The painter uses but 7 tools. ¥. Hammersley 12 Nov 1986
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Painting 1s very much like an oreo cookie. The top chocolate part
represents the preparation which precedes the actusl palnting. It is the
thinking about the work, the looking, the waiting, the making of trial runs
until the 1dea comes complete. Then there comes the selecting the stretch-
er bars, putting on the ceanvas, sizing it, looking at it, and finally draw-
ing the bones of the painting on it. Next comes the sweet vanilla part
in the middle of the cookie - the act of peinting. When the preparation
is thorough and when it is finished - the painting part begins all by it-
self, and the painter seems to Just stand there watching it all happen.

He becomes a channel through which all the thought and wondering & doubt
and locking and work combines into one large feeling which he then clothes

in paint. That, as I say 1s the sweet part.

The bottom chocolate rart of the cookle, the final part, involves th
problem of how to frame this sweet middie. Then declding on what to call
the palnting. Then backing it and putting the label on. Then you photo-
greph it - slides & black & white. Then you lesbel and file those. Thet
finishes that cookie and without thinking you find yourself reaching

for another.

Now, what is very intersting when peorle talk about painting they
seldom telk about painting, the Ingredients, the nitty gritty. They talk
about when 1t was done. They talk about where the painter was when he
did it, how o0ld he was, how muc» it costs now etc ete. Ané then there
is & certain/giggsaie in knowing what a miserable time he was having at
the time, how little he sold, when hls dog died &nd when his wife left
him. At the same time we're told he traveled to Eurcpe. I always
mervel at the combination of hard times and his ability to go to =~urope.

411 these stories can be very interesting but they don't concerm them-

selves with the recipe of the work, what parts went into the making of 1t,



why those parts and not others. What promrted him to do it in the first
place. S0 this time, this talk willl be about painting and the elements
used in the making of 1it.

When I left art school I was surprised to discover a painter uses
only 7 tools. It occured to me that if a student knew this fact on his
first day he would be more relaxed and open.to instruction. He woula
have & handle to hold on to, and he would know that whatever problem
given him would be related to one or more of these tools. These are the

7 tools, the only ones all image make's use. They are - line - shape -

value - color - form - pattern - texture.

Every one knows what a line is, but, can vou define it? It is in-
teresting and mildly annoying to find out that it is difficult to defire
such & simple word. It maskes one scratch.(/;eg: student asked by child{)

l1ine - is that which has length only. .

shape - 1s that which has 2 dimensions.

value - means darks & lights.

color - Webster says: a quality of visible prhenomena, distinct fron
form and 1light and shade, such a&s red of blood.

form - is that which has 3 dimensions.

pattern - the repetition of & unit in which the individual unit
can be identified. .++3 basic patterns/ strip& dot, rlsid

texture - repetition of unit in which individusal cen't be indentified.

The reason for this exercise is that it slows the student down, makss
him think, and, makes him look at what he's doing. It rerresents an ic-
pcrtant aspect of painting that is - what exactly am I going to do - whset

do I want to say.

To meke an imege you have to use at least 2 of these tools. &nd one
of them is the daddy of them all. You can't have any of the others un-

less thls one is represented. Do you want to guess which one 1t 1s*
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I'11 let you think a minute. «...the one you cannot do without is -shape.
Shape 1s the wvehicle which carries ell the other tools. The least number
of tools you can use are - 2, The simplest way to make a shape is with a
line - or with a value / a black, & gray or a white. When I color a share
I've used 3 tools - color, shape, & value. If I were to paint an apple 1
would be using 4 tools - shape, value, color, and now - form. If I were
to paint a portrait I would use & tools - shere, value, color, form and
now - texture / hair for example. If a clothed figure were painted the
tool of pattern might be added - making total of 6 tools. Line per se

is not often used in painting.

And now, we come to the nub of this whole talk. The reason I bring
the subject up at all is this - everything one looks at, or decides to
paint / objects or ideas / will emphasize one of these tools! And if
you can SEE thet, you can paint it, and the chances of getting & good
pelinting are in your favor. ¥hen a painter gets into trouble 1s when
there are more than £ tools trying to take the leading roll ... result,
confusion for both the painter and the observer. It doesn't look right.

It doesn't work. It makes you feel awful.

Vhat is interesting is that what I've been talkling about is not con-
fined to painting. It arplies to - when you dress to go out - when you
decorate g cake - when you arrange a room. It applies when you set =a
teble, weave a rug, or plant a garden. It applies whenever vou make &n

imege. Let's take the example of dressing to go out. You might 1like

value contrasts and little color. Cr, vou might emrhasize colors,. or
kinds of patterns, or a range of textures. Vou by the way would repre-
sent form. £ndéd so it goes with the cske, the garden, the rug, any and

21l Images you'll be stressing one of these basic tools.

This next poirt is helpful to know, and may come &s & surprise - you

do not have to declde what tool to use before hand ... listen to your 1n-



clinations ... what YOU feel 1ike doing at the time. ' Rely on your feel-

ings and you'll almost inveriably do the right tool selection,
without thinking.

However in the process of learning how to paint - the approach is
different. Specific problems are given, slowly and simply so that there

is & bullding up and & adding to one's awareness of all these 7 tools.

Thet completes the first part of my talk. I'll answer guestions

after this next part which is called - a short talk on small things.

I had an instructor once who said - any one who can walk into a room
and not bump into the furniture, can paint. While that is mildly amusing
it is true. Not bumping into things involves space and size judgement,

Just 1like peinting. And this is something we all have, without thinking
about it, it 1s just there.

Size relates directly to you as a rerson, that is in a human scale,
life size, or large, medium & small. These are 3 messuring sticks we
use every day as we go about our business. And oddly enough we demon-
strate this fact by the way we are made. (eg: sections of index finger)
This by the way 1s a cruciel painting principle in which each of the 7
tools must be used to get a well ordered image. ¥hen this sequence 1is
used we feel comfortable, we feel good, we 1like 1t - because it is egimiliar
to vs, it's familisr, it is known. When we see sorething out of scale,
our scale, we feel discomfort - yet at the same time a facination.
kemember éarnivals fears ago? They would show the tallest man in the
world, or the fattest women etc. They were not in scale to us and one
would feel uneasy, yet people paid to look st these excertions. ...O0n
the other hand Disney can evoke an unconscious pleasure in his customers
wvhen they visit his land, because the buildings are not the usual size.

They are 5/8th size, which reminds one of small things when he was a child.



The buses, the rallroad tracks, even the horses are slightly smaller than

the full sized one outside. The point being to maske one feel good & spend.

Some time ago 1 was invited by the University of California at Sants
Barbara to give a talk., 5 art historinas and myself gave talks. It wes
for a remarkatbtle drawing show called - Leonardo returns to Vinci. The
main feature of the show was 4 small drawings by DeVinci - smaller than
this sheet of paper. They were marvelous &and so beautiful they almost
hurt. As I leaned 1in close to look .at these lovely things I realized thst
part of the pleasure received was due to the size of the drawing - they
were about the size of - my face. It felt good. It was not forbldding,
not shocking, not pushing me awsay. It was exactly the oprosite - they

seemed to invite me to come close to look. I felt flattered.

Later, now back in Albuquerque, I realized thet some of my pasintings
were full size, that is my body size. A painting that I could comfortably
pick up would be my size. They harpened to be 48" sqguare. The ones that
were 48" were a shade large and I did not 1like to handle them &s much

as the 45 inch ones.

My method of doing hard edge palintings is to draw out loud so to
sreak in a note book, one l1ldea after another, just as they come. Then
when one stands out I put it in another book and paint it in oils. Some
l1deas had been sitting there for years - they simply did not feel right on
a 48" canvas. So I didn't use these idesas. I only pesinted the ideas
that were full sized, end & variation of middle slzes. Then one day I
came upon several smell beautiful sguere ;ieces of wood with birch and &sh
faces. 4And it dawned on me that they would fit many of my unused 1desas
which were - small palnting 1deas. I still do not know why one 1idea 1is
full siged, another middle, and another small. But I did come awzy with

a small bit of understandirg that slzes relate to me and my size, and it
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is helpful and important to listen to the impulses as they come and

respond to the size they dictate.

One more aspect of size that gives pleasure is the projected image.
At times you do not know what its size is, wunless it is put in relation
to an object you do know the size of, Or you'll know an image repre-

sents something small if you can identify it, 1like a pear for example.

There 1s one curious thing that can hapren in looking at something
small, and that is it becomes - large. The original size seems to
disappear and you find yourself in another world that fills your eyes.
It is especlally noticable in looking at details of either a large or
a small object - the image appears to be large. And then there is a
distinct pleasure in seelng an ordinary object out of context, as I'1ll
show you shortly. To see a mundane thing the size of this wall can be
very stimulating, and mildly shock you into looking §?Z§;§§E§P}ith

greater attention, &and perhaps with 1less haste .

I'll begin by showing you slides of things small, 1n context and
out, things familiar, things not. Then there will follow examples

of the 7 tools of the painter.




