HISTORY OF PLEIN AIR

Investigating the Origins of Open-Air Painting

By MADDINE INSALACO and JOE VINSON
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ince as is commonly believed. The 19tcentury French
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ITALY AS THE SOURCE
uring the 181h century, Rome had assumed
 posiion of unchallenged authority as the art
capital of the warld. This was due 10 the achieve-
‘ments of the Renaissance artss, a5 well 2 the
of the clasical antiquity of Rome that
inspired them. At this tme, any
aent and aumbition kaiew that an experience in
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FOLLOWING TRADITIONAL
FTINERARIES TODAY

Qur intention was (o
graph and potentially paint as mmy o
the raditional destinations as possible:
There were, however, specific criteria
that directed us in the selection of loca-
tions of greatest interest. First and fore-
most, we had 10 be inspired by
ing of an carly master. The inspiration
mainly derived from the beauty and nat-
ural drama of the place suggested by
theimage, rthe han e formal

ies of the painting itself. Second, we
fvored relatively unknown destinations

— for example, Olevano and Civita
Castellana — because we hoped that
they would be more likely o resemble
the states as depicted in the 18th and
19th century paintings we referenced.
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While we hunted for a medieval

obscured by dense foliage that we were
n e wp b o ridge before e res-
funt e I fond i} Durin the. o
turies when. Vansitel, Valeaciennes
and Corot were studying the gorges and
cliffs of Givita Castellana, wood was the
primary ful fo b The u..dmpe
was much more barren when nothi
esaped he woodurie’s . I taay's
worid, Gl by il snd g oy s
were in rough te suit-
Ml Tor commercil or resdential
development, and they have been com-
pletely reclaimed by nature.
quenty, we discovered tha
T it could e s only from
e proper We found ourshes

ifwe i dhe opportunit o b relative-
Iy isolated from distu

Most of the time, we bad onlya
reproduction of a master pleinair oil
sketch 1o point us in 4 direction. Well
known sitcs, such as the Coliseum in

or neglect had so altered the landscape
that it was difficult o find what we want-
ed, and the_identification process
became an artin itself

toaccessa
view and palot our pmum. This
scmed the fmmediale challeage of
determining the owners!

Most p mpcl s, when v
found them, tended to be only vaguely
aware of the artistic tradition that pre-
s, but they were very helpful
and willing 10 accommodate our

tacts that we were able 10 see and paint
the most exclusive, intact and sugges-
tive sites of all.
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istic auribution. To modern viewers,

tions of their
pradaaon; The figtie Eght o e
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Fuces were unpnmed paper of small
dimensions, and we used a limited
palette in which earth pigments pre-
dominated. Moreover, the maximunt
s it i zach vork v Houre
This methodology was
sanctioned by Roger de fovngd
Principles of Painting in 1708, as well as
°H. Valenciennes, nearly a century
Tater,in his Elements o Perspective

THE EXPERIENCE
One thing that most auracts us to
sketches is. their

‘They have a timelessness that defies syl-

sun fe 10 work quickly and
prevents him from allowing intellect
and “culture” 10 intervene in the pic-
ture-making process. A good eye and a
o0 hand are more critical (o captur-
ing the effect of light o objects in the
open air, rather than soisdic ideas.
fact we realized was our main connec-
tion with our artist predecessors in the
Roman Campagna. If we were all
equipped with the same tools under
identical conditions and constraints,
our responses to our sensations of
nature in paint would be sim
It will not come as a surprise that
often our enjoyment of a tradi
motif was marred by a road, a power

o Casaas: Panns, TUrk CUFFS
JoeVrson, 2
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tine, an ugly building, or any number of
things that have accompanicd eco-
nomic development in the last centu-
£y. Unexpected however, were the rare:
occasions in which we found ourselves
s of extraordinary beauty that
seemed unaffected by Gme. It was in
these moments of diffused yellow
light, in the company of sheep and
goars, that we felt the draw of the
Italian pastoral that so moved artists in
Italy for centuries. %

B Aulencenes, Elmens de Pt i,
P57 (1800)
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