














cobalt violet on the top, down to cobalt blue on the bot-
tom. After the glaze has dried completely, | start painting
in my customary manner: starting with the whites and
working down to the darks.

A Change in Thinking

During my trip to Britain, | learned that not only my way
of working but my aesthetic had changed. In St. Ives, |
had an epiphany regarding wallpaper. Growing up in
California, with its intense light comparable to Italy’s, Id
always disregarded traditional wallpaper as too timid in
its effects. | preferred bold swaths of color and form. But
in St. Ives | realized that the subtle patterns and mild tints
on standard English-style wallpaper corresponded per-
fectly to the gentle light enveloping the clouds. Thus, the
English aesthetic bespoke a harmony between the out-
door and the indoor.

e s
Bird’s Eye Po
For this painting | merged the three drawings I'd done in the
lea room {see Beachside, St. Ives at left). The first week we
were in St. ives, a northwester blew through, so in Windward
Warren (watercolor, 22 x 15) | wanted to suggest the conflu-
ence of man-made order and patural chaos. First, | applied a
cool, graduated wash to set the tone of northern light. | then
blocked in the shapes with a brush. The shapes of the roofs,
the swatch of beach and the ribbon of sky constitute a patiern
that moves the viewer’s eye through space.

AN e DSy

int of View

When White Isn’t White

The whites in the British Isles are very different than the whites
I'm used to in my California home, so | had to adjust my
approach. For this rendering of a gray day, | wanted to show
the way space opened and narrowed on this street in St. Ives,
England. When [ started to paint the whites, they seemed
rather dim against the raw, unpainted paper. As the painting
progressed, the dim tones became “white” as | applied the
darkest vaiues in Cornish Whites (watercolor, 22 x 15). White
is thus white only in relation to something darker.
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