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PART I INTRODUCTION |

£ . 1. Pre-flight . ;
. , -

I often wonder why I got'involved in image-making in

¢

the flrst place, and have more or.less decided that it was

N

- t
because I cquld never play football or baseball or hockey as

¢ '

a youth: I never had the phy51cal\co-ord1na§;on it required.
I took one boxing lesson at the age 6f 11, ané with the fifth
punch thrown (all %F me ) I got a bloody nose. I took off |
my’éloves, went home, and drew a lovely plcture of a North
Amerlcan Blson. I took 1t to schoéol the follow1ng day in -an
effort to recoup some of my losses.

I grew up in a tiny Northern Onéariq town, somewhere
Beéweén the watershed and the tree line, It?was one of those
foul-smelling, foul—languaged,,one-coméany places whose sole

reason for existence was the conver51on of trees into paper.

‘Everybody there either identified with the men cutting the

trees or the hrees.whigh were being cut- the latter groyp
belng,a dlSLlnCt minority of which I was one. '

Our school had a lot of dusty artif1c1al Group of Seven
prints hanging on the walls. The same two were in every room.

A larger and’ even .more odlous one was a dominant feature of,

‘the staff room (I peeked). I suppose that the people

responsible- for hringing them into the building either. got’
them for the right price or perhaps thought that we would

identtfy with them, - Not so, f o

)
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Ijused to take the left-gver oil colours from my

' mother's paint-by-number sets and shamble off into the woods

to do some studies of trees, They more often than not ended

up looklng like Greup of Seven trees. Invarlably, I got the -

sensation that Just being there was sufficient, and that
there was not a man allve who could add meaning to the
experience. Not even Robert Wood. - : ’ 5
I always had a passion for photégraphs. I used to clip

out pictures £\~om the company magazine and assemble collages
from which I made drawings. They gave satisfying results i
Q?' “and I used to impress a lot of people.Wwith my sklll...until
they discovered that L had used photographs- at which time
I had to explain that the hard part'was assembling the
individual pictures; Somshowi I could never quite recover
lost griound through that strategy. Looking back I now wish
that I could have explalned that I was strLV1ng for an
", objectlve view, of society? and that the camera best resolved

this problem through... . ) N o

The truth of the matser is thst my early efforts in -

making visual imagery were designed, to entertain and place

. . myself in tbe footlights évery once in a whlle. That much
e in my life as sn artist has not changed. (If others wish to

build philoSopﬁical empires phréugh their work, then that is

their business..  Just let me... entertain you. If you show me Q_

J 7 . < .
; : your work, I hope that I too shall be amused.) Twentieth-

¢
[

century art is a live-and-let-live proposition. o
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S finely spun webs of'graphite.

% . 2. I

, In Retrospect . ’ -

I still wince at thislthodght, but have long since ‘faced

the grim reality: I am not an artist! I was prébably never
pre-dlsposed to be one, and certainly my efforts to role-
play the part.could not survive beYoné art schoolI with all
the protection and illusion it embraces. I do not:paint
enough; actually, I h§9e not done any significant painting
for almost ﬁwo‘yeérs. . The paintipgs T have done hang on my
"walls, testifying to how emotiohaily attached I have. become
“to them, and aégusing,me of a certain léck of professionai
obséctivity. But they do represent time well spent.and ..
leésogs|well learned which I think is sufficient for now.
Perhaps the.most potent léssoh which eﬁerged from my
painting experience is this: those images which I find most
enjoyabte and worth the effort making, are incompatable with
‘my tempefamepé and way of working- An irresolvable dilemﬁa.
'This showed itself while in the graduate, programme, when 'I
‘came to the realization that my paintings go through severai
stages of deveiopmqnn, with a:level_of Qcomp;qéeness" ~each
step. The'first line.drawings are enchanting with théZi .
The underpainting has an »
elusive quality in its abstractnesg.
an illpsionistic imagé which bears the mask of reayﬁpy'but
al#o the handwriting of ‘process. Quite often at this point,
I would feel the urge to step baék fifteen feet, siuint hard,

and consider the job done._ That "song in my soul" would say
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.'Come see sincere -work""{

Al
-

stop, but integrity.forced me to discover new lellels of
finish. I had to go with integrity. As Eduoard Manet stated,
"The realist does not say, !'Come eee faultless work', but,

1
5

As the surface. requlred more and more detail and pollsh

it necessu,ated moving closer and closer to the work to

achieve the level of control demanded. When the working
distance had shrunk to a mere eight inches, I knew I had
discovered the world of the photo-realist at work. Those
eight inches were confi‘ning"to the point of_euffocating: I
knew that one could die in front of the canvas as. easily es.
anywhere else. As a lifetime otcupation, there could not
possibly be eneughh'recompense for living a life of such self--

styled entrappment. "I am left only with the knowledge that I

can do it- I can make that kind of art which.I hold ip such

\ o’
high regard. Now that L know 1 can do it, tHere does: not

seem to be all that much left.

A professor of philosophy once: suggested to me, "You
will never know who you are qntll you have found meaningful
employment.” . As a teacher of art, both qualified 'and
practicing, I can lend my support to that statement. I am
willing to a@rﬁit that some of the pleaeure-I get ‘from my
eccupation is attribu‘table ‘to sublimation: my students! well-
craftéd and 1nvent.1"ve paintings would not have come into

"1

Ty

€

Linda Noéhlin, Realism (Baitimore, 1971) p. 36 -
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‘canvas. 1 have to admit that some of my students demonstrate’

‘is a tremendous reward. .

- Within these ‘p‘ages, there is'very little information which

1 . : ’ ‘
AN f 5 I

” |

. ‘ o .
existence weré it not for my instruction and guidances(But 5

the involvémént with people offers so mucﬁh more challenge

*

_than does trying to improve upoﬁ a pure'vyhite, ‘newly-stretched

more. potentiai than 1 ever.dared:.wish for at that age’, and - |

helping them develop their skills and ‘realize their aspirations ' ‘

A¥
i

As a teacher, I am obliged to interpret and explain art
as succinctly as my resources a{l;ow. -The students want and .
expect this, and I strive to meet their expectations at a L

level which is within their grasp. This#is a teacher's ,

.primary function and responsibility. However, as an image-

maféer, I do ribt believe my responsibilities went beyond the, -
work- the hegr'ee_ to which I was satisfied with it, and -to

which others were amused by it. The amount of knowledge
accumulated in the pr"bcess_was pafamount-— copyi"ncing others

1

of the relevancy of my discoveries seemed trite at best,, v
inconclusive at least. . - . '

’ Finally of course,ethe merits of." one's artistic persuits,
will ‘be judged by onlookers, irrespec¢tive of the artist's
persohal assessment of his success in the. ca)use-and-effect

process; 'Hopefully though, such assessments would stem solely

from the ‘workj and not from whatever 'patter' which follows.

directly or indirectly adds to the contents of the paintings

upon which it is supposed to be based. Each of the works .

-




N\

a
* . ‘o
. .
* a
. o D
’
. N N

S e Mg

“ was designed to be complete within itself. However, as I
" have pried to do with my paintings, I shall try to make
this product interesting to consume. This will be justification

, ‘ enough for its having been done.

-~

Py

3. Waterwings s .

When 1 firs‘t undertook studi‘eé at Concordia University
| ('Sir George' as it was known then), TI was a full and active
participant in the earnest but good-natured bantering which
went on between th‘; Qormalisté and the abstract—expressﬁonistsi’.
There was no other: show in town. We‘ were all trying out our
_new-found vocabularies; swimming in a vast: pool of v{b;i and :
o ‘1itere§;r backwash originating frpm art joéurnals and the volube |
p;‘OfESSOré under whom we studied. Of note, we learned the‘w . : L
» colour 's@fmould squeek, red and gr:eep look real swell together, : .,
art is about art and that more is less. This last concept
above all others, led me to reasgpss what' I could or should ’ -
" be doing on this educational excursion. For it seemed almost
axiomatic that as an arm;.st'.s. imagery became §implified in s
terms of the amount of data he inserted into his work; his

e 3
verbal and literal arsenal became amplified; detached and

O

removed from the ha;:t.ual business of making pain‘tings. Making

objects,, rather than explicating them, was my main-interest.

© A AT e s

At the end of the first year, formal analysis and v

dissertations about the nature of Western Capitalism were

gt s &

becoming tedious and threadbare, and I found it increasingly

. difficult to build art activities around social comment,

~ -
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spiritﬁal insights, or the lateee edifionfof Artférum. The B '
"signs and codes of our times™, which is -what one instructor ' g
called them,-had exhaustea themselves of all meéning. As.an ’
alternative, I turned to the investigation of my own life N,
experiences and environments for subject matter, a”fecougse
which came naturally but with some difficulty.

I was not alone in my frustrdtion.b Cluny Maher, a
classmate: was also interested in figurative art, and the two
of us found mutual support in the face of aﬁ'indifferenth g

$

school community. He was interested in.Andrew.Wyetﬁﬁand Tom
Forrestal all the while he was dutifully making his hard- *
edge paintings. Unbeknownst, he was develoﬁ?ng a technique

for making graphite drawings from black-and-whiteophotograpﬁe.
I found them apéealing,“and eaking up ‘his initiative, I
pro&uced.a fewsd;awings of my own, although the subject Eabtér'
reflected his concerns.’ l | ,

It was he who got me out on photOgrdphic field trips..

. ‘ L -
For that purpose, I bought a umsed Minolta 35mm. camera, which A

L , .
I still use’. He owned a car; I did not. Consequently, where C ;

he wehtT I went. In the summer of 1972, we spent a lot of.

PR

time poking through deserted railway statibns:'dilhpidated
- barns and the rusting hulks of steam locemotlvés of St~ |
Constant, Quebec. Wﬂ/le doing.so, I beﬁgme empathetlc to ) . '
what he was doing but remained unsympathetlc. His subject

o
matter was too far removed from my own experiences to allow

for the kind of concentrated.image I sought. . . <:

*




|
By the end of that summer, as I had a lot of photographs
built around the rallroad theme, I began to put.them to use,; "
, . sifice after all, they were now documents of experience.
At thls time I redlscovered a book I ha:wbought almost
" two years earlier contalnlng twoLreproductions of paintlngs
by Alexﬁgolville, "The‘Horse‘and the Train", and “Family and -
-+ ' Rainstorm”. Needleés to say,kthe former embraces ObJeCtS
which I had observed.that summer. I .stared for hours at that
little ?rlnt, transflxed., I cduld see how everyday obJects
when placed together under unusual c1rcumstances took on a
power whlch ind1v1dually eluded them. ‘The 1mp11catlons
derived ;\Bm doing. this’ sorq\sf thing seemed eﬂdless as the
“unspecified secondary information went beydnd ere hokge) }nd

)
trains.

N

It.is significant that during one of our{last outings
that summe¥, I was witness to ene of the strangest events I
., have ever seen. 'While driving down a country road lined with
“« Wyeth fields- of grass and-Colville railroad tracks, I glanced
‘ out the Volkswagen window and saw. a fra11 white-halred man
sitting in a bus shelter, reading his newspaper. It might have

passq\\me by were it not, for the fagt that the man was formally

dressed in a stiff black suit, topped off with a bpwler hat.
o

.‘ : Now when: had I seen that before? Probably pever, but the- acute,
' suprised recognttlon factor was probably preconditloned by

Colville's paintings, and those ofﬁRené Magritte which'HEre_

: | reproduced in a newly-released book by Ballentine. =

.9‘ ..L . I 7
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+ « I think this book is worth a mention, as it became my
. * {

"(bwgnfense of self-imﬁorcanbe, I busiqd myself with ‘the

It

)

standard referéncq text for the following year; I could see

s

-

once again how commonplace objects could be played off against
each other with gﬁwildering results. I -was detérmined to find
the key to Magritte's percepplon of the real world. So wi£h

4+ -

equal portions of bravado and ignorance, I returned to'Lhe

"university with a new mission in art-andg all the footnotes I ' ‘

might require. I was convinced that art, as'Cblvillg stated,

grew'oht of art. .I reniain _cohvinced today, '
A major stumbling block lay ahgad of me. The university

teaching staff had so purged itseff of "na;rative baggage",

that there waé nobody there wh¢ could or mould show‘mé How -

to go about rendering naturallstlc images in paint. I had to

develop these skills on my own, and in collaborgtlon wlth

Cluny Maher and Rudy Sparkuhl whom I was to meét later that

yeéi. .Apart from the information and pamaraderlelwe shared, &

being one of only three people in ﬁHé university'involved in .

reaiism had advantages, not tﬁe least'of which w;s the attention E

it got us. 1In those days, being“differenﬁ meant being radical,

é much-sopéﬁt commodity, and that was a definate ngus“.for us,

Finding myself perversely accebtgble; and in a small group ' T

which attracted ;tbention, T fell into a trap of my own making.

Feeling the need to justify what I was doing and enhance my

psycho-gn;lytical concerns ‘of the surrealist school to which

I had now attached myself. I studied Freud with all-the
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) Mégritté painting, and assorted objects from indefinable P
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paséidn of a neophyte student of psychology.
. L

w

) Iq the third ypar of the undergraduate prdgram, I bought
a seébnd, larger bbok on the work of Magritfe, Jane Helen \
Dow's book on the art of Alex Col§ille, two books on dream’ . "r
analysis and interpretation, Cirlot‘s dictionary of symbols,
Abram's éncyclopaédia of thehes and subjects in painting, and
CarlAJung's "Man and his Symbols". While now possessing more
documentétion %%r the legitimacy of my activities, I also had .
pleﬁty of ammunit'qn for the verBal ‘bantering game.

‘ * For the remalédeerf that year, I continued to busy

myself with my Surrealistic concerng, and over the following

! .

_summer, perhaps persuaded by a professor's honest passion for

Ry

e T

the medium, produced a painting in oils. This was a departure °°

f "..A / .
from the acrylics I had hitherto used exclusively., A book I
¥

had bought that summer, illustrating and interpreting the

3
¥
g
1
|

work of Salvador Dali contributed to the switch. Using a ‘
combination of Dali and Magritte imagery, I finally waded in -
over my head. | .
Using a black-andi%hité photograpﬁ of aml950 Plymouth
borrowed from an adﬁaintance5‘a picture of a White Egret in

fiight from a -nature book, a statuesque femdle form from a

sources, I assembled a landscape fraught with death imagery,
which I did not completely understand, but enjoyed discussing
anyway; That year, quite unsolicitea, a student asked me,
"Is your mother dead?" Her obvious concefn, apparedtly drawn

e

’

TR - + Sy SN B R, -

gy o RESE DT S o A ol

B AN G (T A AR i

g - PO S Bt T



11l

from the content of the painting, shook me, and the absence
of any worthwhile explanation for-having made theé picture
left me unnerved and feelidg exposed. It was at that moment

.ot

I admitted my superfic;al excursion into SurrFaiism iacked
ihtegrit} which precipitated anbther re-assessment of my 0
objectives in art.

To digress a little, Cluny Maher and I once again took
seVerél field tripd daring the summer of 1973. The hunting
grounds had fiot changed, nor had the predictability of the |

Sub ject mdtter.‘ But 1 had culled one photograph wdiqh was of
particular intereé: ﬁo me, taken on.a highway near Huntington,
Quebed in a driveway beside a'middle-aged aluminum-sided
c brick-~ veneered storez7and -a-half house. At the end of the
) driveway 'squeeked' a tlny weathered b;rn in front of whlch

was parked an immaculate, two-toned 1953 Bulck with an "A Vendre"

§

51gn tucked. in the w1ndshield. Tﬂe car, the neatly trimmed *
hedge, cllpped lawn and ashphalt drlveway were all crassly

out of place withif the rustic rural setting. Ih a way, the
scenéwpresented a 'surreal' quality:of its own. I took .
\sevéral‘éhot§’of the Buick, in part because my father had owned

' ene similar to it, azd in part because I was infatuated with ~

" the sparkle of the car's surface.

¥
r—

For economic reasons, I was working with glide film, .

the viewing of the exposures was so awkward, -the Slide got-

- %4 .
tucked away, almost forgotten for §eyeral‘weeks while I
worked on the-painting of the 1950 Plymouth..

.

w ¢ B em——

which necessitated the use of‘@.hand—held {iewer. Because ,

c TTE et ittt st " - >
(S - ! Bunae o0 SVVERE IR &
4 TR el S i e A 138 AP AN Pl e s = T ORI IS




; o 12
The image of a 1950's model.éar was very fashionable at

this time, as a nostalgic rev1val of that decade was in vogue.
Rock and Roll)musnc was once agaln gettlné aéipiay, "The Goon -
Show" had been ressurected as "Monty Python's Flying Circus",
and the film, "American Graffiti" was ig the can. :But despite
the overwhelming evidence’to,tﬁe contrary, I convinced myself\
that my personal interest in this image was strigﬁlyp“pure",
representative 9f what I_now wanted, to pursue in painting. The
1950's, I ratioﬁalized, were my formati;e years, the source of
my current perceptions ;n life, and it only made sensé to |
investigate those years through phobograbhy and painting. ' Thus
emerging from m& brief infatuation with surrealism, I turned to
my childhood of the 1950's for subject hatter, hoping that the
spgcial"child—like way of seeing the world, would somehow be
rekindled, with (all‘ its na;’we.magic:s and mystery. This, I

reasoned, would enable me to produce imagery with those same '

qualitieé which made the art of Colville and Magritte'so potent.,

t or

N
: Finding A Dead Cat i
. 1 Kid with a stick- a natural’ thing
" To smash the dusty roadside thatch
. ' Exposing the grave of a grisly cat.
Dirty old boot-rag, gnarled and stiff ' .

Smirking beneath uncounted rains
Glazed eyes glaring into noon-day heat

- Grey tongue jutting in contempt of laws =
Which rule the firmament.

Perversely allve maggots crawling
Bugs that dig and lap and suck
‘Descending upon that juice of- life
Within the parching, shrinkihg hide,

}
{
{ .
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I wrote this poem, and several others in the Fall of
1973, just prior to beginning my firSt phoﬁo-reaiistig
painting. it‘was representative‘of'my efforts to iéolate the
more trenchant experiences I. had as a éhild in the hope of
stumbllng upon ‘interesting subject matter which could be
found intact twenty years later. As Colillle stated, and
Irving Layton later repeated, one's experiences as a child
are more potent and poignant than those of'later.years, onq?‘
\wedgad learned to think of things in terms .of funetion, rather
than as things to be explored. In a way, this was the sort
.of thing I was attempting in my 'sufreal' oil painting: the

.car depicted was almost identical to one I had been in when

two years old. There had been a serious accident, fragmented

" images of which I can still remember. The new photograph of

%he\Buick had dirgct links with my early years, with my
gxcursion.&éto the wasteland of metapbysics, my immediate
environment, and a new mainstream which had emerged in, the.
United States.

The November issue-of Art In America had just been put

on the stands, and for me, in terms of my needs, its arrival
could not have be;n better timed. There, in exacting Qetail,
were paintings of rusting Chevroiets, gleaming Volkswagens,

plmple-scarred faces and take-out stands, all ‘parading under
the banner of "New Reallsm" The content of these palntlngs

was of considerable importance, and I shall deal with that.

n k] /

o

l§§97, but of more immediate concern was the fact that realism
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was now being called "néw", and given top billing in%
bonafide journal of art, I now felt free to proceed Witﬁ
the making of a painting derived ;crupulously from a sipgle
photograph, knowing that a historical precedent had been SN
set. The institutional approval, I felt, would be requireq
of me by the university, which filed Realism under the
heading of "Black Velvet",

The painting of the Buick, which I later tit;éd,
"Little Bride Bleu", was done by projecting the slide directly
onto a three-~by-four canvas, a procédure i hdd read about in
th articlé (I do not think that it would have occured to me
otherwise). I\%hén took the slide to a photography studio and
 had an enlargement -made from which I worked duriné the painting
process. I érinned to myself, in Lhecknowledge that my own |
art concerns had ledcmé away from the mainstream of 'current '
art activity at the ﬁ;iversiﬁy, and had coincidentally landed
me in another wvogue. But I was involved in the radically
different, all-new Photo-Real?sm, secure in the thought that
there would be few students at the university who would
endeavour to swamp me in-this new painting game.

The egaearing difference between this movement and all

e . ’
ather ongoing "isms" was the refreshing lack of vaulting

9
\intellectualizaﬁion within the new realist camp. Literary

pieces which purportedly dealt with the artists' works were

more concerned with describing subject matter and processes

than attempting to analyze and explain why‘theyﬁwere being done.
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b\

“

The superstructure of ﬁrt critics and 1ntellect§hls had not
yet made the transition from the conbeptual to the concrete, ‘
resulting in a literal and verb;l void across the entire range
of new art. Feeling. the ne%d;to divesénmyself of the role of

soothsayer and magician, I welcomed this change gratuitously.

’ inﬁprmation:

whém I overheard muttering it dpring a similar interrogation.

perhaps a little guilt, I remember thinking, "THE RULES HAVE.‘
\CHAﬁGED, BUT IT'S THE SAME OLD GAME". There were many Qore
issues I waé'trying to fesolve, but giveA the new task atmhand,\
it just did not seem appropriate to discuss them. I simply -

'~ “wanted to paint. o e - -

s .

I could now concentrate on improving my technique while |
‘producing what I thought would ptrobably be my%ﬁ%rst meaningful o ;
image. Iﬁ keeping with the new part I had to play, my resbonses

to students' inquiries became clipped and without superfluous

"Why are you painting this car?"® ' .
"Because it was there." s .
"] like your colours.” o

. 7 ) "

"Thank Liéuitex~and Kodak."

"Why did, you leave a white border around the paintfhg?"'\

"Because the photograph has a white border."
"How do you find the patience to work like that?"

"How do you not find the patience?"®

L S b S R

This last response must be attributed to Rudy Sparkuhl,

¢
Then in an "Existential Moment" of enlightenment and

% . - " .
N .
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uAfter having become exposed to that issue of At lﬁ. LR
America, my first instinct was to run sround the city of -
O ' Montreal and take ws many Canadian equivalents to ;hese

American picteres as I could find., But the length of time

it took to complete one painting left me reassured that this .

9
[

could wait until the SnOW melted (you do not put snow in a
pieCe of Phot;-Realism). The scope of possibi%ities seemed
endless as later publications were to confirm. I had not yet
figured out how I was going to retain images of my past on the
photographic negatlve, but I was sure that somewhere in the
City of Montreal and the outlying areas, that subgeet matter
existed. It was simply a matner of g01ng out and finding it.
However, my preoccupatlon w1th the past was about to
‘crumble, In the Spring of 1974, I went on a student field
trip to NeyﬂYorx City, which involved an overnlght bus ride.
Throughout the night I con31dered all the notlons I had about
“ the city apd the art treasures stored there. ThlS meeting
with New York would be my first encounter with the real world

-

of\Big:Art. ‘By the time we arrived the next mornlng, we were . -

r

more drunk with- ant1c1pat10n and speculation, than we were

‘with the ~apple cider which was circulating on the bus.

© All around us were the glorious evidences of the decadent .

RTINS

American materlallstlc society about whlch we had heard so
much. Massgve.expanses of glass and brass plated the stores

which ﬁroudiy d#splayed their wareg- replete~with gentlemanly

s

uniformed doormen, WAvenue of the,Americasfﬁiocked rows of a -
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office towers like lines of oversized dominoes while Broadway

¥ f
presented itself in ‘something less than travel poster form.

The monyments to Frank Lloyd Wright, Marcel Breuer and

Philip Johnson contained what we had come to see: the-hisnory

of Western art- in twelve hours. We started at the Metropolitan

Museum, spen&ing several houré léoking at Rembrandts, Bochs
and Bruegels until our eyes watered. After a while weqbecame
imune to them, thréugh over-exposure and perhaps a little
shell~shock. We proceeded to the Guggggheim, ngtney, and
some small "indepgndants",‘gnd finally to the Museum of Modern
Art, : . |

It was here that I was to make my first meaningful
discovery. The paintings of Mondrian Qére quite messy. "Why",
I mused, "did he not bother to use masking tape? The‘edées
would have been so much‘cieaner." One of the immortals had
bécome';osseséed of mortéiity, and I realized just how

deceptive art book reproductions could bé. I saw my first

genuine Magritte painting. It was as perfect as I had hoped;

1 reached\out and touched the sacred vessel. To this day I

can still feel that moment. of anticipation and contact.
There were other pleasant suprises. Monet's "Waterlilies"
with its grandiose scale and broad sweep of the brushwork °

held my attention as well as any other work I had seen. So

L) i : s
too, Picasso's "Guernicd" was a focal poifit while a large

Jackson Pollack canvas took me by supri;e:kl actually.liked

it. This discoveéy led me to the conclusion that the literature

ey T cv
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which purpor"c,edl:,:,"explains'i an artist's work is of value

only if the reader;is‘interegted. - The painﬁing gained its

strength from the fact that it was interesting to look at,
in spite of whatéQer may have been written or said about it. =~ f\
I took severﬁi photographs during that one day in Ne% : 3

York when I felt inclined, butrthey were largely of the‘ | C { .
souvenlr variety. However there were tlmes when 1nterest1ng : Ve ?
subject matter presented itself but was left unn;%brded.
While walking down a street with Rudy Sparkuhl, I came across
a derelict who was standing on his head in;a small alcove |
in the side of a massive'b?ick wall. his pants were split _
open at the,cfotch, displéying his genitals to an amused
public. Taking a pictﬁke did not seem appropriate. A fat,
acne-ravaged young woman sat for her'portrait under the

~ soothing hand of a pastel artist. I did not take a picturg.
Another young woman, wigh all theﬁicy beauty of an Athenian
godess, sat in flowing robes, playing her cello to the
d?treamiing passers?y.' I did not take a picture but now Wish.
; had; . ; ‘ ‘ (

I did take a picture of a hot dog vendor and so did Rudy
éparkuhl. Rudy made a painting while I did ﬁot. .I took a_
‘picture of Times Square at night and he quickly followed. He

. made a painting while I 'did not. I took a picture of an old
discardéd stove ouﬁ in an alley. I have ﬂot yet madé a paintiqg
but might do so in the future. My preferencés in terms of

. \
subject matter were becoming clearer. On the whole, these

- [ s,
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'objects and situations wére too far removed from my own:
experience to hold my interest for the length of time required
" to paint them, Paiqting them simply because I had been there
was not enough. New York was fiﬁ%ifpr Richard Estes, but I
left with)mixed'emotions:'en{hralfé&;with the Mecca of Western

art, but clear in my own mind where 1 had to look for meaningful

subject’ matter. At midnight, we boarded the bus for home.

‘ ';ﬁARTfII " HISTORICIZED ANECDOTES

¥

The information I have related thus far, brings me to the
point where I must deal with Photo-Rejalism and some of the
perceptions of the act1v1ty I have absorbed since working in it.
Some of thee«importance I affL\_gJ the meticulous recordlng of
the environment stems from its being a time-honoured tradition,
with implications which go beyond mere process and product.

Its place in history, the reasons fof its Qﬁgfgence/at this
time and place, its relationship to other'contemporary art

forms and its self~avoﬁed intentions all pose problems wbich~

I shall endeavour to relate through my own pe;ceptlons. This

section edits the information I have gathered and the

conclusions I have drawn.

4. Reality and Realism

»
¥

The nature of reality is of course, related to the
general direction of this paper, although such a discourse
is outside the limits of intent. I have vague memories of

. - f
) [

b
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‘participating in such discussions in the past and of'having
become frustrated and bored rather quickly. One such.exchangg
revolved around the socigl perceptioﬂ/of reality, ormmﬁre
accu;ately, the modifications that one's social conditions ) .
makes to that perception. My ﬁormentor took thelposition
that an Eskimo would become totally discriented in our modepn - .
world of right angles ahd accelerated épeed (1 hé?g since
learned that this proposition is without féundagiéh gecquse
the opposite has been prgven true). My position was that
‘while an Eskimo might have experienced something akin to'a

+

religious experience while doing 120 m.p.h. in a streamlined

sportscar (a concession on my part), he most certainly would
have been able to find the door and climb out of the car. ¥
#The' implications are clear. For despite individual and

cultural §iTferences in the way that modern Western man

perceives his environment, and the way the hypothetical

AWmr s g

Eskimb ﬁergeives that‘same environment, both function with Vs
relative co-ordination and safety. We, and the Eskimo, know .
that if we put our hands in open flame, we Wlll burn our . ' :
flngers, we all shield our eyes from wind and glaring sun,

* and we all ultimately try to avoid death. Physical phenomena -
are‘consistent enough to permit and warrant scientific | *
'investigation and mensuration;'s rely our experiences of
these phénomena are -the "stuff" ‘of reality. -. ° -

The view that the nature of exlstence should be investigabed

through science was one which had major phllosophftal impact

P
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” «

in.19th-century-Europe. William James, the formulator ' ;
and chief spokesman o{afragmatism suggested that ideas °
have value only after ﬁhey have peen‘publicly teéted and
proven true, a direct reaction to the tuseless’ metaphyéicbl .
bhilosophical approaches thriving at the time (how many fairies
;- GAN dancg on the head of a pin?)] and consistent with the '
mergence of science as the domiﬁant shéper of the modern world, |
is repudiation of the magical and mystical, and subsequent
acceptance of Pragmatism by the art commuﬁity, wds one of the
.prime motivators beﬁind art's qhift away from,%he various . v : s
Hidealized romantic forms wh{// ‘

h functioned within pre-

sclentiflc concepts of reality.

The, concerns of lgéﬁpcentury reallsts were ‘many and varied,
nbt the least of whlch was the search for a contemporary,_ )
inségntaneous image to represent their epoch. Lofty.intelléctual
generalizations were scorned in‘favour of the factual récording-
‘éf particular, comparétive y mundane events which represented

bourgeoié life at the time\q Art was stripped of rhetorical,

supernatural co?tent, and dventually completely transformed.

_‘When Courbec was asked for, his opinion -of Manet's Chrlst

% . L sz - _
S T s e LRI RCY ;. S, R P SRR
N

. and Angel figures, ‘he said -simply, that he could formulate
no opiﬂion because .-hg had never seen an angel. Historicized
anecdoteé executed in the grand manne} now gave way to the
humble and the Lommonplace rendered in monumental scale. '
Thus it became the-role of the artist, somewhat like an empirical

scientist, to be a recorder of events, without emotional

‘o

» g - . Mg a s ——y AN sy,




[S
[
Y
N,
e s s,

.
* v . .
- o N ' : 22 - (
s . "
¥

LS f ~

af intellectual prejudice; a gatherer of information about -

the microcosmic ‘and'macrocosmic, with equal fidelity and T 8
/ “ " objectivity. Zola wrote in praise of Monet, "Hg knows neither .,
, ‘ how to sing nor how to phllosophl e. He knows how to paint,
‘ 2 . ’ .
.  that is all." /' //f\iB )
f ; N .
) The photograph played a major role in the shift from : ‘
/ : : e

Romant1c1sm to Realism, Just as it helped determine the shape

‘which its products took., Delaroche remarked,upon seeing his
‘ - ‘ ' o 3 vt ' ‘
first daguerrotype in 1839, "From today, painting-is .dead!", A ’
. ra r . ’ » B ) v
+His comment was a liptle overly-exuberant and certainly.

premature as was witnessed by the realiéts' embrace -of phe

R

A photograph as ah indispenéable’tool of their craft: Uggas, ;
. Manet, Daumier and countless_others through Turner and Picasso \ ‘

used it as an instrument of'information gatheringw Even'thoqgh

-~

12

the photograph was berated by the establlshed art CrlthS, qs

belng the essence of visual vulgarity, the very 1dea of using ‘

s
A y a technological device- the product of applied science, »
- ' certainly would have appealed to the .19th-century realist. . o - ﬁf
W \ Itwafgr?d'a quick, diépassionate translation of visual reality,

‘which they so eagerly sought and often slavishly copied
“ Shades of Photo»Realism! S - /

&

»
LTI

2 K N ' ’ LY R y . ' ’ )
Brian Coe, The Birth of Photography :(New York, 1976), , ;\
p. .17 - “ . * ' R ‘ ’ ’

3 f . *

L Mario Amaya, m%%‘_ég:g (London, 1965), p. 22.
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: soﬁght-to more fully understand the world by recording it as

nGregory Battock (New, York 1975), pe 113.- | ' -

23

Ironically, the sedrch for meaning in objects-and situat-

ioné, led to the 19th-century realists’ discovery that in truth,
[ 4

. they were trying to deceive the viewer into thinking that a

two~d1men51onal surface was three-dimensional space. Thus,
the orientation of art became less concerned wiph,tﬂé\inxesti-
gation of one's environment as it was with the éxplofation of
the nature of Eaint on canvas. S5ays Nochlin, "Ever since
Maurice Ignis proclaimed in 1890 that a painting was eséeﬂtially
a flat surface covered with colours, assembled in a certain ‘
order, befo;e it was a- battlehorse, a nude woman, or an anec-
dote, realism has fought a losing battle for inclusion wiihin
the ranks of a&an&;garde art." It would appear that Reallsm
fathered Impre551onlsm, which in turn start@d the chain of
events which almost a century later, found realism-in the fore-

front of the avant-garde.
5. Hierarchy of Subject Matter

From as far back as.history has surveyed, artists have
accurately as possiblé. While political and social conditions
brought 19th-century Realism into notoriety, illusionism in
its many forms has been traced back into antiquity. At a stage
in their development, both ancient Egypﬂ\gg& Greece embraced

. . ' .

-
" -Linda Nochlin, "Realism Now," ‘Super Realism, ed.
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) \
illusionism. From Greece c®mes Pliny's anecdote of Zeuxis,
whé is said to have painted grapes so convincingly, that
birds tried to peck at them., Whether or noL this tale is
true is open to speculation, but it has held aé a éymbol of
the intenti6ns and aspirations of illusionistic painters \
ever since, -

Even in'Grceée though, the classif4cation of illusionism ’
into megalpgraphf, with its grand depictions of Qigures and
architectural structures, and rhyparography, with its flower

pieces and(obstensibly minor themes, predicated the‘19th and

. 20th-century dilemma as to what constitutes a "worthy" art

image. While both types of work enjofed financial .success, "the

practitiqners of grand manner painting looked doiwn upon the

others with condescension."™ Whether or not the importance of

the subjecﬁi&atter should have a bearing in asseéssing the value

of a work of art, remains to this day, a philosophical groblem.

More interesting perhaps than the devices employed by /

+

" tromp-l'oeil artists to deceive the eye and beguile the mind

was the subject matter.they chése to depict, giving the

viewers of later epochs the opportunity to better understand
the‘milieux of bygone eras, through phé’objects they produced, i
Of note is the 18th and 19th-century phenomenon of "papyromania®,
ref;rriﬁg to the proliferation of varying scraps of paper,

letters, tickets, books, train schedules and pamphlets as subject

) M. L. d'Otrange Mastai, Illusion in Art (New York, 1975),
p. 37. - s
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matter in trompe-l'oeil works. Art historian d'Otrange Mastai

suggests that the visual arts were using the printed media as

symbols of mass communication; which saw the printed page
become available to a broad social base. A common link emerges
here between these artists, and the "new-realist! Pop artists
of the 1960'5, who used the 1mages of commerc1ally printed
material for that same purpose, thereby bridging the-hierarchial °
gap which traditionally existed between subject matﬁe}-which
was‘conside;ed too M"tivial, and that which was accepted as

socially significant. : ' : . :

6. Realism as Reaction . [

The New Realism of our age is by no means an isolated J )
accident, nor is its emergence unlike that of the realism in
the past century. The shift from' Impressionism to Conceptualr /K:%

ism featured, above all else, a move away from scientific thought .

R

in art, towards the ethereal intel}ectual generalizations so
inhereht in 19th~century Neo-Baroque Romanticism. New Realism é
has feacted to this shift by dealing with the concrete truisms ‘
of the material world; a complete 'about-face' reminiscent

of their 19th-century forebearers. When Roy Llchtensteln was

asked, "Are you anti- experimental?", he responded like a true

™,

ggéizst: "I think so, and anti-contehplatlve, anti-nuance,
anti-getting-away-from-the-tyrrany-of-the-rectangle, anti-
movement-and-light, anti-mystery, anti-paint-quality, anti-Zen,

and anti all those brilliant ideas of preceding movements which

i -
o . _—~ .
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- X s ‘ 6.
everybody understands so thoroughly."

Perhaps one single piece of writing which might be

representative, of the sort of thing to which Lichtenstein

was objecting, is "Art as Art Dogma Jart 5" symbolic of
B }!
non-visual art content’

...Slmp11c1ty in art is not 31mp11c1ty
Less in art is not less
More in art is not more
Too little in art is not too little
Too large in art is‘'too large A . ‘
Too much in art is too much . \\('
Chance in art is not chance
Accident in art is not accident
Spontaneity in art is not spontaneity
Pushing in art is pushing
Pulling in art is pulling
~ Heroism in art is not heroism
"Hankering in art is hankering
Hungering in art is hungering... 7

+

.

Evident in this piece of writing is the formalists''
standard of taste and almost single-dimensional way of dealing
with the}painied image; a standard whic¢h they freély apply to
all art. The orientation (or perhaps "systém" is a better word)
is almost singular in that quite apa{t from théir self- . b
broclaiméd subscriﬁtion to objecékﬁg/detachment; there runs
through the system a common assumptioqi that the viewer is
aware of the‘psychological and metaphysicai'references

necessary to understand what is seen. Art Critic, Meyer
‘

o

6
. John Russell and Suzi Gabllk Pop Art Re-Defined
" (London, 1969), p. 92.

7 .
-Ad Relnhardt. "Writings, " The New Art, ed, Gregory

“Battock (Toronto, 1966). . Pe 175-176.
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Schapiré quotes Whitmadk stating that, "Whitman's description
of God as a square depends upon his intense vision of it as a
live form: !

Chanting the square deific, out of the one advancing,
Out of the old and the new- out of the square entirely
divine;

. 90lid, four-sided (all the 51desrneeded)...from this'

‘ side Jehovah am I. 8

He continues by extracting a segment from Tolstoy's ‘ ’
» o

Diary of a Madman: ' ‘ ' ) - \h4/ 
"Something was teqr;ﬁg my soul asunder but could not do

SO.as Always the same terror was there- red, whte, square. \\N

on

Something is deing torn, but will not tear." \
Flnally in one sweeplng gesture which puts the onus on
the reader-v1ewer to sort out the various imollcatlons,

Schapiro concludes by %gying, "I shall not conclude that the

. t

circle or square on the canvas is, in some hidden sense, a -
religious symbol, but ragther: the’ capacity of these shapes

to serve as metaphors of the dlvine arises from their living, %
10
often momentous, qualities for the sensitive eye."

-

Perhaps these cross-references made themselves most

—~
~

conspicuous in the person of Jackson Pollack., His subscription

to alchemical and mebéphysical properties of colour and paint'

8
Meyer Schaplro, "On the Humanity of Abstract Painting,"
Modern Art (New York, 1978) p. 230.

{
*»

9 , :
Ibid . 2 |

10 .
Ibid '
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and belief in the notion that art should be an unconscious ‘
act controlléd by nebulous forces; did a greét deal to
expand the supernatural in art. TheﬁNew gealisis did not

. - disclaim the truth or sincerity of such beliefs, but said

that without froof,rsuch tenets were without value. -If s

‘such ideas had no proof, and thus no v%lue, there was ﬁo place

“for theh in painting. They returnedlto known entities {(new

‘cars are shiny), and social truisms ksome fourists carry

-~  cameras) for subject matter. #
‘ '@owévgr, while the New Realists were solidgfying their
imagpry and objectives, the 'Modernist March!' continued.

Quite apart from their belief in the spifitua%ity of colour

(according to Montreal painter, Nolinari), later &odernists

conggnued the drive towards increased abstraction until the
__A'ridding' of the object became a.goal; art was becoming a

cerebral game,land a gregt~deal of the sport of it depended
. upon the viewer's understanding the myriad of theories upon .

which the pieceé were founded. Clement Greenberg wrote, "I
. repeat that art does not offer theoretical demonstrations.

~ It could be said, howevé;, that it converts all theoretical

possibilities into empirical-&nes, and in doing so, tests
: inadvegtently, all the th@ories about art for thiir relevance
{ to the actual practice and experiencing of art." The

distinc¢tion, like that of Schapiro's is a mute one indeed.

. 1

1 ;
A Clement Greenberg, "Modernist Painting," ed. Gregory
Battock, The New Art (New Ygrk, 1973}, p. 76.
. N
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Un&oubtedly, the ultimate paring of aesthetics with an
intensification of metaphysﬁéal rhetoric came with art povera.

With a. belief that "true artists help the world by revealing
' 12 . »
‘mystical truths®, and a determination to completely erase

aesthetics from art, in order to destroy the art "establishment",
the conceptualists had taken modernism as far as it could go.
Hohever, Rosenberg points out the fatal flaw:

The. uncollectable art object serves as an advertisement
for the ‘showman artist, whose processes are indeed more
interesting than his prioducts, and who markets a signature
appended to commonplace relics. To be truly destructive of
the aesthetic, art povera would have to forsake art action
for political action. As art, its products bear the burden
of being seen by non-believers who musSt be persuaded to
respond to them. But to make a fetish potent outside the
cult is precisely the role of the aesthetic. 13

3

—

With Clyford Still's black painting hanging on a black
wall in New York's Museum of Modern Art, Malevitch's canvas,
"White on White" stripping art content in "The Art of Thé Real",
and‘the'conceptualist's drive to rid art of all objects through
the use of video and earthmoving machinery, the art world was
ready for the volte-face in direction which the New Realism e
offeréd.

But the new waﬁe{was not gratuitously accepted in an
art industry banking on modernism, because to a ﬁarge extent, .
Ngw Realism laid bare the modernist my}h that art, like man

himself, was on an evolutionary course, with the various "isms"

12 '
Harold Rosenberg, “De-Aestheticization," Cregory
Battock, ed., The New Art (New York, 1973), p. 186. 4 .
13

' Ibid., p. 187. \
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of theuZOth cehtury leading inexorably tqwards some ideal,
pure form of art, free of all incumberaﬁces'of process and
: 3 product., With this\simple gesture, the New Realists affirmed
' that new directions in Modérn art have usually been a respoﬁse )
.of dissatisfaction with the art which breceded it. (The
rallying cry of the 19th-century realist was oncelggain making
itself heard: "I1 .faut étre:de son temps!" {Nochlin)
Twentieth century realism has been with us all along,
”but apart from briefly surfacing under, the guise of Pop,
which eventually evolved into Photo-R alism, has remained‘
. beneath the worthy consideration of gingtream priests and
djé> profits. Undoubtedly, Pop's acceptaﬁce as a serious contender

in the art arena rested in its apparent adherence to the : ;

modernist credo that the retention of the’flat surface was

an artist's uppermost problem. In his essay, The ﬁainted ' )
s

s mam e

Word, Tom Wolfe suggests that Pop artists were realists "in
drag“; while professing a concern for flatness, this thin
veneer masked their cheating hearts longing for realism.

This hypothesis is partly born out when looking at their work

and the critical reviews of their contempcraries. Amaya -
writes that Rosenquist's main virtue lay i "his vir uos;\\2

hahgling of two~dimensional illusion and his brilliant, ability

14
to compose with structural conviction.”

’ The flat appearance of Pop is not suprising, since the:

subject matter was pr&marily the two-dimensional printed

14 :
Mario Amaya, Pop As Art (London, 1965), p. 96.
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\ . surfaces spewed forth bylt,he commercial image-makers. Typicélly, o -
Lichtenstein attached himself to-the comi'c book aesphetic, .

usiTrfg it to depict his subject matter- often the comic itself, _

in that flat and §hallow manner.  Perhaps he reached his
*zenith in his work, "Little Big Paint%.ng", a tongue‘fin-che‘ek
look at Abstract‘ﬂxpr‘essionism. Peter Blake in his "Got A Girl",
t:akes a similax: good-natured gibe at Kenneth Nolan's chevrons,
twhile collaging above the larger sections of paint, dctual
commercial reproductions from "gnirlie" magazines., Indiana and ‘
Brecht are noted for their paint_ing of signs with ;absurd
messages, and it has been said of Warhol that rather than . .
painting soup cans, he was actually painting the labels of

those cans. Even when dealing with Warhol's multiples, there ~

is a certain amo;xnt of flatness, but without ‘a doubt, the
PopJArt-Award—For;The—Fi’éitest-Surface would have to be given

to Alex Hay for his ;aint,ing, "Graph Paper", an 87" x 68" image

of yellow-green paper rule(; into blue-green squares of line,
- One might ask whether the moderniét aesthetic had influenced

his concern for flatness and grid structure, whetller it had

influenced his choice of subjrect matter, or whether Hay was

-

"\:in fact taking a "nudge-nudge, wink-wink, know-what-I-mean,
_know—wlxat-l-mean?" (Monty Python's Flying Circus), over-the-
shoulder look at formalist'concerns.t Whichever is the case,,
or whether or not all these apply, the painting demands more
than a "palm-reading" of spatial development and flatness.

Incorporating preceding artforms in a taunting but
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hﬁn}ourous "campy" sort of way has been the spért of reélist’s
“in thé past. DaVinci's'"Mona Lisa", which -hb evolved into
a symbol of art has been defaced by numetrous artists in the v
paét, including Saskia de Boer, Warhol, Du'ch,amp and the self-
styled realist Leger, who in 1930, included a?photographic
Y ‘mi,niaf;uf'e of the "Mona Lisa" in a still 1life setting, stating
that it was an object like all the others. -
BJut as was the case with those "knock-knock" jokes of the -
(\period, Pop Art humour wore thin, mainly because its choice of, -
subject matter.was too confined. With too narrow a méssage |
,ﬁu | (who's the{'e?) their range of :"Lmages/was destined to bef:ome
wearisome and overstated. Perhaps they incorrectly assumed
that the media was some monstrous éingle entity, conspiring
to nunmb and manipu;l.ate the collecti'\(e "Mass .Mind', and that .
the public was a knot of f‘urry rodents dashing to blissful
self-destruction. Such cynicism would prove to be myopic.
In fact, the art public's embrace of Pop showed their willing-
ness to share in these social %concerns; once this fol~lowi,ng
- had demonstrated their acce.pt,ance and bapproval of the Pop
message , the movement per se had nowhere left to go. (The | :
practitiongrs of Pop should have known that realists d? not
get involvefl in such things!) .
. This reNemergence of realism, .albeit through the back
door, was however, significant. The modernist umhilical cord,
"if not severed) had at 1east_\b:en clamped. In an ége where

i

/. man defines himself by what he does, his society was now,
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‘objective observation, was infinitely more atturned to this

A0 o ’ . 33

being assessed by these artists, through the products it
produced and the environments it created. The realist's -

aspiration of better understanding his surroundings through,
A f.

o

v

new percebtion of society tham that of the old avant-garde,
whose formal 'beholg-the-bel%xfbotton' egérgises had
increasingly lost touch with the legitimate concerns of the‘
public., The New Realists had ﬁurned over 'the modernist
mirror, and'exﬁibited instead of that self-reflected image of

art, the "Made in U. 8. A.™ label.

4

Part III PHOTO~REALISM REVEALED

"7 Photo«~Realism and the Snap-shot Aesthetic

: o
‘The love-hate relationship between the artist and the

photographer has prevailed since the two learned to co-exist

in the late 1800s., The 19th-century realists, while exploiting
" the photographic image, forced photographers to reassess-~their

6bjectives and expand the photqgraphic aesthetic. This change

of direction was prompted equally by the markbkting of
inexpensive portablé cameras and film in 1900. The 'Great
Unwaéped' had®at its disposal the Kodak "Brownie" camera,
accepting it as much the standard fare of gourism as a change
of underwear. The Kodak "énapshot" (a word coined in 1860
by Sir John Herséhel), with‘its*shafp clear iméée, was now
being praduced by the tens of thousands, furthering the

frantic search by professionals for alternatives to what at

)

4
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/that point was the cr‘xgapest and most successful photographic :
4 .
process. ,
Today, the term "snapshot" refers to that very kind of
image, found stuffing family albums, valued only by the owners
and participants in the' 'gang-over for-a—party' or 'here-—we-—
are—ln-}(apuskaslng'-‘themes. The term "photograph", while
all-encompassing, is also used exclusively to identify the '
work of photographers with nobler aspirations, seekiné more

.control and scope in their .conception, production and present-

ation.

-4
]

I bring this matter up because I had to come .to terms‘fvith
it in the course of making, photo-realistic paintings. While I -

was presentlng four completed canvases at.a Concordia seminar,

P PN SEpU
PR o

one of my 1nstructors asked "thy do two of them look like
snapshots, while the other two look like...paintings?" The
question caught me off guard because it was a concern which I -
] had hoped was not quite so self-evident. I explained though
/ "that the two paintlngs which resembled snapshots did so because
| the photographs from which they were produced were exposed
upder full and direct sulnlight; with the resultant bleeched T

highlights and blackened shadows. Until the adjustable camera

!

was put into wideﬁread use, this was the typical image the

familf camera was producing.k The other two source photographs

lacked that kind of harsh lighting and cast shadowing; the
softness of the images was reminiscent of the baintings of

Alex Colville. -~

-
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Reinfofcing this split were two separate and distihct
types of subject'métter. The first two dealtl with domestic
‘themes, loaded with nostalgic family references, while the

others contained less emotive imagery: a telephohe’'lineman

at work,‘ag& an abandoned slum dwelling. - The first two related

"to snapshot albums; the latter took their cue‘from 19th-century

realism., ‘ » . .o ‘
Because of this perceptual duality, I concluded that in
sbite.of what certain photo-realists had claimed, both-form

and content play vital roles in the genre. Photo-Realism -

,generallyuembraces the snapshot aesthetic in terms of form,

with the hard llghtlng, radical cropplng, infinite depg?-
of-fi ld (in the case of landscapes) and loosely-structured c
compozzﬁgons. The subject matter though, is equally defiant
of thiskaeethetic with its impersonal.-fragmented and detached
1magery, showing a photographer's awareness of considerations
beyond the self-centred, through’the secondary information

A , *
co-exist more effeptiVely in paint than they do on film,

.Upon examination of g noted plece of photo- reallst;c
painmlng, one finds control whlch goes beyond that qually y
associated with snapshots. Fpr example, Robert Bechtle's |
"1971 Buick" has the automobile sloping‘down about 10 degrees
from a Horizontal position, from rigﬁt to leftx The amount of

car cropped from the left side of the palntlng is close Lo the

1

amoqnt of house cropped from the right side of the painting,

. v
w ’ . .
’ . - } .
x

-

. conveyed. The identifiable shapshot and phptogrephic aesthetics
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This awkward but deliberate symmetry does not subdue the.
. : e e
snapshot aesthetic, but the supposedly casual, unstudied,

paramount "objectivity" of realism has obviously been -

subjected to formal considerations, ' r e .
. -]
h o [}

. ' 8. The Photograph as Subject Matter

The photograph Serves one or two funotions to the photo-‘
realist. it.is used as subJect matter, and/or it is used as’'a
record of subgect,matter. The distlnctlon is subtle and
largely psychologlcal oﬂ’the_part ofzthe artlst. " But the two .,
attitudee do exist., Chuck Qlose maintains that his 1nterests
lay solely.an the kinds of perceptual systems Anherent in the
photographlc image, as light passes through lenses and apera~
tureg. He exp;oits camera V1ewp01nt, 31ngle¢source llghtlng,_
-shallow depth-of-field, and the igdiscrioinate documentation
of textures across the hugap face, rendering them in what he)

célls, Part marks". ,.H\ay131ms to. reJect humanlst concerns 15
his monumentally-scaled faces - and states, "that doesn't mean .

A ﬂ’

ultlmatgly, that there aren't other levels of content. It'
15
Just that I can't afford to thlhk about it." One is forced to.

AN

Fpeculate why Close chooses the full-face pose with his
subgects looking. down at *the camera and hence the V1ewer, with

'the eamera s focal p01nt drlll;ng into the subject's eyes. It

'.g ‘u ) '
15 .
“William Dykes, "The Photo As Subject," Super Realism,
ed. Gregony Battock zNew York, 1975), Pe 152.
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is pretty difficuln't6'look at the\imag%~of a human face, nine‘
fée@’in Height, staring 'down at yoﬁ, and read the things solely -
in éermspof photo-systems and art markings.

. | \ Mélcélm Morley was working in photo-realism in his Pop

T days, coming to thé ranks through Minimalism, His postcard

éﬁﬁject matter in his painterly works, were of the Pop genre,

-

. ® .
-~ ., allowing him to profess detachment through his use of twice1§

F O T R

removed épmmercial prints of. ocean liners. His basically modern-
ist view of art has taken his work through a number of stages,

to the point where he has déveloped a style dubb%d, "Pést-Style ‘
Illusionism" by Kim Levine. The curious name fits the game. %

Levine relates a bizarrg'télg of M;rley's childhood in

London during WOrla ﬁér IT; an event which-may have influenced

Morley's shbject'matter. Morley had built a model wooden model
béttléship and plqced it on his, bedroom window sill. That same.
night; a German air ra}d‘desﬁroyed both the modgl and his home.
Levine writes, "He_nevéf built another wooden ship, and he says
the bloéked memory surfaced only re;iftdy under analysis." '
This étory certainly suggesté a preference for subject matter,
Qxér énd above the postcard format. If Morley is more concerned

¢
with formalism than subject matter, one would have to wonder

a2

°

'why he éi;qwé this aesthetic to be dictated by the 'Anonymous
r i’ . ’ "
Entity' . .,
- ._: ) . ‘. - ]
‘ Morley and Close both work with grids to enlarge their

b

16° « - :
, Kim Levine, "Malcolm Morley: Post-Style Illusionism,"
Super-Realism, Gregory Battock, ed. (New York, 1975), p. 176.
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.objective, but neither can they ever be as consistent as the

, ‘ | | | 38

v ~

<

images (m@gernist érid and:flatness?) and both concern them-

selves with leaving the handwriting of the process, which is

‘central to the information they wish to convey. However, in

both cases, it is difficult to avoid narrative implications,
suggesting that what the artists think they are doing, and what

they are in fact accomplishing, are two different things. The’

" statement by Marandel that, "today's painters have changed.

They cannot discover reality any longer, Their subjects are

photographs, illusions or as with Estes, reflectiéns",.is as

- devoid of real content as he would hold Photo-Realism to be.

o °

9. The Photograph as a Record of Subject Matter.
-~ ﬂ A

The camera is not objective,; nor are photograpﬁs. ‘They

LA

sipply do not pérform in ways which can be described as being
anything other than photographic. It is the consisténcy of

the process which is its greatest attribute. People are'seldoﬁ
tools they employ. Numbers alone bear out these facts. A

tripod-mounted camera will take an infinite number of identical
% ) -

(pictures of the same scene, if left untampered. But.give

cameras to ten different people, and ask them each to take

a picture of the same view, a;d you will surely end up with
tgn différent photos, .each represeniing th; personal prefer-
ences of the photographer., Béing close to the’subjgct matter

b

A7 ) . ‘ :
J. Patrice Marandel, "The Deducé;ve Image," New Realism
Gregory Battock, ed. (New York, 1975) p. 48. _
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has a different/iipact than does being further back, tightly-

3

composed pictures have a'differeﬁt feel from lbosely-cpmposed
ones, and depth-of-field, fotus, eiéosufe, frontality etc. -
all carr} with them different meanings. Those photo-realists
W take their own photogfaphs makg any number of these,choiceé ‘ ;

n ‘:ach time the shutter-is released, and the reasons must be, at ' |
least-pértially subjective. While the photograph can never be
a purely objective account of‘a single facet of reality, it

o . can, within its own\limitations, be of great assistance to the
. - artist who would ‘have to go to incredible lengths to get

similar, but not identical results.

a

10. The Photograph as an Aid

—

The photograph as a source of information is the one ,
element which binds photo-realisgs toggphﬁr, and they share an
awareness of the assistance it lends in the art process.

Audrey Flack described her reasons for the use of the "photo"

[

as follows: ”

It is a drawing aid. It offers me more time, and a new
. kind of relaxed time in which I .can study the picture,

' It does not twitch,.become irritated, laugh or move as
human subjects do. I can quietly studwit to further the
study of reality. ‘

) It freezes space, colour, light and light sources~ I can &
concentrate on the ‘colour changes, tonality, light striking - Pl
objects and space, without being interrupted by the actual
! . changes which are taking place in the ever moving world. -
: The photograph lets me study what is taking place at a given
moment , period or hour- more intensely and for a longer
- period.of time than I can in the actual world of reality.

It makes inaccessible objects available for me to paint.
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It allows me to particularize., . I can zoom in and study -

detail and surface textures,

I

It creates an, illusion :gsspace, through the juxtaposition’

" of form. \(

, It ¥reates a world of shadows. Shadows create form and
they play a role in time and space. 18

s

There is no doubt as to the photograph's potential as an &\N ;

-

~aid'to the artist who has to‘transcriﬁe three-dimensional }é
?eality'onto;a two-dimensional surface. The‘photoé}aph does |
it instantaneously and with éreat fidelity, not knowing’
preferences, prejudices or-igné}ance as it makes its totally
indiscriminate recordings. I can recall working on the shiny
fender of a policeman's motorcycle, ih a painting which had

1

a cast shadow running right through the centre. The reflections o

in the paint, and that cast shadow posed no end of work and
Jfrustration, but at least pﬂey femained cpnstant week after’
week.
The photograph allows an infinite amount of time to be
- spent, not only on the whole iéage depictedy but also on the
"~ individual parts which may need more aééention than others.
Visual recbrds now can be made through ‘he photograph, stored’
and retrieved at a later date. The portability of photographs
heans that subjects can be found almost everywhé¥e and

transported to a comfﬁ?table and efficient working space.

I took several pictures of a road grader ploughing snow

v 4

which I later used in a painting. From the dozen or so

18

Udo Xulterman, New Realism (Greenwich, 1972) p.19. i
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exposurés I took, I selected the one whicdh best conveyed

those aspects of the machine and its function that I felt were'#/’\

central to the image., In that one, the machine was coming

towards me while I chose a low viewpoint for a little added

’

drama. To make this image convincing, through my perception

\
of the situation, only a photograph could convey the appropriate

data. As a record of the evént, it froze everything, including
the tractor, the tumbling snow, the pedestrians, passing cars,
and the moment. That moment when the shutter is releaseg is
an anxious one, |
Speaking of anxious moments: ‘I made a pencil ‘drawing of
a group of motorcycle club members (The Vagabonds), leaning
up against their machines, while glaring at me through their
chromed sunglasses. Upon explaining my activities, they did
not seem to mind a tensseéond intrusion, but I do not know how
much ore they would have tolerated. In this case, the camera
ppovided a convenient sc;een behind which I could hide.' The

picture would not have been made otherwise.

) Despite countless attempts, I have yetoto see a snapshot

which looks stilled, regardless of the freezing of time. This
active appearance in the stillness of the snapshot is what
lends a unique quality to the photbqrealistic painting: they
are active and vibrant, liKe a glimpse caught through a taxi
window, or a disjointed segment from a motion picture. Photo-
realistic paintings are a paradoxical amalgam of frozen time

and snapshot light: perhaps they are more transitory than

temporary.
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- Kodacolour ;s wonderful, It is all 'tarped' up gnd
improveé upon natural colour. Faces look healthie}, and
éqﬁny:plastic purple coats look like precious gems. It is
a 'natural' for our artificially coloured urban environments.
Somehow, it simply is not as effective with old wood and mdss-
covered stone., For those concerned with deseft Lﬁemes, the
yellowish cast of Kodacﬁfome is ideal.” For the surf and snow
crowd, I recommend Ectgchrome with its mellow blues., For
pastoral themes with fresh gfeen grass, ngaﬁolour has got to
be your choice~ it is definately partial to greens. But never
‘use filters with your camera if you intehd to makeﬁphoto-‘
realistic -paintings: that'!s not being objective. Telephotol.
lenses are OK though.

Photographs do not translate a sense of space very
gggéctively: they only hgve overlapping shapes and minimal
forms. f have heard that certain primitive tribes in South
America do not know how to 'read' a photograph, but 1 would
have to see that for myself. Having grown up in a culture
Qﬁhi@h accepts the photographic image as the last word in
realism, such a situation is difficult to comprehend.

Because of the flatness of the photogrdphic image,
these more or less flat shapes have to be translated into
form and sbace through the painting procgss,’in order to
mak%gthe painting look "more real" than its photographip
source, While certain miéguided critics look at the flatness

of the photograph and conclude”}hat the entire movement

‘must have grown as an offshoot of Minimalism, there is no

i
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doubt that this aesthetic and the very impudence of its stylish
early practitioners must have helped make phbtoeralism a little

> .

moye palatable to the art moguls.
11. Personal Processes

1. I do not like the idea of being tied down to one ,type of
subject matter or one way of recording it. I have on occasion, ’
used black-and-white film in/order to allow me the flexibil-.
ity of inventing colours. Such is the case, particularly

when dealing wifh sub jects ﬁhich are worn or'muted, such as the
old caboose I have jusﬁ completeg;/)ln this case, the colour
would simply get in the way.. When dealing with a subject I
intend to paint on a large surface, I turn to slide film, so
that 1 can'Breview £he image in a scale which will approximaté
the size of the finished piece, rather than struggling with

the usual 5" x 8" print. 1 could not imagine making two, never

mind two dozen pictures of the same subject matter, although

I hear a side order of Zen does help.

2. When transcribing the image, I am not particularly fussy
about the way I do it. I have used a modified grid systeﬁ
because the situation called for it. When projecting, i used .
to use slide film, ana later have a priﬁt made, from which I

would work exclusively during the hand{grafting process. But

Ialater'discovered that the photographic negative projects almost

as well, When this is done, the process is so abstract that

tracing around the {glue areas is to say the least, challenging.
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When projecting the.negatiVe, I always keep a print of the
image handy, in order to keep my progress in touch with the

subject matter. | . ¢

3. Up untillnow I have used acrylics, starting my painting
in the largest, darkest areas so that I will have a value ref-
erence for the rest of the pieée. I try to intensify colour

» and exaggerate form, by increasing colour saturation and by
using several different‘kinds'of coloir contrast. This pro-
cedure gives a greater sense of iilusionistic space, and makes
objects generally more interesting to look at. Pure white is
never used except when depicting direct light, such as is found
in chrome sparkles. I normally work from dark to light, com-
pleting shapes in paint-by-number féshion. Usually, one object
or part of an object is completed before moving on to aﬁother.
In this way, I get the sensation of mastermindiﬁg a miaiature
world within the canvas borders, When large areas have subtlé
shifts, I may develop several adjacent areas together, regard- .
less of the subject matter, I tgy to put a little blue and/or

brown in every colour, in order to help unify the surface.

L. I dislike the colour green and avoid:using it whenever

possible., I wish someone would invent a pure green.

5. Photo-Realism, despite its often grandiose scale, is a

cost-efficient pastime; at least as I approach it. A tall

glass of water, a couplé of paper towels, good quality sable.
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rounds and bristle flats, a dozen colours, a plexiplass
. 1 .

L5

palette, an easel, chair, and a newly-primed, fresh white -
canvas w¥ll get you started. I own my own camera but borrow

the slide projector. Everything is kept neat and clean, in
keeping with the urban subject Eatter being.depibted; that

too is reality! No, t pH;Eo—realism process does not
represent an anal fixatjion, as one Expresgionist friend of

mine suggested. An orderly way of working is simply necessary: %

order and a great deal of time are both reguisites.

Ki

12, The Meaning of Photo-Realism

Linda Chase states that, "there is a frightening madness
and fascination in painting colour layer upon layer...In spite

19

!
of ghe artist's (Close) intent to paint without message, the " &
task itself'becomgs a message." OShe is absolutely right in one 17
respect: the business is mad, but for some enjoyable. But .
beyond the exhaustive commitment required of its practitioners,
there are other messages inherent in photo-reaiisﬁ: focused
around the notion that bhoto-realism is a positive art form:

" it believes in things rather than disbelieves; it trusts in

« things rather than doubts; it reveals but does not préach,
informing withoz} being dogmatic; it gives ;ithout bullying

for a viewer-response, and all through its subject matter.

*\\L\read an.article about the work of Ken Danby some

19 - O
Linda Chase, Hyperrealism (New York, 1973). p. 13.
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boat meaning, "we are all in this boat together". Or perhaps '

. ~ Henry Gerrit wrote, "Surely we have all seen snapshots

46

years ago in Time magazine,. in which the author concluded
that. it was time to investigate the psychological implications
of Magic Realism, a term he applied to Danby, Colville and
Wyeth with eﬁuél abandon. The picture used in the article

was a-small-black-and-white "mugshot" of a Danby painting,
depicting aacrude‘rowboat of some kind on the bank of a
mirror-flat body of water. If the author wanted to go about.
unravelling the psychological implications gf‘this image, I
wondered where he would start. Perhaps he could start with
the water as being symbolic of ‘"the river of life", and the

-

he sees the image as being more exiétential, implying that N

we are alone in this universe after all, I doubt that such an

intellectual process would do. anything constructi%e‘for the
reader, never mind the viewer, and would demand something of
the painting-and the artist, which could not, or should not

be revealed.

P

of ourselves, ana others, taken by amateur shutterbugs. Some
. E L
of them flatter unjustly; some of them unjustly reveal; but
some of them, the choicest and necessarily the rarest of all, . -
, r 20 ¢ . : .
flatteér by revealing." ' I suspect that flattery is an
unintentional by-p}oduct of photo-realism. Danb} was flatfering
20 S .
Henry Gerrit, "The Real Thing," Super Realism,
Gregory Battock, ed. (New York, 19755 p.13.
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that boat when he lifted_it out of its usual bucolic setting
and placed it on a gailer& wall. I wonder if there would

have been any psycholoéical implications in the boat's:

presence had the writer stumbled upon it in the woods.himself.

In such a situation, I doubt whether the craft would have been
seen in any terms other than function.

Subject matter has to be chosen with great care. The
device ofy taking some’innocuous object ﬁnd blowing it up to
some ridiculous scale is a gimmick whose novelty quickly
wears thin. Rudy Sparkuhl once said,\"Everything is a
symbol." I do not entirely agree, but at the same time would
have to say that some symbols are much stronger than others..
It is no c;incidence that the automcbile figures largely in
photo—réa;ist subject matter, not only because it is found
everywhere in the usual urban hunting grounds, but also because

’ ' it is such a potent symbol at all levels of society.' In the
1950's it resembled an escape machine, styled to suggest some
sort of inter—;tellar craft, In the 1960's when dimestore
psychology permeated our psyche, it became an extention of

& the'Ego on 6ne h;nd, and an urban polluter and congestant‘on

.~the other. In the 1970's, the car was seen as a rampant
\ " waster of fossil fuels; a device that was placing in jeopa;dy,
the very foundafions upon which our society is built. Such
implicit infofmation, whether or not the viewer subscriﬁes
to it, and quiée apart from his ﬁrivate résponses, surely

2
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L '
represents some of the content in the automobile as subject

matter in an art image.

I read with some amusement, Salvador Dali's analysis of '
one of Richard Estes' phone booth péintings:

Amid the innumerable chaotic reflections of the city,
phone "booths are parallelepipeds whose four exterior
strictly transparent rectang les are living mirf®rs of
an ultra-local universe, enclosed within them, a living
informative biology. In a universe or v1rtua1 images,
each phone booth seems a parallelepipedal halograph of
our visible reality, an existential mesazoa. Each

phone booth is like thé perpignan railway station, it is
legi intimus, it is the fatherland, 21 ,{\

e

This sounds like Dali describing Dali, or how I imagine :
the writer from Time would have Danby's watercraft dlsLemlnated
as a vessel waiting to be occupied.
Realism {and probably any art form), when it is well done,
is a bit of a tease, because it has the capacity to involve the
viewer directly with the imagery, without formulatingfgbecifi;
questio%s or offering specific solutions to those problems
posed by the secondary information. I suspect that in_mosti *
cases, the viewer's own experiences, perceptions and insights
are tapped because the artist has gone throuéh that very
process beforehand. ’ e By
The photo-realist takes meaning to and from his
environment:, ob§;rv1ng himself observing his'surroundings,
while‘selecting those objects wh%gb carry significant meaning
for him.- Such is'the nature of a symbol, He watches and
rgcord;, photogrths and plans, and sets out to build himself

21 . o
Linda Chase, Hyperrealism (New Yonkf 1975), p. 5.
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a meticulously-crafted model of one segment of his réality.

Astitely observed and carefu¥ly rendered, this painted

" image becomes more potent than reality itself, when recognizea

as such by the viewqxi‘ However, only after the viewer has

t

come to this realizaﬁion, does the art process begin; for

art concerns itself with communication, necessithting senders
N {

and receivers. ‘
‘. . ! 4
True, there is joy in observation alone: dust, rust,

litter and glitter all have characteristics which pose

“challenges, both phrough the observational and operational

phases of realism. But personally speaking, the‘greatééc

satisfaction is gained through trying to find the links

' between rust, and dust, and the nature of human existence:

not by trying to solve the riddle, but by attempting to
define it. As such, the true reward in Photo-Realism comes
not by:observing accurately, but, as Manet stated, through

-

seeing clearly.
13. Most of The Rest

Just as I have stated that Realists have at timeg,
indulged in the sporting passtime of lampooning preceding

art movements and chuckling into their shirtslee%es, so tooy

\ +
- I think most artists like to have a run at defining the

activity to which.they assign themselves. I think the first
question I was asked ay 'Sir George' was, "What is art?", to

which I glibly éeplied, "Why beauty, of course!" Yet in the
. A ‘
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_ .~ the sqrts of ﬁhings to which it aspires, are worth the time.
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intervening time, I have not really discovered a more satis- !

1}

factory answer, ' N : :

/ . . . -

1 -~

I thought at oneftlme I had the whole - thlng worked/ out,

.thenks to the writings of the Engllsh educatlonal philosopher,

~

R.. S. Petere. He suggested.that’education was a process,

rather than something to be defined in terms of aims or objec—

®

tives. He lxbs@d three criteria whlch he thought must be met

B
Rk R R AR e A0 i e
o
.-

> R «~ s
if an activity was to be cons1dered educational: the 1ea;;:5§

?act1v1ty itself . had to'worthwhlle it had to encompass a broad

~cognitive perspective, and the person involved had to come to

‘care for what he was doing. : v

~rea.,

TranSposed into the art arena, these CPlterla seem to be
‘ n
prerequisite to art activitles. No educated person, according - -

©

-

' to Peters' requirements, would question (I hope) that art is | .=
. ! . A
a worthy passtBMe, that is, the activities it involves and

and éTfort. The questions arise though: who is going to judge v
the validlty of the activity, and who is going to_ anngint $he

judges? There must surely be some common consensus and criter-
ia'that will indicate that yes indeed, this guy 1s saylng some —

thing interesting ayﬁ’reveallng- —_ Coe "

“As far as Photo-Realism is concerned the second crlterlon

is the @ﬁtcher, for just when the club members thought they

had stumbled upon a modus operandi which defied the wide cog-

nitive perspective, the intelligensia-pulled a coup and - deftly
'started,bestowing it witheell kinds of laurels: 'Palman Qui -

Meruit Ferat. The stuff's not all that indigestible. It's
) s TN
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w1th technlque, at a time when such self—lndulgence was rated

- -«-the wrath of those who believed that art, like the world, //

I have just'retu;ned ‘from an amazing one-man show., There,

Chev's, DeSoto's - the whole works - in front of and irside of

‘e
i 03 -
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existential! Their lack of message is thetmessage! Ladies
~ ’

and gentiemén, if { may have your attention in the centre
S

;'ing..r.' ‘ : .'- '

9

J .
The process of Photo-Realism seems to validate the third .“

criterlon for how could anyggdy be crazy enough to get involved

right down there with clipping your nose hairs. They would

have to be pretty serious about what they were doing to risk

TR AR+ sbeeiabi =

should be FLAT. . L ) p)
So far, Photo- Reallsm seems to have cleared all the

weigh—scales, but for me, there is still one problem.

in appropriate scale, were rendered’gleaming 1950's cars:

appropriate storefronts and garages. ' The things were done in . ?‘

stitchery! She had stitched in the élints and the gleams,

stitched in the bumpers and thé’bricks,-§titched in the

doorhandles: she had stitched in her name! B 8 j_
All the.dormant fofces of modernist avant-gardism must ' ‘

be asking, "Is nothing sacred?" For it has been' he avant-

garde's single-minded worship of Whap Is New, which has played
Grand Marshall ,to the whole noisy, dizzying parade of high- .

wire stylists, carney-barker theorists and post facto sweepers.
When the mug dippers, and the jug joggers, and the eggshell ‘
painters caught up, they knew it was time to strike up the band.
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1 Once avant-gardism has rallied its forces, as ¥ suspect
4 it eventually will do , Real:fsm"in all its forms, including .
: stitcpety, will be banished from the carnival grounds. I am
( still waiting to see who will 'be next to climb the ladder, for
¥ s ¢
: - AN :
; that one-shot chance to .perform on the highwire, while the, band
) plays that grand old marpingf the 19th-century realists, "Il ,
gl A - ‘ :
Faut Etre de Son.Temps."
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