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INTERPRETING LANDSCAPE - LORENZO DUPUIS 

My work is not an attempt at a photographic description of 

nature. Rather, it is a view of nature sifted through my experience. My 

experience, of course, includes many things. Among others, it is of 

living in the largely rural environment of Saskatchewan, where 

nature, because of the relatively small urban settings, is easily 

accessed. Within this context, I have cultivated strong feelings toward 

the various forms, colors and textures that I see in the landscape. As a 

painter, my expression of these is affected by a variety of historical 

and regional influences, the medium that I use, and the strategies that 

I employ. 

EMOTIVE IMPULSE 

The feelings that I have toward nature and the excitement and 

passion that I experience while I am in the act of painting outdoors 

are central to my work. The more that I work in nature, the more 

intense my feelings become. This intensity of feeling is my strongest 

asset as a painter. It helps me to go beyond an intellectual or clinical 

attempt at painting. Rather than only measuring and analysing, I also 

feel. 

It is these feelings that give me direction and enable me to move 

more naturally into the complexities of orchestrating the visual 

elements. I attempt to do this from an intuitive base. Of course, 

measuring and analysing do have a place. As I perceive inwardly with 

my emotions, I also engage in cognitive responses such as measuring. I 

continually ask myself whether or not something works, whether or 
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not the shape, size, and gesture of the mark is appropriate. The feeling, 

though, comes first. If I feel intensely, I measure more accurately. 

Communicating intensity of feeling is my primary goal. To do 

this, I allow myself the freedom to exaggerate, change and exclude 

forms that I see. I understand visual perception to be dependent upon 

relationships where the experience of an element or area is affected 

by an accompanying experience of a different element. I attempt to 

work with this understanding in communicating intensity of feeling. 

For example, to describe the sensation of chaos, I may place a simple, 

ordered area in close proximity to a chaotic area. The perception of 

chaos may therefore be intensified by the comparison. Similarly, I 

juxtapose verticals against horizontals, thick against thin, cool against 

warm, and so on. 

I am usually more successful in describing my emotions if I 

work quickly. Although I work in oil paint, I avoid the complexities 

that are often associated with this medium. I usually complete a work 

in one sitting, which makes concerns over glazing and thick over thin 

unnecessary. As much as possible, I attempt to make the conventions 

surrounding my images and the technical issues of my medium suit 

my purposes rather than limit them. 

INFLUENCES 

My influences are numerous. I am interested in work ranging 

over several centuries. Rembrandt is an earlier painter whose work 

excites me, as it provides me with possible strategies other than those 

promoted by Modernism or Post Modernism. I am attracted to the way 

by which he directs the viewer's eye through subtle and continuous 
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transitions to specific areas of high contrast. I believe that he, like 

later twentieth century painters, was concerned with restating the 

picture plane. ver; -he dig this while deliberately creating a 

spatial Recognising a ccess with this formal concern allows 

me also to expl ary devices that have been discouraged by 

Modernism. Seeing his work means being drawn into an emotional 

experience far beyond just paint and formal issues. This encourages 

me to continue exploring an expressionist dimension of painting. 

Van Gogh's work has also impressed me constantly over the 

years. The feeling he communicates through intensity of color, paint 

texture, and repeated and varied patterns of marks has been of great 

interest to me. He also worked from the landscape motif and struggled 

with its conventions. I have been particularly interested in how he 

created transitions from one area of an image to another. To lead the 

viewer's eye from the foreground to other areas of the painting, he 

would often place a wedge of foliage on the bottom edge that would 

initiate a diagonal movement through the picture plane. This would 

allow him to unite a tremendous variety of marks as well as create an 

expanse of space. 

The Abstract Expressionists and the Color Field painters have 

also affected my work. My use of house painting brushes and 

spatulas, as well as my tendency to work quickly and spontaneously 

while addressing all areas of the surface are due to their influence. 

Their emphasis on restating the picture plane while suggesting depth 

is another one of their conventions that I have adopted. 

Finally, I have worked with many of the landscape painters of 

the Saskatoon area. Their interpretations have provided me with 



insights on dealing with descriptions of land forms in this setting. 

Through numerous conversations, and exchanges on mine and others' 

work, I have received valuable feedback and support. Working within 

this community has been important to my development. 

• 

PAINTING ON LOCATION 

I prefer painting on location to working from sketches or 

photographs. It is very important for me to experience nature as I 

work. Being on location provides me a quality of stimulation that a 

photograph or sketch does not. I am able to work from real space 

rather than from an illusion of space. It is exciting to see actual forms 

in and amongst others progress into distant areas. Being within natural 

elements such as sun, rain, wind, heat, cold positively affects the way 

that I work. Feeling their presence creates a sensation of immediacy 

within me. Rather than being an objective viewer, I feel that I am part 

of the situation. I am an interactive element. This contributes to my 

experience of nature and subsequently compels me to express this 

experience. When I paint within this context, I am able to work with 

energy and conviction. The variety and richness of sensations that I 

experience when working in nature direct me visually and 

emotionally. 

I begin painting on location in spring as the weather warms up, 

travelling around the countryside to experiment with different sites. 

Beginning with quick sketches on small panels, I attempt to keep the 

process loose and playful and use a wide variety of strategies. At some 

point I find a location and a way of working that interest me. This new 

combination challenges my potential to understand and interpret 

4 



landscape painting, so that I compose and handle paint in a new way. 

In a sense, due to what I see and how I react to the situation, I find 

myself reinvented as a painter. This is a particularly exciting time, and 

it usually leads to my best work. 

However, any combination of site and process that generates this 

kind of enthusiasm will not do so indefinitely. Eventually, familiarity 

sets in and the generative potential of the spot and associated process 

decreases. A temporary solution may lie in either altering my means 

(diminishing or increasing the scale, introducing new tools, etc.), or in 

simply finding a new spot. Generally, however, I need to rediscover 

both. This is usually very difficult. I become attached to areas and 

methods that have led to some success. Only repeated failure allows 

me to disassociate myself from these and begin a new search. 

Discovering generative combinations involves risk-taking. I need 

to try painting from landscape which has not caught my attention in 

the past as well as experimenting with unfamiliar methods. Such 

actions enable me to be in situations that may rekindle my interest in 

the act of painting, and allow me to become truly engaged in seeing 

and again feeling nature in a new refreshed way. Of course, the 

situation repeats itself. As before, the site and the accompanying 

process will be exhausted, and the search will begin again. 

STRATEGIES 

I like to work on a variety of scales from very small to very 

large. Recently, I alternate between small and large surfaces. Because I 

feel less daunted and more daring on a small scale, I rely on the small 

works for a sense of direction. Quite often, I will choose a small work 
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from a previous session to emulate as a starting point. I will do this 

out in the field where the small work was completed, which provides 

me with a new point of departure. As is evident in the "March River" 

and the "April River" series, the transposition from small to large also 

encourages a generosity of attack with respect to the size of individual 

marks and in the simplification of the composition. 

Before setting out, I prepare a large quantity of oil paint in two 

large flat containers that I use as palettes. In one, I lay out varieties of 

blue, violet, red, orange and brown. In the other, I distribute varieties 

of green and yellow. I am careful to create differences in paint 

densities by adding medium. I also create a range of tones and color 

intensities by adding white or complements. Although I make changes 

as I work, I feel that it is important to prepare my paint as much as 

possible ahead of time. Once I begin painting, I may proceed with 

fewer interruptions. This is essential to my process. As I work, an 

intensity of feeling develops which I rely on for direction. Being well 

prepared, therefore, prevents any interference with this impetus. 

Once I have reached the location where I have decided to work, I 

begin with the underpainting. I frequently work with warm colors 

such as cadmium red, alizarin crimson, violet and orange over a thin 

field of light yellow. With the colors just described, I attempt to make 

a general description of the landscape. I use the cooler hues (alizarin 

crimson and violet) near the horizon, while I use the warmer hues 

(cadmium red and orange) in the mid-ground and foreground. As I 

employ broad strokes, very little of the canvas remains visible by the 

end of this stage. 
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The distribution of color that I have just described in the 

underpainting helps me establish a number of polarities (opposing 

visual forces). As I proceed in developing the work, this enables me to 

create an illusion of depth while simultaneously restating the picture 

plane. The colors that I use over the underpainting (primarily green 

and yellow) are complements to these and also act as their opposites 

relative to cool and warm. The result is a continual shattering and 

reassembling. As the eye is conducted from the foreground through to 

the background, it is also engaged in a shuttling from warm to cool and 

from one complement to another. This shattering and reassembling is 

most visible in "Sylvia's Pond #3" and "Sylvia's Pond #4", as well as in 

"Mid-day Petrofka". 

As I paint, I usually work all areas of the canvas at once. I 

alternate between the use of a variety of tools. I am conscious of the 

differences in the quality of marks that they make and attempt to use 

these differences strategically. For example, I may paint a tree in 

thick, opaque, warm colors using thin vertical marks, while I may 

paint an adjoining body of water in broad, thin, cool colors that move 

in a horizontal fashion. By so doing, I emphasize differences. This 

handling causes the forms to separate spatially, thus creating pictorial 

depth. These differences must also be orchestrated for reasons other 

than descriptive purposes. As previously described, using a range of 

qualities has an expressive function. As well as engaging the viewer's 

interest through variety, it may carry an emotional impact because of 

the way that the qualities are distributed. All of this, however, must 

be managed within certain conventions. The progression from 

foreground through to background must be respected. The fracturing 
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that the polarities create must find a resolution or a coming together 

in a unified whole. 

I work on in this fashion. I measure as I paint, and attempt to 

keep an uninterrupted rhythm going. As I proceed, I ask myself how 

areas relate to each other and whether or not adjustments need to be 

made. I try not to overwork. When I am satisfied that I have achieved 

a logical progression from foreground through to background which 

restates the picture plane and supports an emotional statement, I stop 

and bring the work into my studio. There, I examine the painting and 

make adjustments if necessary. 

The final stage of evaluation is crucial: it determines the 

painting's success or failure. In doing this, I hang the work in my 

studio for a period of time. Initially, I am emotionally attached to it, 

and making a reasonable assessment is not easy. If, after a period of 

time, the work continues to feel ordered and alive, I may consider it 

successful. On the other hand, if the work begins to feel heavy or 

ineffectively organized, I simply take the canvas off the stretcher and 

begin again. 

There are other considerations in evaluating my work that go 

beyond pleasing the eye or meeting the expectations of certain 

conventions. These other considerations are growth and genuine 

expression. The two are usually linked. To develop genuine expression, 

I strive to establish new practices; I may handle color, composition or 

paint in a new way. These new practices will likely result in my 

having difficulties assessing my work. I may simply find my work 

strange or uncomfortable. However, I pay close attention to these 

difficulties in evaluating my work. They may mean that I have 

8 



ventured into new territory and have not imitated past successes or 

the works of others that I admire. Consequently, I learn most from 

those works that are difficult to evaluate, and I try to use the qualities 

of these paintings in future works as I attempt to achieve genuine 

expression. 

SUMMARY 

I paint to express my enthusiasm for the experience of 

landscape. I do this mostly in oil paint while working within 

conventions of landscape painting. My understandings of these 

conventions and the painting processes that I employ are affected by 

historical and regional influences. These set up some parameters that I 

accept because they provide me with a language within which my 

expression is made possible. While linking me to similar expressions 

and thereby connecting me to a variety of strategies, they allow me to 

invent and make statements specific to my experiences in this 

particular area. Therefore, these parameters are not limitations. 

Rather, they are means through which I may interact with my 

environment and express this interaction within an extended 

community. 
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