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' light n ... (painting) representation of brightness; bright
area of a picture ...
light n ... 14, (Paint) Illuminated surface; part of picture
represanted as lighted up Lol 27

i light n ... 15 b (1): the part of a picture that represents

| ... areas upon which the light is supposed to fall ...28

I

| light n. ... 11. Art. a. the effect of light ... as represented

t in 2 picture. b. one of the brightest parts of a picture ...29

! Pertinent to all cited definitions is the painter's intention to light

i

I

] up, to illuminate, a surface and:

The artist creates the illusion of a luminous object in a picture

not so much by painting the object in particularly bright colours

as by distributing the light and shadow appropriately with 30
| reference to the object within the pictorially represented space.

|

: Hegel remarked:

k Bright and dark, light and shadow, and their interplay are, how-
ever, only an abstraction which does not exist as this abstraction
in nature.3!

i While the theoretical extrapolation of the creative and semantic

‘ intrigues of the notion of representation is intricate, affinity to

ideas expressed by Nelscn Goodman and Max Black has resulted in a
theoretical model for the purposes of the present study and its concern

} : with the representation of an imaginative construct of light. Without

} access to scientific instrumentation, physical light is without existence

i apart from sensory information acquired through perception. 1In his

;‘ book lLanguages of Art, Nelson Goodman's approach to the complexity of

I pictorial representation, given the involute component light, was con-

EL sidered pertinent. Significantly, Goodman's approach is distinct from

|

F

E that of Ernst Gombrich.

:

{; Gombrich, in his bouok Art and Illusion, presents an essentially

,h psychological study. As such, arguments concerning how convincing

l

\ representations of Nature are elicited by the painter, and how they

H are received and interpreted by the spectator, predominate. The
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painter, accordi ;3 to Gombrich, cannot copy Nature, but produces
'equivalents' of it, a premise resulting in his conclusive dictum:
'making results in matching'. Seemingly, however, there is a loop-
hole in Gombrich's theory in that an equivalent does not necessarily
have to elicit an illusion of the thing it equals. The notion of a

concern with the 'external' world, to the neglect of the 'personal'

world assumes that modes of art-making are possible in which the feeling

and thinking subject is not actively present.

Goodman, while agreeing with Combrich in, 'how little is represent-
i T B & :
ation a matter of imitation, elaborates on this type of loop-hole,
thus offering more far-reaching insights concerning the painter's
attitude and relation to Nature. That a coherent illusionistic image
for Gombrich is in accordance with the interaction of clues and the

absence of contradictory evidence, thus implying the painter's funda-

mental acceptance of reality, was a concept broddened by Goodman to

33

result in his conclusicen: 'Nature is a product of art and discourse'.

The consequence of such a conclusion for potential problems arising
within this investigation concerning light and the accompanying limits
of 'likeness', is that such problems are, simultaneously, accommodated

and resoluble.

Although physical light cannot, strictly, be construed as an
actual object, yet, because of ti.e impact of its visual effects, is
generally considered accessible to representation, the insertion of
physical light as 'object' into certain general arguments raised by
Goodman will secure the opinion that physical light is solely dependent
on imaginative constructs for its realisation, and is thus a percept;

an object of sense.

Goodman maintains: 'The copy theory of representation ... is
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thus offering more far-reaching insights concerning the painter's
attitude and relation to Nature. That a coherent illusionistic image
for Gombrich is in accordance with the interaction of clues and the

absence of contradictory evidence, thus implying the painter's funda-

mental acceptance of reality, was a concept broddened by Goodman to

result in his conclusion: 'Nature is a product of art and discourse'.
The consequence of such a conclusion for potential problems arising

within this investigation concerning light and the accompanying limits
of 'likeness', is that such problems are, simultanecusly, accommodated
and resoluble.

Although physical light cannot, strictly, be construed as an
actual object, yet, because of the impact of its visual effects, is
generally considered accessible to representation, the inservtion of
physical light as 'object' into certain general arguments raised by
Goodman will secure the opinion that physical light is solely dependent
on imaginative constructs for its realisation, and is thus a percept;

an object of sense.

Goodman maintains: 'The copy theory of representation ... is
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stopped at the start by inability to specify what is to be copied'.

Physical light then cannot be classified as, 'an object the way it ;
39

is, nor all the ways it is, nor the way it looks to the mindless eye'.

If physical light . its aspects are subject to cown:eptual and

imaginative interpretation, then Goodmun's claim that, 'we do not

: : . Fpae
copy such a construal or interpretation - we achieve 1t', is funda-
mental to revised notions of pictorial representation in which the
making-process gains in significance. Goodman concludes: 'Where a
representation does not repre:ent anything there can be no question

37

of resemblance to what it represents’'.

In order to ascertain the relationship between light and painterly
usages a framework of reference, within which the relationship

}

functions, must first be found. The two discrete limits of reference

are namely, physical light and a painting. Oscillating between these

's imaginative construct of physical light,

two limits is the candidate
and her handling of painterly usages. These painterly usages firstly
concern the engendering ¢f a painting, and secondly were adapted for
both the denotation of an imaginative interpretation of physical light,

and the creative manipulation of the resultant ccnstruct. Con-

sidering the framework of reference, it is to be revealed that once

engendered the painting adopts a 1ew concept of light and demands that
an alternative interpretation, other than that pertaining to the
representation of physical light, be assumed. This new concapt of

light constitutes the crucial creative transposition from light

(physical) to 'light' (pictorial).

To establiish the requisite relationship between light and painterly
usages, of major concern to the candidate as painter, was to recognise
and appreciate the pictorial consequences of the typne of image-making

resulting from the process of painting, investigations into he
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imaginative construct of physical light, and her idiosyncratic handling
of painterly usages. In additicn, in seeking what is tantamount to
a personal relationship between light and painterly usages, the pro-
duction of autonomous paintings, brought about by the investigation,
was inevitable. While the painter's disposition and pervading
imaginative vision dictates the creation of paintings, the painting
discipline demands that pictorial prerequisites be maintained in order
that a painting per se be produced and exists as such. Applicable
to, for example, an individual's imaginative processing of light and
the manipulation of paint to effect a painting, Max Raphael stut:l:
'The artist must interrelate the two types of material, and thus
create the definitive artistic material of his work.'38 A statement
by John Elderfield qualifies Raphael's. Concerning the details of the
resultant ‘definitive artistic material', Elderfield stated:

They have meaning ... only in the context for which they exist -

and which they help to create. Ultimately, this is true of all

art; but never more so than in a painterly one.39

In view of painterly emergence, 'the context' of the present paintings,

intentional relations between light, painterly usages, and 'light',

require qualification. Again, to substantiate on arguments made in
response to pictorial representation, is to establish a vantage point
for the purposes of this dissertation. Max Black, when concerned with
the linkage of intention to pictorial representation, asserted that
mere identification of the relevant intention is insufficient. Black
objected in that: 'The notion of inte-ation involves the notion of

/,
e 5 4
possible failure'.

Black's logical constructs, although elaborate, dispensed with
a reliance or intention for subsequent critical purposes. Taking the
construct 'P depicts S', that is, the content of the painting is

; ; 41 ” ;
synonymous with its source, Black's argument attains the full logical-
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response to pictorial representation, is to establish a vantage point
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ity of the argument emphasising imaginative constructs presented here
apropos physical light, the creation of such a comstruct in painting,
and the concept of light versus 'light' crucial to both this dis-
sertation and the painting discipline alike."42 Black's theory of
pictorial representation, based on intention, in which, by means of
logic, a fallacy was revealed, accommodated both the notion, the
emergence through the painting process, and the consequences of an
imaginative construct of physical light. The abstractionist mode63
was a direct consequence of the candidate's imaginative construct

and the establishment of the relationship between light and painterly

usages.

Through précis of selected theoretical arguments, imitation;
copying; and passive reporting as working methods for the represent-
ation of light have been rendered defunct. Such arguments were con-
sidered of particular significance given the non-viability of physical
light to be represented in the first instance. In addition, a delayed
conceptual reaction comes into operation. Concerning physical light,
light is essential to the visibility of the painting, created in
response to an imaginative construct of light. This double rneawlhms
is conceptually significant for the notions of light and 'light' in

the painting discipline.

By asserting the inevitability of the formation of a subjective
world-view, and of individual preferment for the creative realisation
of imaginative constructs made in response to physical light, appro-
priate pictorial means must be devised and used in order to meet the
conceptual requirements and disposition of the painter. Once realised,
the conditions of observation extended to the paiuting change according-

ly. As opposed to the visible effects of light and colour in nature,

the painting discipline enforces a reading of visual 'light', to which
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the painter's fundamental concern with colour and its handiing is

attached.

Hochberg defined a painting as, 'a flat object with a pigmented

surface whose reflectance varies from place to place'.aa The type of

light rebounding off the picture surface is physical; the painting

as illuminated cbject, and hence coloured as other objects in the

world. The quality of 'light' of the painted surface is created

through the painter's manipulation of the coloured means at his dis-
posal.

Although firmly centred on her own subjective reality o: light, anv

consideration of the representation of physical light for the pictorial

context, such istgkﬁ;nature that, after being perceived, imaginative

constructs necessarily eventuate. Further generalised confusion as

to the notion of light in painting is summarised by John Shearman

when he stated:

«ss light in painting, is absent, or present, or deployed and
characterized in this or that way, always as a result of
handling color, the primary visual constituent of the work, in
a certain fashion. This is too often forgotten, and light is
discussed as if it were a self-sufficient element which arrived

via the artist's brush.45

Ernst Gombrich, when considering convincing illusions of light in

painting., gave reason for such confusion:

«++ if we call y the colour and x the light we never have any

of these variables neat as it were. We cannot see colour
except in light, and therefore that "local colour" which

figures in books on painting as '"variously modified by light,"
is a construction of the mind. Yet, though it is logically a
construction, we feel quite coniident in our experience that

we do and can separate the two factors and assign their relative
shares to colour and illumination. It is on this separation
that the so-called colour-constancy is pivoted ...46

It is the relationship in Nature between types of colour, or
modes of appearances, and conditions of illumination that has red the

candidate's imaginative construct of light and colour for painting.
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When painting, she is thinking in terms of purely visual effects and
relations but, it is inconceivable that her active looking at the
world does not enter into her works. From her experiencing of transitory,
kaleidoscopic colour, the candidate's responses to physical light
comprise a painterly set, allied to the painterly mode of imagination,
clearly expressed by Wollflin when hLe said:
The notion of uniformly persisting ground colours is shaken,

the appearance oscillates in the most manifold tones ... colour
lies only as a gleam, hovering and in endless movement .47

Gombrich was saying that the appreciation of colour constancy,
the recognition of colour over and above all the distracting effects
of the prevailing illumination (for example, lustre;, was necessary
for the comprehension of illusions of light in painting. Conversely,
concerning a painterly idiom, an appreciation of light complexities,
of colour inconstancy owing to fluctuations in the effects of illumina-

tion, 1s necessary.

For illusionist readings of light in painting, tonal systems of
gradation predominate. Hofmann referred to the colour of tonal
painting as being, 'degraded to a mere black and white function',

'from the highest light down into the deepest tonal shades'.68 Tonal
systems are largely Jependent on the rdle of white for acquiring either

'luminous ' highlights, or a diffused, atmospheric light.

According to formal methods of enquiry, the painterly concept has
been associated with the depreciation of colour. Concerning painterli-
ness, Greenberg stated:

It limits ... particularly with regard to color, the purity and

intensity of which are more or less abated by the light and dark

accents that are inseparable from painterly handling.49

It became advantageous to his aesthetic programme for Greenberg to

argue the following:

R
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Still Newman, and Rothko turn away from the painterliness of

Abstract Expressionism as though to save the objects of painterli-

ness - colour and openness - from painterliness itseif.50
Significantly, Kozloff countered this generalisation when he compared
the, 'wavering Rothko fields', and the square configurations of Albers,

'whose densities are pretty uniform'. Kozloff concluded that it is
Rothko, 'who annihilates the notion that uneven densities weaken
colour purity'.

Hofmann claimed that, 'light is best expressed through differences

; - 2 p 2 ;
ir color qualxty'5 and not through tonal gradation. Hofmann maintained

that 'pure colour painting' was the antithesis of tonal painting and the

effects of grisaille. By introducing 'luminescence' and colour variega=-
tion as a ﬁore satisfactory concept than luminosity for the candidate's
realisation of light in her paintings, she came to deliberately exclude
the application of white from her paintings, thereby grant .iug herself
greater access to colour. In so doing, the candidate embarked on a
specific challenge: it is empirically impossible to distinguish colour
from tone, that is, the degree of lightness or darkness of a colour.
Without the admixture of white, colour is either high- or low-keyed.
The colouration in her paintings may be strongly realised, but not
necessarily dependent on saturated hues, the 'light' of which would be
the after-image of simultaneous contrast, and considered in the context
of the present study to be a form of imposed luminosity. While reacting
against admixtures of white whereby overall colouredness is reduced, the
white of the painting support itself was incorporated into the candidate's
paintings. The resultant interstices of white contribute to the reading
of 'light',

Elaboration on the candidate's attitude to the painting support is
inserted at this juncture for two important reasons. Firstly, if

pure colour painting is the antithesis of tonal painting, then, tor
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what reason were post painterly icons of light not realised by
the candidate? And, secondly, what aspect of colour was pursued
in order to differentiate between her own painterly, and the post-

painterly realisations of others, of colour-light?

The picture surface is regarded as 'a coherence plane'53 for
the depositing and processing of paint and the enactment of a colour-
Jight sensibility. The picture surface is distinct from the picture
plane in the candidate's mind, and, as such, is not considered a
troublesome spatial condition with which to contend as in formalist
convictions apropos the painting discipline. Rather, the candidate
is inclined to that view of space as, 'a constantly shifting product
of the creative imagination',sa and that: 'Space is simple: it is
merely the canvas before it has been painted'.55 Rosenberg stated:
'The modern painter is not inspired by anything visiole, but only by
something he hasn't seen yet ... In short, he begins with nothing-

ness'.50

Given this predisposition towards the surface, as the painter's
area for creating a particularised universe of colour, that the painter
regards his paint to be, simultaneously, colour and substance is a
vital qualification at this point. Both aspects can be manipulated.

Hofmann stated:

Texture is the consequence of the general pigmentary develop-
ment of the work and becomes in this way an additional light-
producing factor, capable of altering the luminosity of the
colors in the pace of their development towards a color-
totality.>7

For the candidate, textural vitality is the more persuasive pictorial
condition concerning the topic under consideration. Her concentration
on a set of painterly usages has revealed a propensity to support, in

part at least, a notion of 'light', or luminescence. Although colour
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is not in itself content, technical preoccupations, when searching

enough, and compelling enough, can realise a specific content.

Importantly, colour relationships, seemingly chromatic, can be
effected by non-colouristic means, for example, by the opacity or
transparency of the pigment film., Seitz observed:

+e+ in painting as in the everyday phenomena of the world, the

modes by which colors are apprehended lLinge in part - and in

some instances entirely - on totally non-chromatic deter-

minants ... extreme differences in effect - and consequent

expressive potentiality - can result from varying such factors

as shape, size, and edging with or without accompanying changes

in hue, value, and intensity.38

Thus, the candidate did not direct her attentions to the post-—
painterly concerns of, 'thin pigment that swallows light instead of
reflecting it', and which, 'needs to be spread over a relatively large

¢ 99 . .
area' . Rather, she became preoccupied with those aspects of colour
concerning, for example, the proximity of a dense area of pigment
and a glazed, or differentiated area; the proportional ratio between
opacity and translucency; and the overall relationship of the screen
of variegated colour on the picture surface to the white of tke support-
ing ground. Such diversity appearing via the very process of her
painterly pictorial structuring, was found to realise a 'light' potent~-
ial. Accordingly, disparities in textural colour were not seen by the

candidate as severe reversions to three-dimensioual depth, but as

'light' differentiations.

This section of the dissertation has been largely concerned with
the visual dimensions, or attributes, of the modes of appearances of
colour. Consideration of these aspects firmly establishes space as a

. 2 ’ ” 60 ; 5
condition of light (or light as space-determiner). The candidate's
striving for luminescence as a particular type of pictorial 'light' is
pursued in accordance with her individual creative demands and not those

of formalism.
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NOTES
CHAPTER TWO

2.1 Light and Colour: The Physical Phenomenon

H. Hofmann, 'The Color Problem in Pure Painting, Its Creative
Origin', Arts and Architecture, Feb., 1956, p. 14.

In this section axioms on the nature of physical 1light and colour
have been included and incorporated into the arguments presented.
Such data gives firmness to the candidate's intuitive and
aestnetic responses to light and colour both in the natural world
and in the context of her paintings. The manipulation of the
data on light is used to brace these responses rather than to
define the physical phenomenon from a scientific viewpoint.
That painters are attracted to broad scientific thought 1is
apparent from the modernist painter's concern with, for example,
simultaneity, in order to confirm discoveries male within their
own work. The art theorist and critic Dore Ashton has remarked:
Since no cne has developed a rhetoric for criticism of
contemporary abstract painting, there is a certain embarrass-
ment of language which leads painters and writers to borrow
terms from science to justify the products of their non-

scientific processes. We find time-space continua, in-
probabilities, mathematical topologies and infinite numbers
drawn rather loosely into aesthetic discussions. Yet

somehow*, these phrases become incantatory, conjuring a
climate, a special mantle for the sciences and the arts.
(D. Ashton, Th3 Unknown Shore, p. 10).

The Concise Oxford Dictionary; sixth ed., 1976.

A series of bands of coloured 1light is obtained on dispersion of
white 1light. Commencing in 1666, and experimenting with a beam
of sunlight, a glass prism, and 0*/real lenses, Sir Isaac Newton
(1542-1727, English natural philosopher and mathematician) was
the first to study the colour spectrum scientifically in terms

of both the dispersion and reconstitution of white 1light. In
1672 Newton concluded:
Hence therefore it comes to pass, ' > Whiteness 1is the

usual Colour of Light ; for Light il. a confused aggregate of

Rays imbued with all sorts of Colours, as they are promis-

cuously darted from the various parts of luminous bodies.
(Quoted in: R. Osborne, Lights and Pigments, pp. 9-10).

The wave lengths of the spectral hues, measured in nanometres,
are as follows:

Red 760 to 647
Orange 647 to 585
Yellow 585 to 575
Green 575 to 491
Blue 491 to 424
Violet 424 to 380

(K. Osborne, Ibid. p. 138).
Furthermore:




































