressive" line, form color
The "inspired" artist and his amateurish technique.
ORGANI C EXPRESSI ONI SM
Expl oration of norbid and extrene states or mnd
The visual pun
Ensor
Ger mans
Munch
Nol de
Kokoschka
Sout i ne
Rouaul t
The Expressionist |andscape
The Expressionist vocabul ary
Limts of organic expressionism
GEOVETRI C AND ORGANI C ART
GEOVETRI C EXPRESSI ON

Is it possible to express subjective thoughts, enotions directly
wi thout recourse to the figurative vocabul ary?

Kandi nsky



Xl X

ABSTRACTI ON

Prem ses: Expressive inmpact and clarity are enhanced both by
1. Exaggerating and otherwi se drawing attention to essentials
2. Elimnating the non-essenti al
Cl assical conventions or an abstract nature
Dr awi ng
Di stortion

Prepared palettes

The new abstraction is new in degree; by its ruthlessness. Its
ar chaeol ogi cal nodel s.

African scul pture
Child art
Primtive art

As in expressionism abstraction split into organic and geonetric
pat hs.



XX - XX

ORGANI C ABSTRACTI ON

Prem se: To reduce the natural world to its essentials.

The abandonnment of photographic realism

Sinplification and distortion of form

“Abstract” col or.

Revival of line as an elenment, not only of form but of
The “W1d Beasts” (Fauves)

Mati sse

Dufy

Bonnard

The School of Paris

| ate Picasso
| ate Bracque

col or.



XX - XX

GEOMETRI G- ABSTRACTI ON

Prem se: The structure of things is nore interesting than their
appear ance.

Corol |l aries:
1. A picture is not an “open w ndow’.
2. A picture is a construction.
3. A picture need not “resenble” anything.
4. The surface of a picture is a part of its subject-matter.
CuBIl SM

The reduction of natural forms to abstract shapes (Picasso,
Bracque) “Hernetic Cubisni.

The discovery of natural forms in abstract shapes (Gis).
“Lyrical cubisni The decorative use of arbitrary shapes.

Cubi st use of line, shape and color to suggest depth w thout the
traditional aids (perspective, chiaroscuro, etc.)

The | ogical question posed by geonetric abstraction: Wy relate a
painting to natural fornf

Mondri an
“De Stijl”



XXI'V

THE TRIUWPH OF “ MODERN’ ART

The Critics

The result of their battle with inpressionism

The new school of art criticism its extrenes.
The Deal er and the Cient

Art as an “investment”.
The Poets

Their curious role as propagandi zers of “nobdern painting”.
Museuns

Establ i shed institutions and their |unber roons.

Shyness. The “great” exhibitions. The cathedrals of nopdern art.
Modern Art and Education

The attraction of clear theories plus miniml techniques: R
Revolt wi thout risk.

The New Acadeny.
How nmodern is “nodern” art?
VWhat fields are left for devel opnent?

1. Synthesis
2. Conpl ete non-objectivity



XXVI'T - XXVI ]

NON- OBJECTI VE PAI NTI NG

Premi se: A painting is an object. The subject of a painting is the
painting itself.

Corollary: A painting need have no relation with the appearance of
natural objects. It can deal either with enotions (organic school
abstract expressionism or with constructions (geonetric school).

Bot h stands have obvious nusical anal ogies. Shopenhauer: “All arts
aspire to the condition of nusic.”

The background of non-objectivity in design, calligraphy.

The special problens of criticismin non-objective art.



XXVI '

CONTEMPORARY ART

The gradual shift from Paris to New York.
Difficulty of seeing beyond the critic.
The future of the non-objectives.

The “new’ cl assicism

The new public for painting.

Renai ssance in Spain, Italy, Mexico. A different “realisni, or a will-
o-the-w sp?

The situation in Asia.
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CONTEMPORARY PAI NTI NG | N THE PHI LI PPI NES

Background: The French acadenic tradition and the |npressionists.
The originality of Anorsolo. The Philippine “Acadeny”.
Voi ces of revolt. Edades.

“Mbdern” art and World War |I1. The American influence.
Nat i onal i sm

The difficulties of creating a national style.

Arturo Luz
Her nando Ccanpo
Vi cente Manansal a

The Filipino painter

Hi s training
Hi s finances

H s public

His critics
Hi s opportunity



