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T. H. Delap, "Bull," 221/2X8x4" , construction painting, 1963. 
(Mr. and Mrs. John Bransten.) 

JOHN COPLANS 
Tony Delap's exhibited work over the last few years 

has consisted of rather small glass-boxed assem
blages in shallow relief. Within these works he mini
mizes attention on the container - later to become 
one of the most important components of his work -
for an imagery consisting of a variety of small objects 
and cut-outs from printed media mixed with a whole 
range of ephemeral materials. Manipulated in the ab
stract-expressionist style reminiscent of de Kooning 
and Marca-Relli, neither suaveness of handling nor 
the engaging quality of the materials used could con
ceal the problematic aspects of this work. Concurrent 
with these boxed assemblages DeLap also painted (but 
never exhibited) a small number of fluent and rigor
ous hard-edge paintings - the canvas entitled "Ger
kin" of 1962 is a typical example. This untenable 
polarity of styles has been resolved in his recent ex
hibition (at the Dilexi Gallery, 12/ 10- 1/4) with a new 
body of work marked by so startling a delineation of 
ideas and so striking an economy and clarity of 
means that one is immediately compelled to pose the 
question - how, in so short a space of time and by 
what means has DeLap arrived at this mature vision? 

From the time DeLap first became interested in 
being an artist (some fifteen years ago) he supported 
himself by working intermittently as a designer in 
architecture and graphics, recently teaching within 
this area. He had a natural bent in this direction 
as well as a deep interest, but it was the concep-

tual methods of working rather than the functional 
or commercial ends that interested him. This led to 
the development of a high degree of manipulative 
skills and a critical instinct for the disposition of 
formal elements. Parallel to this activity as a de
signer he consistently maintained a concern with 
painting, working within the abstract-expressionist 
notion of combining the emotional and intellectual 
energy of the artist with spontaneity. But his tem
peramental bias against improvisation (and the cur
rent ritual ization of the style) eventually provoked a 
sense of desperation. Hesitant in his own mind to 
admit to being either a painter or a designer, he 
began to realize that his confusion arose out of a 
conflict of style and temperament. His greatest need 
was to coalesce ends and means to a more purpose
ful encounter with his instincts and needs as an 
artist. 

Retaining the format of the assemblages - the 
glass-fronted container - DeLap purged his work of 
every element in conflict with his own deeply felt 
notions. At the same time he introduced and exploited 
in his new work two fundamental ideas, one normally 
pertaining to sculpture, the other to painting: the po
tential of sculptural forms to contact and penetrate 
space, and the painted forms' potential for illusion 
and ambiguity. Combined, they are capable of creat
ing a complex visual drama. 

DeLap was completely uninterested in any of the 

programs of the earlier groups working in this area, 
particularly the Bauhaus drive towards the integration 
of the arts or the use of abstract art as a component 
for design and mass production. Mondrian's acuity of 
vision and intuitive sense of rightness of placement 
is more important to him, but whatever his stylistic 
connections to Constructivism, his greatest hero is 
Frank Lloyd Wright and in this connection DeLap's 
new work is far more personal, romantic and Ameri
can than its origins would suggest. 

DeLap's handling of three dimensional form is un
li'ke that of the relief, i.e., sculptural forms imposed 
on the surface of a picture ground. Instead he con
verts the rectilinear shape of a ground into a three 
dimensional form by mounting it on a base and pay
ing equal attention to both sides (rather like a double
faced clock). The hexagonal shaped "Crow" has both 
faces sheathed in glass. The inner shape is suspended 
on a sheet of plastic, the two halves sandwiched 
onto either side. The edges are well clear of the sides 
of the container and form a visual channel. The 
inner shape decreases in thickness towards the 
center, a series of modulated cut-out steps leading 
to the center-piece, a black dot on a hexagonal mir
ror. On the outer glass, opposite the black dot, is a 
white dot. The whole of the inside, including the 
channel around the inner shape, is painted in a 
deep saturated purple; the outside rim holding the 
glass in position is stainless steel, the sides are 



T. H. Delap, "Command Decision," 111/4X121/2". Collection Mr. and Mrs. Paul Mills. 
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T. H. Delap, "Crow," 11'¥4X10x3'¥•"• construction painting, 1963. 

covered in black plastic. The sheen of the materials
glass, stainless steel, plastic, and paint under glass 
combine to give an unusually sensuous effect. The 
flooding of light over the color irradiates the channel 
and the stepped shape, the steps on one half appear
ing very dark, on the other, very I ight. With the 
slightest sh ift of the eye position of the observer, 
the thickness of the shadows and highlights change. 
The concealed suspension of the center shape and 
the ambiguousness of the position of the two dots 
combine with the play of shadows over the steps to 
create a series of optical illusions. The total effect 
is to decrease the limits imposed on three dimen
sional form by mass, weight and volume. 

Delap constantly creates effects to heighten the i 1-
lusionary quality of his forms. In some constructions 
he will paint a vertical or horizontal shape or a large 
circle repeating the color at a different depth, con
fusing the observer as to its position. On those con
structions without a glass face, the center shape 
(smooth surfaced and stepped) is suspended in a field 
of toothed canvas painted with one or more saturated 
and bodyless colors which flicker and pulsate from 
within. The whole effect is subjective, capricious and 
mysterious. 

Delap's acuity of vision is not only used for the 
most rigorous disposition of the elements - a very 
personal visual exactitude- but each piece is exactly 
the right scale. His whole art is marked by this sense 
of critical concern, which, with his immaculate crafts
manship, specifically communicates a feeling of per
fection that entrances the eye. • 20 21 
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T. H. Delap, "Magpie, " 30x30x21/4", construction painting, 1963. 
(Mr. and Mrs. Robert Lauter.) 
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on nature, ar]d a thorough-going roman
tic in the sense that his introvert per
sonality was steeped in poetic emotion. 
Which probably accounted for the tend
ency one finds in that portion of his 
output which, while the most character
istic, was the most severely criticized: 
an intoxication with wild and glowing 
color. When he discovered that nature 
has as many modalities as the light 
that bathes her, and that this natural 
light is everchanging and ethereal, he 
found the material with which to im
part new overtones to the world of 
visual experience, opening new vistas 
on infinity. Turner was past 50 when 
he fully realized this discovery, and in 
Venice, where he had gone to recuper
ate from inconsolable grief over his 
father's death. 

Venice fired his imagination, and 
from that time on his art, as one notes 
here, changed. His paintings became 
increasingly brighter in key, sharper in 
contrast. His picture subjects grew 
more and more evanescent, finally dis
solving in a haze of shimmering color
bordering on the fulfillment, in terms of 
painting, of Navalis' wish: "If only one 
could write with no particular subject 
in mind." 

Watercolor, with its low surface ten
sion and brilliant color possibilities, is 
a natural medium, for this type of ex
pression. Si nee he had used it both as 
reinforcement for his architectural 
drawings in his youth, and for jotting 
down color notes while becoming the 
best-traveled artist of his time, Turner 
adopted a palette of intense colors for 
his oil paintings, so as to match the 
vivid tones of the watercolors. 

Yet his oil paintings of the same 
subjects can never match the freedom 
and verve of such watercolors as "The 
Burning of the Houses of Parliament" 
(1834), painted with what the English 
call "body color" (referring to opaque 
watercolor not quite as heavy as 
gouache). While immediately recogniz
able in subject, it yet resembles a sun
set over our own Southwest and could 
hang comfortably with most contempor
ary exhibits. 

The astonishing works here, how
ever, are those shreds and patches of 
paintings in which incredible skies, 
drifting mists, fogs and clouds form 
pure color symphonies. Not intended 
for line engravings (as many of his 
works were), these, with their simplifi 
cation and economy of means, border 
on the abstract. "Fire at Sea," "Sunset 
at Sea," and "Boats at Sea" all could 
have been done yesterday, when ab
stract expressionism was at its highest 
peak. E.M.P. 

PAINTING·, DRAWING-63, Richmond Art 
Center: The excellence of this annual 

...).s_partly due to the juror. Tony Delap, 
who abandoned from the start any at
tempt to produce another "Bay Area 
image" show and selected the work ac
cording to his personal taste. Delap 
capped his selection by giving the top 
award to the most exciting painting in 
the show. John Richards mounted the 
exhibit so that the paintings comple
mented each o~her. 

Ronald Davis took the first prize with 
a magnificent hard-edge optical illu
sion painting, titled "Roll Your Own." 
Painted to suggest two drums covered 
with stripes and repeated motifs whi r l
ing in opposite directions, it has a 
visual impact that is lacerating and 
after a while unbearable. If this work 
is like Bridget Riley's in painfulness, it 
is also like Vasarely's in monumental
ity (bearing in mind, of course, that 
Davis is just developing and perhaps 
should not be compared to Vasarely). 
In his choice of colors (beautiful until 
they are juxtaposed) and in his ac
ceptance of contradictions Davis shows 
himself amenable to a little lightheart
edness and a tone towards his subject 
matter that raises it above the imper
sonality to which this kind of painting 
often tends. Davis is just a student 
(this is perhaps his first altogether 
successful painting). Due to his young 
age and lack of a body of work, it is 
next to impossible to come to any 
conclusions about the artist. But this 
painting, taken by itself, is as good as 
the best optical i llusion hard-edge 
paintings being done in this country 
today. 

Wally Hedricks exhibited a painting 
of a cross over which he superimposed 
a bounteously endowed nude. This 
"peace lady," painted in the most garish 
yellows and blues imaginable, is funny 
and savage. However, the title "Vietnam 
1963" painted on the canvas seems ir
relevant. Philip Linhares is a young, 
eclectic painter whose best works are 
pure intuitive dada. The strange black 
and white shorescape exhibited is a 
fairly good instance of his imagination. 
Strewn across the sand is the word 
"Firestone." In the middle of the paint
ing is a brightly colored target that has 
absolutely nothing to do with the rest 
of it (as if any of the parts made sense). 

The discontinuity works simply because 
it is there. Velm McKinney's magic 
rea I ist canvas, "An 01 d Gas I ron," 
is well painted and handsomely laid 
out (the iron is segmented into hori
zontal bands, some of which are placed 
in a constructed box against a painted 
wall over a painted checkered floor) . 
It is strangely sweet and nostalgic and 
overcomes the triteness of the ap
proach. Donald King painted a large 
canvas black, stenciled in hundreds 
of white circles, cut out a peculiar 

shape and projected it in front of the 
main body of the painting. Although his 
efforts are remotely connected with 
decadent Lobdellism, the impossible 
and powerful . way it is put together 
I ifts it out . of any category. 1oo much 
of a piece to" be dada and- rliore sur
real in its structure than its iconog
raphy, _the ungainly elements in "No 
Tit!e Game" create, through their tan
gential relationship to each other, a 
presence that ,is very like high drama. 

The strongest feature of a small paint
ing by Patrick Tidd is its subtle and 
elegant arrangement of colors, a sur
prising turnabout from his earlier work. 
Here he has taken a loose square shape 
and set thin horizontal and V-wedged 
bands behind and beneath it. The paint
ing contains a little meaningless brush
work and, although it seems that Tidd 
is trying for something outside of ab
stract expressionism, the canvas does 
not appear to be decided as to where 
he wants to go. Nevertheless, it is 
lyrical and attractive. 

These are only some of the more in
teresting things in the show which, 
aside from its appallingly bad draw
ings, was immensely refreshing and in
ventive. J.C.M. 

KISHI, Lanyon Gallery, Palo Alto: Like 
the War Department, the art world has 
its hawks and its dov~s. The doves like 
to talk about "lots of room for lots of 
styles and approaches," while the hawks 
like to talk about "mainstream art." The 
dove's worst enemy is Walter Keane, 
while the hawk's worst enemy is the 
dove. Kishi is the kind of artist that 
throws both camps into utter confusion. 
The doves like him for all the wrong 
reasons, while the hawks mistrust him 
because the doves like him so. The 
doves are astonished at the manner in 
which his paintings bring a joyous, zest
ful life into their living rooms; the 
hawks, while admiring his total control 
of the abstract expressionist vocabu
lary, can't understand how he can, at 
the same time, be so light-hearted 
about it. Both camps collect his paint
ings at an astonishing clip, the doves 
for their living rooms, the hawks for 
his clean virtuosity, which is always a 
value. 

None of the attributes of Kishi's work 
are the things we commonly associate 
with abstract expressionism. Elegance, 
eloquence, an almost cavalier ease of 
execution, a breathtaking speed of exe
cution, a pervasively lyrical sensi
bility. Given such "handicaps," Kishi 
must prepare for the onslaughts of the 
more dogmatic-and less intelligent
hawks, who promptly see a prettified 
and adulterated abstract expressionism, 
a decorator's delight. The others pon
der the more difficult question: how 

does he manage to be exactly nc 
that? How does he manage to be s 
beautiful, to please literally everyon' 
and yet never be treacherous to t t".v 
tradition he has joined himself to? How 
does he escape all the pitfalls? 

First and foremost is his virtuosity
no one can handle paint with such com
plete ease and not give pleasure from 
that alone. Second is the fresh quality 
of his imagery-he is incapable of a 
painterly cliche, and can even use gold 
paint without making it offensive. His 
imagery is possessed of a spontaneity 
and lyrical charm which reminds us of 
nothing so much as those splendid 
Matisses of which it pleased that mas
ter to hear people say, "Nothing to it!" 

For his opening show at the Lanyon 
Gallery, Kishi has pushed these facul
ties to the limit. The entire exhibition 
has a Spring-like, early-morning qual
ity, obviously painted to be shown as 
a group. Each painting has a sort of 
pair of craw's feet in the vicinity of the 
lower right hand corner which, seen 
from painting to painting, become a 
little introduction to each variation on 
the theme. The man does everything 
well . P.L. 

NORTHERN CALIFORNIA ANNUAL, 
Crocker Art Gallery, Sacramento: North
ern California Arts, Inc., formed in 
1937 as a service organization to pro
mote art activities in the community, 
has had its ups and downs, swinging 
fitfully between "modern" and "con
servative" styles of painting. 

In this, its lOth Annual Open Exhibi
tion, it goes conservative to the point 
of being reactionary. Apparently the 
artists noted the jury panel, comprised 
of Ken Morrow, Dr. Marcus Reitzel, and 
Robert Rischell, and the outmoded 
terminology, and submitted according
ly. Why, after 26 years, this organiza
tion still clings to the silly categorizing 
of its shows into modern and conserva
tive is a mystery. 

The show is, for the most part, less 
than mediocre, and one suspects the 
preliminary pigeonholing has much to 
do with it. There are no real "moderns" 
included, nor many conservative mod
erns or even modern conservatives. 
David Dangelo, James Estey, Don Yee, 
Tom Allen, Lucille Harris and Betty 
McCoon are each represented by good 
enough works, but lack the strength to 
beef up the exhibition even with the 
help of the watercolorists. 

California boasts a number of top
notch watercolorists, who specialize in 
bright and crisp, or moist and moody 
landscape 'genres. Their work is strongly 
and freely rendered in varying degrees 
of abstraction and pictorial illustration. 
A number of them are represented here, 
in what is the highest categorical level 


