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Original name:Douglas Arthur Nicholson

A AE N SR B i BT A

Born in Vancouver, Canada

WA R - YRR

Name Changed to Don Farrell

LR R EARFIR A 2 AREL S R

Elected Associate Member of Federation of Canadian Artists

Wl 2 F KB E R RS 5
Elected Member of The Royal Institute of Painters in Watercolour

Y E R EZARE AR R

Elected Associate Member of The Royal Society of British Arfists

TER BT R FOK B E RN R IR B R K

Awarded Rl Medal of Royal Institute of Painters in Watercolours Exhibition

TE S KK R F 2 RS RIS SRR 2

Awarded Honourable Mention of Royal Institute of Painters in Watercolours exhibition

Wik R E B R LR R IER &
Elected Member of The Royal Society of British Artists

YA INE R ZARFR A M IEA L R

Elected Senior Member of Federation of Canadian Artisfs

P K LR F MU ) - D ek

Awarded Daler-Rowney Aware of Royal Society of British Artists

FRRHAG S E K EARF LA 3 — D Je K

Awarded Daler-Rowney Award of Royal Society of British Artists

TEMEREARFI AR KT & FARRHRK

Awarded Silver Medal of Federation of Canadian Artists Medal Exhibition
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Watercolour, from the traditional approach to the diverse applications of
today, provides us with endless creative opportunities.

I initially focused on the traditional approach and as my studies increased
became interested in experimenting and pursuing options presented by related
water—soluble mediums. I began combining them with the traditional approach.
I started priming the paper and introduced gouache which when blended
with transparent watercolour produced what was for me very interesting
effects. 1 also found juxtaposing the opaqueness of the gouache with the
translucency of the watercolour very appealing. Approximately seven years
ago I introduced egg tempera. Not prepared by the traditional mixing
method, but instead, using manufactured egg tempera, which is available in
the tube. Tt is very consistent and I feel the manufacturer is better equipped
than I for producing quality. Water based gels and gesso have also found
there way into my process. I am fascinated with the possibilities they
present.

I like to remove and alter when painting and water—soluble mediums,
with the exception of acrylics, are unmatched for this approach. I have the
feeling of working "within" the paint surface as opposed to the feeling one
has of working "on '"the surface when over painting, as is required when
working with oils or acrylics.

The medium is of course not the primary reason for painting. It is the
vehicle.

For. me, painting begins and ends with the pursuit of developing compositions.
I find this very intriguing and challenging, and most importantly, it is never
conclusive. Striving for the seed or feeling which sparked the idea for a
painting is always paramount. Nurturing my intuitive résponscs through
pushing and prodding the paint, allowing the paint to take me toward the

o Jmairﬁdpated, is very important. This combined with the discipline of com-—

position is most fascinating.

The objective is to seek the rhythms, harmonies and relationships of
composition without formulating. T feel composition risks stagnation if for—
mulas or rules predominate. Composition is the search for harmony, which
makes up the whole. Striving to leave nothing isolated or unconsidered and
permitting intuition to determine when it is complete.




At the risk of seeming to contradict myself I should point out that there
are parameters. One aspect for example is the study of how shapes relate to
one another. Most successful compositions have motifs, which is the arrange—
ment of primary shapes such as the rectangle or triangle. One could say a
painting has a rectangle motif supported by sub-motifs of the circle and the

triangle. The same process for providing or seeking relationships for line and- —

colour are necessary as well. One orchestrates the elements, which make up
a composition.

I also feel the necessity for me to have parameters when it comes to
subject matter and I have chosen to work with the figurative, seeking the
feeling of place or time rather than depicting a subject. I have as well
restricted myself to still life, convinced that restriction leads to growth. I am
aware of how representational the paintings are, but [ assure you this is not
the goal. The realism seems to be receding as I mature. I will not force my
direction, just let it happen and look forward to the unanticipated. I will say
that abstraction is coming to the forefront.

Seeking the essence, or in other words, responding to visual relationships
at a fundamental level is difficult to explain, it is felt. When developing the
relationships I find myself considering the overall and striving to develop
harmonies. For example, when shapes echo one another or parallel each
other they provide the feeling of structure for the composition. This leads to
integration of the positive and the negative, which brings forth the possibili—
ties for developing rhythm through repetition and spacing. Trying for the
intangible, the interplay between the emotional and the rational is fascinating,
ongoing, and I hope, evolving.

[ am sure it is quite apparent the process requires a number of alterations,
which the water media permits. Developing the skill to adjust without the
appearance of reworking does not happen quickly, like most endeavours,
practice leads to success. What is really required is patience, allowing myself
the time to consider and contemplate before adjusting or refining. Lately it
seems | spend more time perusing than painting.

I should note that I seldom work from subject matter but rather work
from memory using objects that are familiar to us all. This brings forth—
unrestricted possibilities as well as permitting my tendencies to come to the
forefront.

Let me divert to other important considerations when developing a
painting, involving you, the viewer. After all a painting is nothing without
the involvement the viewer. It is how well we provide participation. This is
the pursuit, the reason for painting. Providing site lines and paths, anticipat—
ing how the painting will be perused. Providing harmony for the eye.
Inviting participation through ambiguity. Allowing room for interpretation.

For me, trying to establish an intimate connection with the viewer has
resulted in what could be considered small compositions. The reason for this
current restriction is I want the viewer to come close, and enjoy the
subtleties. To be where 1 was when working on the painting. This is very
important to me at this time.

At the risk of being too analytical, I have provided summaries for a few
of the reproduced paintings presented in this monograph. I do hope you
enjoy my commentary and find them interesting. I realize that it may be
wiser to not say anything and let you interpret the paintings from your
point of view, but please indulge me the opportunity to explain. As you are
aware, painting is a solitary pursuit and we need to expound once in a
while.

CREASES

This painting is excellent for explaining motifs. It is a composite of three
shapes. The rectangle is the primary shape supported by the triangle and the
oval. The painting shows us as well how parallels determine eye movement

and direction.

The background, the cabinet and the white cloth, which divides the
composition, are the rectangles. The cloth is divided with parallel creases,
which are sloping rectangles. The angle of the cloth on the cabinet top
provides us with triangle shapes on the cabinet. Note the triangle shapes of
the-shadows on the cloth as well as the shadow at the bottom left of the
composition. The pot, the knobs as well as a mark above, near the top of the
painting, are the ovals, which I feel harmonious nicely.

Dividing the composition with the white strip of cloth was the seed of
this painting. That white slash holds the eye.

Providing oblique movement with parallels is the key. Note how the
parallels of the shadows at the right and the left support the pot's shadow.
The parallels of the creases in the cloth provide subtle counter movement.
Another important subtlety is the site line, which connects the seam in the
pot to a vertical scratch on the drawer below; this creates a sense of
structure. Avoiding competition in the large dark portion of the composition
permits you to focus on the area of interest. It does however, contain very
subtle harmonies, which do offer support. Note that light shape near the top
and how it echoes the knobs and how the pot is placed between this and the
right knob. The resulting sight line provides a sense of division, which
parallels the creases.

The angle of the shadow at the bottom left is independent and I felt was
necessary to offset a feeling of movement to the right.

THREE DRAWERS

The curve is the basis of this composition. I'll begin with the tabletop,
which provides the base of the composition. Its curved shape at the bottom
right echoes the curve of the shadow at the top, creating a horizontal
upward swing, which moves to the right. I cérefully considered the place—
ment of the drawers to harmonize with the sweep. Note how the right
drawer points to or relates to the two ambiguous shadows above at the left.
This provides a counter movement to the swing to the right. The cast
shadow at the bottom left provides entry to the composition and is in
harmony with the sweep. Notice as well the subtle parallels in the back-
ground and how the angle of the right drawer is T harmony with cast
shadow. I felt the top of the table needed a relationship, which resulted in
an intuitive placement of a horizontal line across the composition. The subtle
vertical lines at the right hold your eye movement, providing containment.

I would like to note the very important rhythmic relationship of the two
knobs with the two ambiguous shadow shapes at the top left, this was the
seed of this composition.

SEMICIRCLE

Shape relationships and eye movement.

This composition is an excellent demonstration of motifs (shapes) and
their relationships. The seed of the composition is the circle, which I
modified to suit. The circle is sensed. The curve of the shelf connects to an
arched line on the wall. The arch is shifted to the left to establish the
desired relationship with the rag (a triangle) on the wall. The background is
an arrangement of rectangles, which is supported by two triangles, one at
the bottom left the other at the top right. Note how the parallel edges of
these triangles provide an oblique movement. The objects on the shelf are an
arrangement of rectangles and triangles. Another oblique rhythm is provided
by the parallel shadows on the shelf. I provided some dark markings at the
top right to provide closure, or to put it in other words, to hold your eye
movement within the composition. I should also point out the arrangement
of the items on the shelf, which were carefully considered. They echo the



curve of the shelf and the lead the eye to the rag on the wall. Note as well
their value, which is close to the values of the shelf and rag, if they were
darker they would break the relationship between the shelf and the rag. I
should point out how the shadow of the rag strengthens the connection
with the shelf. There is also a subtle vertical division of the composition
just to the right of the rag, which supports the verticals of the rag and the
boxes on the shelf.

ORANGE MARK

A composition evolves.
+This painting began with applying the paint with no predetermined
direction. T wanted to see here the paint would tdke me. While mucking
about, the orange mark appeared, to which I responded. My pursuit from
then was to divide and balance the overall with the focal point of the
orange mark. I then divided the composition with a light area across the
bottom, which provided a sense of place.

The table then appeared. I added the striped cloth to relate to the
orange. The bottle appeared as a counter balance. I provided the table's
shadow to harmonize with the shape and the bottle. I then introduced
supporting structure with the light area at the top left, but I wasn't satisfied
with the overall feel. After much consideration, I developed the slanted
vertical shape to the right of the table, which straddles the horizontal
division. This shape prE)‘Vides structure for the large negative area and I feel
its placement harmonious nicely the orange and the table's shadow. I added
a number of subtle relationships and harmonies until T felt the composition
was complete.

GAME BOARD

I will focus on sight lines and how they integrate this composition.

Let me begin with the game board. Note how the right edge of the
board connects with that reddish triangle shape on the wall above, and
how the end of the table's backstop aids this connection. The other side of
the triangle leads you down to the black box, which is parallel to the game
board. The black box takes the eye to the shadow of the knob on the
drawer. Your eye runs along to the shadow on the drawer, which connects
the bottom edge of the game board. These connections provide an enclosed
sight path. This only one of several sight paths that ensure enclosure for the
composition. For example the backstop is another path. Every shape and
mark has been considered and provided with a relationship or harmony.
The challenge is to leave nothing isolated or unconsidered.
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PUAHEF /Four Knobs
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4 J@# /Metal Chair
145 x 235mm 1998

16




