




Ma11 i11 Blue. wate rco lor. 1950 

DAVID McCOSH 

ESSAY BY 

LEONARD KIMBRELL 

EDITORS 

CRAIG CHESHIRE 
BONNIE BUTLER 

MUSEUM OF ART 
UNIVERSITY OF OREGON 

EUGENE, OREGON 



2 

ACKNOWLEDGMENTS 

Special thanks are due: Anne Kutka McCosh for her ex tensive research to establi sh and verify the major events and dates in David 

McCosh 's career. Tommy C nffin , C urato r, Museum of Art , University of Orego n, for hi s ro le as adviso r to thi s publication. 

Funding for this publication was made possible in part by: 

Credits: 

Departme nt of Art, Po rtland State University, Portland , Oregon 

School of Architecture and Allied Arts, University of Oregon, Euge ne, Oregon 

Museum of Art , University of Oregon, Euge ne, Oregon 

Research: Anne Kutka McCosh and Bonnie Butle r. 

Photography : Dave Emery, page 3 . 

Mary Randlett , page 4, © Mary Randlett 1973. 

Art Inst itute of C hicago photography department, pages 7 & 15 . 

Phil Grenon, page 36. 

C raig Cheshire, a ll color plates, some blac k and white . 

Book Design: Walton Bernard Fosque 

Typography: Graphics 4 Typography 

Colo r Separations: Wy'east 

Printing: Dynagraphics 

Printed in Portland, Oregon, U.S.A. 

Copyri ght © 1985 Museum of Art , University of Oregon, Eugene, Orego n 

Library of Congress Catalog Card Number: 85-51537 

ISBN 0-9615405 -0-8 



David McCosh was a painte r 's painte r who was not con­

cerned with trends, fads o r technical genius , but rather with the 

continuo us deve lo pme nt and c reative ex ploratio n of hi s per­

sonal art form. In thi s day whe n many arti sts , e ither by cho ice or 

economic necess ity, or ego, take o n a rena issance ro le of be ing 

painte r, printmake r, photographer and sc ulptor a ll in o ne swoop , 

it is aes the ti call y refreshing to find a painter who could find hi s 

pro ven c reative ta le nts in his chosen profess io n- pain ting . Of 

course, as any painte r of quality, I note David was we ll grounded 

and trained in the areas of drawin g and printmakin g, but always 

was the consum mate painter. David 's total maste ry and concern 

with form , compositio n , moveme nt and the phys ical e nviron ­

me nt in which he lived is strong ly evident in all hi s wo rks 

thro ughout the years, whether it was in hi s early Io wa and 

C hicago days, hi s many Mexican sojourns, or the No rthwest . 

His use of " fresh cut" co lor is constantl y a de li ght to the eye . 

As an o utstanding teacher, painte r and fri end , David 

McCosh has been a s igni ficant and powerful influe nce o n the art 

scene throughout the North west . He was a man and a painte r o f 

note who is, I am certa in , to be counted as o ne of the great 

a ll -t ime arti sts in the Northwest. 

Richard C. Paulin 

Director 

Museum ofA rt , Uni versity of Oregon 

David McCosh , /964 

FOREWORD 
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Painting was the focus of the life of David McCosh. Blessed with abu ndant 

talent, inte lligence and energy, it was apparent early o n that he was destined to be 

an artist , but not what kind. T hough nurtured in the American Scene of theM iddle 

West, his work developed from the regio nali sm of the Thirties to a clear, pure 

vision of hi s ow n that , while reflective of his times , and clearly rooted in the past, 

provided him with the optimum opportunity for growth. Unlike the work of many 

of hi s contemporaries who found a personal sty le and stayed with it , chang ing o nl y 

the subject matter in their various works, McCosh mined the possibilities of 

painting itse lf. A painter, not a manufacturer of paintings, he treated eac h essay as 

painter must observe nature. He I iked the definition he o nce read in a chemistry text 

which defined science as the observat ion of the hab its of nature as revealed through 

experiment. To him eac h painting was an experiment in observat ion. Starting o ut , 

which he thought to be the most difficult thing , one puts down something of what 

o ne sees that may or may not have anything to do with an object. He in sisted that 

pa inting comes not from objects but from the painting process itself. As Delacroix 

said of Richard Bonington 's painting (1802-28) one might say of McCosh 's later 

o nes for they also exhibit a " lightness of exec ution, which particularly in water­

co lor makes hi s work , as it were, diamond-like , charm ing and sed ucing the eye 

DA GOSH 
PAINTER c ~~?ct K~~~R 

the record of a search. Yet in hi s work there is no change for change's sake . His 

late r work grew organ ica ll y out of the earlier; hi s deve lopment was cont inuo us; hi s 

sty le grew by increments. At the e nd of his I ife his work was uniquely his own , the 

record of a search , the triumph of a painter's eye. 

McCosh disliked us ing the words "artist" and "art." He considered himse lf a 

painter rather than an artist, maintaining that the word "art ," along with such words 

as " beauty" and "truth ," is use less because it can mean so many things. He a lways 

ta lked about painting or drawing, not about art, painters, sculptors, ceram ists, not 

art ists, observ ing that artists might be designers or even art ed ucat ioni sts. Pai nte rs , 

he contended, are painters. Often quoting E. H. Gombrich's first lines in the Story 

of Art that averred that "There is no such thing as Art. There are on ly artists.", 

McCosh agreed to a poin t, but added that actuall y there were no art ists either, only 

painters, sculptors, etc. His concern with painting was a ll consuming. A painter 's 

motivation or ability he never questioned . They were assumed. It was the painte r 's 

work that interested him . 

But painting itse lf never seemed to be easy for McCosh. He often spoke of the 

facility that hi s friend Francis C hapin had , remarking that hi s touch was so li ght 

and sure that hi s canvases looked as though he had painted them by tossing the 

co lor on with "a water-bucket." And this was said with deep respect. With hi s own 

attitude toward painting, each essay was a new challe ng.e to McCosh and he had to 

seek means to address it . He insisted that a painter paints to see , but to see , the 

David McCosh in His Swdio. @ by Mary Randlett. 1973 

independently of the actua l subject or imitation." 

Though the act of painting may not have been easy for him, McCosh made use 

of his abundant energy and inte lligence to put hi s hard-won dexterity to the serv ice 

of his exacting vision. One must paint to see , he would insist, and in one letter he 

sa id to a student ( 1951) that, " I believe that learning to paint is learning to see ... " 

And as to the problem of sk ill and technique he wrote to a reporter (1953) that, 

"The e lements of technique are as difficult as the individual wants to make them." 

He certai nl y knew that art was ski ll , but he recognized the difference between mere 

sk ill and art, just as he recognized the difference between photography and 

painting . He ad mitted that the latter were certa inly close, that there was abo ut a one 

percent difference between them; that one-percent made a ll the difference in the 

world. Sk ill not at the service of seei ng was e mpty; the one-percent that see ing 

added to sk ill too made all the difference in the world. 

In McCosh's work, drawing and painting went hand in hand. To him co lor in 

all its aspects was of paramount importance and he used it with consummate ski ll. 

Color was not bound but moved throughout his painting field. In hi s work paint 

itse lf, it s handling, texture, glazing, piling up , offers a veritable visual feast and 

creates that exc itement that he as a painter could orchestrate. Look at the lower 

ri ght hand corner of o ne of hi s earl iest paintings, the Prodigal Son ( 1927) and 

compare it to the Beach (1950). The child is fat her of the man. The painterly 

movement, the "becoming" of the earlier painting predicts the later. T he assigned 

subject matter with figures of the earlier work has disappeared in the later; the 

painting has not. To McCosh a painting was a state of "becoming." His work 
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in vites the eye to pa rti c ipate in the process, both of pa int ing and of see ing. Note the 

hide-and-see k of the Blue Jays and s~o\flowers ( 1970) w he re th e j ays are 

suggested , comb ine w ith the ground, the n reappear as jays. Aga in o ne sees much 

the same in Winter Birds ( 1967) and Goats ( 1959). A ll nature is o ne. 

Perhaps the las t thin g David McCos h wo uld apprec iate wo ul d be to have a 

c riti c beg in to read in to hi s work so methin g tha t he had not full y inte nded , yet o ne 

cannot ove rl ook a ma jo r foc us w hich can hard ly have been unin te nti o nal. T hough 

thi s pa inte r would neve r have pres umed to say, as Po uss in dared to do, " I have 

neg lected no thing," he did paint so that he was in complete contro l of hi s work . T he 

comple te symbios is o f ani mal, birds, people and surroun d ings in hi s pa in tings and 

d raw ings is so stro ng it can hardl y be acc ide nta l. In hi s mind of minds he m ust have 

had a deep fee ling fo r the unity of a ll thin gs, and that that unity co ul d be reali zed in 

pa inting. He knew a nd unde rstood the wo rk of the Southe rn Song pa in te rs as we ll 

as th at of Cezanne. Po les apa rt though they may seem , each tried to " rea li ze" 

(Cezanne 's te rm) the uni verse in the med ia o f the pa in ter. It is d iffi cul t to prove 

what influe nce e nviro nme nt may have upo n an arti st bu t the more McCosh became 

e namored of the Oregon landscape and its pa rti cul ar characte ri sti cs, he exam ined 

it , communed w ith it , stud ied it constantl y to fin d the core of the mystery of nature 

he rse lf. "The urge to make pe rsonal d iscoveries in visua l s ituatio ns and w ith visua l 

mate ria ls is, in my o pinio n, the necessary state of mind fo r what is ca ll ed c reati ve 

pa inting," he said in 1953. O ne of those d iscoveries th at he had made was the 

sym bios is and continuity of a ll things . In the d raw ing of Deer ( 1964) the subject is 

as e lus ive as any in a haboku pa in ting by Sesshu , o rin a pa in ting by M u C hi . O ne is 

caught by the e legant callig raphy in w hi ch tree , dee r, un dergrowth , sky and a ir 

commingle in suc h a unifi ed way that it is a lmost through an ac t of w ill that one sees 

dee r, o r tree. Whe n asked if hi s pa intings were becom ing abstrac t McCosh replied 

to a stude nt that " Without exceptio n they are very prec ise in referring to a spec ific 

s ituatio n ." To nature, and a lways to nature he turned and re turned. Spec ifica ll y. 

" The main pi tfa ll is the substitutio n of a ge ne ra li zed idea l fo r the direct experie nce 

of pa intin g and see ing," he sa id. But li ke the ne ver settin g star in Te nn yso n's 

Ulysses, nature ho lds up a tanta li z ing pri ze. McCosh wo uld have agreed w ith 

Browning's de l Sarto w ho twi ttered, "Ah , but a man 's reach should exceed hi s 

g rasp , O r what 's a heaven fo r?" As McCosh put it to a reporte r, " What you 

comple te ly understand , o r think yo u unde rstand, seldom gives sat isfac ti o n. An 

unknown of some kind that tantali zes, and provokes, e ven irritates, seems to be a 

necessary ingred ie nt . What you reall y li ke may be what challenges yo u the most­

but that is onl y a g uess." 

In 1927 McCosh we nt th rough w hat must have been a traumatic experie nce . 

From amo ng some thi rty stude nts conte nd ing fo r fo ur pri zes at the Art Institute of 

C hicago , he wo n the John Q uin cy Ada ms scho larship whil e hi s frie nd Franc is 
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C hapin wo n the Bri an Lath rop. T he com pet ition was exac tin g beyond be lief. T he 

subject g ive n was the parable of the Prodi gal Son . The fi rs t stage required a 

pre lim inary ske tc h to be prod uced in s ix ho urs; the second , a large-scaled work 

w hich co uld no t dev iate from the sketch , was to be prod uced in less th an a mo nth . 

McCos h's wo rk was d irec t, te lling. In hi s rev iew of the scho la rship wo rk in the 

Ch icago Evening Post , May 24, 1927, R . A . Le nnon sa id: "There is no thing pre tty 

about it , but the re is a reso lu te sense of tru th . . .. T he most defi nite ex press io n of an 

idea is fo un d in Dav id McCosh 's pa in ting .... Mr. McCosh's treatment of thi s idea 

was s imple and stra ight to the poi nt." From the ev idence of the pa inting one can 

agree w ith Mr. Le nno n. T here is no com prom ise in the fo rms. Ico nography was at 

the cente r o f the c riti c's comment s . T he pa inting, as pa inting, speaks fo r itse lf. As 

we have seen, the seeds of the las t works are to be fo und in the fi rst major one. 

Afte r thi s success McCosh trave led west , then went to Europe w ith hi s frie nd 

C hapin in 1928. Whe reas fe llow Iowan and frie nd G rant Wood looked at earl y 

Fle mi sh pa intings to e nl a rge hi s vocabula ry d raw n large ly from "w illow-ware" 

c hina, McCosh looked mo re to the pa in ting o f Cezanne, that Post-Impress io ni st 

who strove to g ive to the co lor of the Impress io ni sts somethin g of the stability of 

the "art of the muse ums." Cezanne worked " before the moti f," re-do ing Pouss in 

" a fte r nature," as he would put it , peering, pa inting, peerin g, to " rea li ze" hi s 

experie nce in paint. In hi s work McCosh saw the poss ibilities of pa inting as 

experience and of pai nti ng causes, no t effects. The stra ightfo rward ness that Len­

non had seen in the Prodigal Son grew. 

T here is a kind of Ame ri can Scene qu a li ty in the Gangster's Funeral of 1928, 

the same year that T ho mas Hart Bento n, John Steuart C urry and Grant Wood 

estab li shed the ir trium virate to combat " fo re ign influence" in American art. 

McCosh 's White Mill of aro und 1929 w ith its Post-Impress io ni st overtones cer­

ta inl y does not suggest that he wo uld be in vited to teach at the Iowa art co lo ny at 

S to ne C ity, just o uts ide hi s ho me town of Cedar Rapids, where G rant Wood 

loomed large . But he was. Edward Rowan, who was a lso on the fac ulty at S to ne 

C ity, no tes that to th at new e nte rpri se "A hundred students came to feed where 

twenty were expec ted." (Magazine ofA rt , Sept. , 1937) In a 1932 brochure fo r the 

co lony G rant Wood wrote, " My fa ith in midd le-weste rn mate ri a l is not based a lo ne 

upo n its be ing fresh and unused, and does no t proceed fro m any " booste r spirit" fo r 

a partic ul ar locality, but is fo unded upo n the convictio n that a true art express ion 

must grow up fro m the so il itse lf." As fa r as subj ect matte r is concerned the White 

Mill is Iowan, o r at least Midweste rn , but its treatment pays homage to the Cezanne 

of A ix. 

Besides McCos h , Franc is C hap in , A rno ld Py le, and Edward Rowan came to 

The Prodigal So11, oil on canvas , 1927 
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the co lony. Even C urry paid a vi s it. And so did countless o thers. McCosh was not 

amused by art as enterta inme nt . When spec tato rs came David tied. Hoopla he 

could never abide , nor e mpty painting. Late r, in 1937, Ro wan asked him abo ut hi s 

work and quotes him as saying , " I have fe lt more sati s fi ed with results in wate r­

co lors than anythin g, tho ugh I ho pe to do a real good o il some cl ay. Realit y see ms 

the best word for what I am aiming- not rea li sm- just somethin g ri ght abo ut the 

whole canvas . What I want to do is honest painting." 

One of hi s le tte rs to Anne Kutka , whom he had met in 1930 when he was 
pa inting o n a Tiffany Fe llowship at Oyste r Bay, Long Is land , Ne w York, reveals 
David 's attitude to ward the S to ne C ity ex perie nce , and painting. He was not 
pleased with the way Wood 's students produced " little Woods ." " It 's hard for me 
to te ll mos t of them apart ," he wrote. C uriously, G rant had ins isted in hi s broc hure 
( 1932) that "At the end of the sess ion we ho pe that each member of our group will 
find that he has d iscovered something de finite to say in hi s painting and that the 
manner of hi s say ing it is hi s own individual manne r. " And McCosh had littl e use 
for the " s ight-seekers" who came " to gape at the poor a rti sts and feed the ir 
superiority complexes ." Howeve r the ultimate insult came with the sales where 
" The worst ca lendar stuff brought the best bids, of course ." His work was 
thoughtful , searching. Even then he was a painte r 's painte r. 

Anne Kutka was herse lf a se rious painte r. 
In 1934 they were married . 
Color had a lways been o f inte rest to McCosh , and personal. Rowan had 

complained o f the painterliness of hi s competiti on piece, the Prodigal Son , say ing 
that " Much o f the pa inting is inde finite ... " and of the intense ly personal co lor, 
noting that " the pale tte seems a lmost unconvinc ing in th at a strange pin k is 
fri ghtfull y ins iste nt . .. " He continues, say ing that " His wo rk carries the stamp of 
honesty .. . hi s co lor is a lways exc iting- sometimes vividl y so with brilli ant re el s , 
greens, viol ets ge nero usly used a lthough he is equall y able to ex press him se lf in 
more sober te rms . . . The co lor des ign, however, regardless of hi s pale tte, is 
care full y thought out , burthere is neve r a fee ling o f any set formul a e ither in co lor 
o r des ign. The subj ec t matte r and mood cause an intuitive dete rmination of the 
approach , which regardless of o ther qualiti es is one with a light touch." (1 937) 

Color and a light touch were at the heart of McCosh 's work . Eve n in 
lithograph y. He was a master of that diffi cult medium . He stud ied it at the Art 
Institute, taught it the re, ac ted as printe r at Grant Arnold 's Woodstock studi o in 
193 1, taught it at Stone C ity and late r for man y years at the Unive rsity of Oregon. 
In thi s blac k and white medium he worked for what the French called " vaieurs ," 
approximations in value fo r co lor diffe rences. S imple values work ed to state fo rm 
within the co lor-value diffe re nces. He was re markabl y successful at findin g 
equivalents for co lor in monoc hro me, with a li ghtness vouchsafed fe w printe rs in 
modern times. Even here, co lo r was at the cente r o f hi s work . Color and , as always, 
nature . Each essay was painte rl y in concept and e xec utio n. Diaphanous trees, land 
forms and animals coalesce into a unity that was to become the focus of hi s late r 



work. T he lyr ic inde finiteness that Rowan noted became the center of his work, but 

the indefin iteness was based c learly upon observat ion of spec ifics. In a lecture at 
the Port land Art M use um in 1942 he said, " The renderin g of the ll eet ing effec ts of 
li ght has been pre tty we ll discredited as providing the so le a im of painting. St ill the 

Impressionists did re introd uce the idea of making the way an art ist sees nature the 
subject of a canvas." 

McCosh sought constant ly as to how to begin a painting . T hi s problem 
seemed to be centra l to him. In the same lecture in 1942 he said that "The idea 
really is the subject of the painting." But then he abandoned the " idea" and turned 
to the painting process itself and concl uded , say ing that "The confus ion between 
li g ht as illumination and light as a property of co lor has a lways seemed to me to be 
one of the most baflling considerations of a painting . For my own part as a painter, I 

know this has been confusi ng and I have assumed that it mi ght also be confus ing 
for the observe r. It is for thi s reason that I have used it for the subject of my talk." 
And it was. The conside ratio n of the painterly painter strivin g to deal with visual 
qualities in the fore ign language of words. That he succeeded as we ll as he did is a 
tribute to hi s passionate objec tivity, hi s deep commitment to painting, hi s intelli ­
ge nce and abundant ene rgy. 

A lways a ve ry productive painter, durin g the late T hirties and the Forties 
McCosh was especiall y so. As a yo un g instructor at the University of O regon he 
had the magnifice nce of the Oregon co untry a ll about him , but he was far from the 
centers of galle ries and major commiss ions. Despite hi s iso lation he exh ibited 

across the United States. He was also sti ll busy acting as juror, guest-teach ing , 
teach ing at and play ing hi s part in a university art department at which he was an 
acknow ledged maste r. H is ab ility to compete, win, and successfull y comple te 
large commi ss ions is testified to by the severa l large murals he exec uted d urin g thi s 
period , including those in post offices at Kelso , Washington and Beresford , South 
Dakota , and the vast ones in the Interior Building in Washing ton , D.C. ce lebra ting 
the Nat iona l Parks. He a lso exhibited regularly at the Walker Gall ery, New York 
C ity. 

Yet somehow he felt a letdown . 

Regardless of how an outsider views a university env iro nment, it is never as 
tranquil as one imagines. As we have seen, even at S tone C ity McCosh was not o ne 
who enjoyed the idle attention of the gaper or the contention of artists. The exac ting 
freedom of the university took its toll. He felt frust rated and somew hat depressed. 
He was not g rowi ng. Despite its ability to drain the last drop from its c reative few, 
the unive rsity normally provides a cons istent if bare ly suffic ient stipend , and most 
importantly, a sabbat ica l leave for the refreshment of its members. That leave came 
for Dav id McCosh in 1949-50, a crucia l time in his development. In that year he 

stood in com ple te command of his powers. In that year McCosh became McCosh. 
A ll that he had striven for before coa lesced into the sc in ti llat ing style for which he 
is now known. 

After th at sem ina l year, he said in a 1953 grant proposal , "My project wh ich I 
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Apple 'h ee, oi l on paper, 1955 

Deer Fa111ilr, gouache, 1949 
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hope to be able to do someday ... is s impl y to remain where I am and try to paint 
the materials around me .... I have been living and teaching in Eugene, Oregon for 
18 years . During that time I have produced many paintings but a lways on an 
interrupted and semi-occasional basis that a teaching schedule and its interests 
allows." He had had the semi nal year of 1949-50 but w ished to pursue further the 
ideas deve loped then. To do so "An extended , and uninterrupted period of time 
seems necessary." But he had no intentions to formalize or generalize upon his 
discoveries. He sa id , " I propose that a susta ined program of searching and 
penetrating first-hand observation can lead fresh concepts of rea lity that are 
re levant to painting." He sought to discover the uncommon in the commonplace. 
So the great change , which can be seen so eas il y in his work , must have been 
cente red in the most concentrated , uninte rrupted observation of the ways of nature , 
of what causes one to see . 

Though he never said spec ifi call y what the great 1949-50 change was, it 

happened late in the fall of 1949 a long the Pacific Coast in Cohasset, Washington. 
Looking directly into piles of sand and driftwood , he drew with whatever was at 
hand. Increas ingly he aba ndoned traditional tools , but neve r his ab ility to look and 
see. He abandoned even his brushes and painted with hi s tubes of o il s. The results 
were ex hilirat ing to him , emanc ipating, redempt ive. Out of hi s slough of despond 
he burst forth with an eno rmously productive period in Mexico and New Mexico. 
Somewhere in the back of his mind Cezanne' s struggle must have been re-enacted , 

that struggle to give form to Impression ism , yet fighting with the incompatibi lity of 
the two -dimensional surface of the painting and the implied third. Increasingly his 
co lor was applied parallel to the picture plane. In the canvas Mexico (1950) one 
sees the go lden dome beyond the great cactus forms in the foreground. Value 
changes to create forms are few. In the Black Sun of the same year one sees the 
form of a cow emerge and mix with the cactus forms, then emerge aga in. By the 
time we are to the Crater Lake of 1957, o r the Blue Jays and Sunflowers of around 
1970 , we see the quintessential McCosh in which co lor has been freed from object 
and the reaction of co lor to co lor, area to area, plays its major role. It is a painting of 
relationships. Never decorative , the co lor is based upon the most careful observa­
tion of the subject. In these, painting has become his triumphant means of 
express ion. 

However, as he strugg led to solve the built-in con tradict ion of the implied 
third dimension and the rea l two dimensions in painting, McCosh turned increas­
ingly to monochrome drawings to exami ne the notion he observed so long ago in 
the work ofCezan ne-"how do you know?" It is possible that in the results of that 
exam inati on , espec ia ll y in the later "n ight drawings ," may be found one of the 
most profound, most influential contributions McCosh made to future painters. 
Space was at the center. While others succ umbed to emphas izing the painting 
surface , "flatness" as Tom Wolfe wou ld call it, McCosh explored space as dili ­
ge ntl y as did any early Renaissance painter, space anti its relationship to surface. 

It is inte rest ing to note by w hat indirect ways McCosh was influenced and 

how he came upon so lutions that are a combination of his so urces and his own 
discoveries. Cezanne was he ir to the Impressionists who were influenced by 
Japanese prints. In his drawings McCosh was inf·luenced both by the Impression­

ists and the Japanese through Cezanne. In the late drawings one can see the parallel 
with Oriental art, not in the more obv ious ways to be found in the more de rivative 
work of some painters of the Pacific Northwest , but in a more profound way. Joan 

Stanley Baker's examinat ion of Japanese painting in her book on Japanese Art 
( 1984) says: " Japanese forms are affected by the overall compos itio n of a picture 
and the emotional tension charges both motifs and the space around and between 
them .... The motifs in Japanese painting , each conceived as a part of a large r 
emotional whole, tend to reach laterall y across the picture -plane in a ' laye red ' 
techn ique , and be drawn togethe r by the treatment of the interven ing space ." 
Surpris ingly, these observat ions cou ld be applied quite well to the monochromes of 
McCosh , and seem to be at the heart of them. However, hi s approach is based 
firmly upon a western point of view. The basic " bone-brush ," or ske leton of hi s 
work, is based upon the most exacting examination of the nature of see ing. There is 
that rare tension between a rational approach and an emotional invo lvement th at 
info rms the drawings that is at the heart of their mystery and ca lls one to examine 
and re-examine them. In drawings such as Thicket (ca. 1968) li ght and forms 
coruscate across the page in never-ending recomb inations. His work has become 
one with nature. He has caught the tricks of the causes of see ing , the tension 
between object and space , surface and space , space itse lf. Cezanne, Mu C hi , 
Sesshu would have understood and applauded. 

T hough he was a master of painting the figure, portraits, and sti ll -life , it was in 
painting landscapes , the unity of which his work proclaims , that was McCosh 's forte. 
It is in his painting of Coats ( 1959) , now in the Museum of Art, Eugene , that that 
unity is g iven complete express ion. Rocks , brush, earth and goats play hide and seek 
across the canvas, combining, recombin ing. In it McCosh 's express ion of painting as 
"becoming" is g iven clear expression, as it is in the Blue Jays and Sunflowers . He 
invites the eye to participate in the process of painting and seeing. In that participa­
tion the participant is renewed , called back for a new conversation with painting and 
with nature he rself. McCosh leads one to look and teaches one to see , and these 
through the means of the painter. In a lecture on Cezanne he said: " S ince my interest 
is in painting as an activity rathe r than as an accomplished fact I'd like to try to talk 
about the causes, as I am able to see them , rather than analyzing the effect or effects 
of the final stage .... For temporary purposes we cou ld say, I think , that a painting 
does represent a concept of reality cond itioned by the characteri stics of painting ... . 
I would say that Cezanne in starting to draw a g iven situation asked himself "how do 
I know" not "what do I know ... " In Cezanne's case it [this att itude] led to what I 
cons ider one of the most amazing ach ievements in the history of painting .... 
Cezanne doesn ' t pretend to know anything - he states as honestly as he can in 
painting equ ivalents the causes he has been able to discern in the situat ion that 
produce knowledge. Knowing is the result, not the cause." • 
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TWO LETTERS FROM DAVID McCOSH 
TO A REPORTER: 

What a person believes to be fundam ental 
and basic about reality is not a constant condi­
tion but a set of ideas that are open to change. 
The effort to discover what you really do be­
lieve or can believe in is a perpetually re­
generating f orce in creating motivations . Mr 
writing betrays thefactthatl am an amateur in 
that medium since it is obvious that/ am having 
d(fficulty getting past generalities . This leads 
me finally to your first question , "Can the 
amateur be articulate in paint !" 

An amateurish characteristic , it seems to 
me , is to substitute a generalization for a 
spec(fic instance. What is concentrated on is a 
stereotype which is con.fitsed with an in(/i ­
vidual. It is true that some can be articulate 
about stereotypes in a vulgar rnanner as the 
popular columnists and illustrators practice it 
or, perhaps, charmingly, as Grandma Moses 
occasionally does . From Main e to California 
paintings by amateurs of f or example, a stone 
wall , tend to look very much the same . The 
assumption seems to be that since a stone wall 
resultsfi'om piling up so many stones, it f ollows 
that a painting of a stone wall results from 
putting together so many stone symbols . Few, (f 
any, of the paintings would be done fi'om direct 

Sei/Porrrair . o il on can vas. 14" x 12" 

observation but rather.fi·om what the amateur would claim was accurate 
memory. The amateur seldom asks himse(f "how do you know what you 
think you know" but remains content with the facts which he thinks he 
knows. 

The terms amateur and professional are examples oft he same collfu­
sion between genera/terms that can ha ve many meanings and individual 
examples. I do not think they are even logical opposites except in sports , 
where the method of identification is clear. However, since these terms are 
in popular usage ,/' II use them too , with the reservation that in mv opinion 
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the term "painter," if deserved, is a completelv 
descripti ve term . If a person is a painter, the 
question qf whether he is an amateur or a 
prqfessional is not an appropriate one . 

The beginner nearlr a/wars def ends what 
he has done bv saying , "That' s the way I see it" 
or "That's the way it was." The experienced 
painter is more inclined to say "/ have been 
Irving to see it , looking specifically f or such 
and so, and this is the result ." 

Ifee /most.fiallered when a student savs , 
afier a term or so ,"/ see more interest in things 
than! used to." His eyes haven' I changed and it 
ll?a\' be that he has not learned much, but his 
belief~ about the static quality of reality have 
changed . He has added another point of view 
to those he already had. 

That is the contribution that painting ex ­
perience makes and that helps account fo r the 
fa ct that even though practically anyone can 
take pictures with a ca111 era , more and more 
people are painting. Contrary to a current fad 
in some schools r~ft hough!, I he fa ct that one has 
taken a photograph qfa situation is no proofat 
all that he has "seen" it. 

The urge to make personal discoveries in 
visual situations and with visual materials is, in 

my opinion, the necessary state ofmindfor what is called creative painting. 
I would say that is a definition oftalent and it is large or small as the urge is 
large or small and the responses genuine and sensitive . 

The teacher hopes to be able to introduce the members ofa beginning 
class to the new world r~finterests which turns out to be the same world of 
everyday experience with nothing taken awar but with a new dim ension 
added. 

The elements qf technique are as difficult as the individual wants to 
make them. Br technique !mean the mechanics and chemistry qfpaint and 



the other 111aterials used. Technique in the 
sense qf a manner of painting should in aLL 
cases result.fi'om the nature qf the discoveries 
one is making or searching for. 

The main pi(faiL is the substitution of a 
generalized ideaL for the direct experience of 
painting and seeing. When.fi·iends, who are not. 
painters , say, " You have paintedjust the way I 
see it - it's good" you should be discouraged . 
The painter hopes others will see that what he 
has found is unexpected , not what a casuaL 
glance would reveaL. 

Certainly it aids in the appreciation of 
both old and new paintings to be famiLiar with 
the problems invoLved in creating painting 
equivalents for visuaL spatial reality. A game 
with no rules wouLd be no fun to play, since no 
one could win and of course no one couLd lose. 
It's the effort to pLay the game that counts. 

I hope it is clear, by now, what / meant by 
' 'finding out what you realLy like." It seems to 
me true that one likes most what one learns to 
like . What you completely understand, or think 
you understand, seldom gives sati~faction . An 
unknown qfsome kind that tantalizes and pro­
vokes, even irritates, seems to be a necessary 
ingredient. What you reaLly like may be what 
challenges you the most- butthat is only a guess . 

TO A FORMER STUDENT: 

Rocks and Cacti . gouache , 1950 

You remind me oft he number o.fyears by ref erring to the reproduction 
qfmv watercolor, which was don e in /935, I believe . In sixteen years your 
six vear old son will have changed although you will still be abLe to 
recognize him. The paintings you saw are not so unlike the watercolor in 
some respects , aLthough different in others. I could have looked f or scenes 

and qualities in Mexico that were like Oregon 
- however, I chose to select materials that, to 
my mind, were Like Mexico . 

As far as the paintings indicating a trend 
towards abstraction is concerned, it is my in­
tention that the exact opposite would result . 
Without exception they are very precise in re­
ferrin g to a spec(fic situation - in fact, much 
more so than the old work that you mention . 

ALong with many others, I beLieve that 
learning to paint is Learning to see - not to 
recognize only familiar things. We hope that 
others wiLL try to see what we tried to see and if 
the painting encourages that effort, it is a rea­
sonabLe success . Whether you wiLL like it is 
beyond anyone's power to anticipate. Even the 
elaborate poLLs that were taken before the Last 
elect ion turned out to be wrong as to the likes of 
most people. I understand that even business­
men have been kno wn to make products that the 
public didn ' tlike . They, of course , ha ve to quit 
making them even if they are the best things 
they've done, but the painter has no such com-
pulsion since no one has to buy his work any­
way, and infact seLdom does. 

Critics Look at things, paintings included, 
in order to evaluate them . Painters look at 

paintings and nature in order to find what they can use. 
lfyou want to understand one aspect of what many painters are trying 

to deal with you might sit down and make a drawing of one ofyourfamiLiar 
fir trees . Don ' t put anything do wn that isn ' I directly derivedfi·om what you 
can see in the particular tree. You won' I be bothered by people who say 
" What is it" but you wiLl be upset (fsomeone says, " Why did you do it" and 
you, infact can only give them the answer to the first question. 

Well, this is doubtLess of very /it1Le heLp but correspondence art 
courses seldom are. • 
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Crater Lake, o·il on canvas, 36"x40", 1957, 
Collection, Salishan Lodge, Gleneden Beach, Oregon 
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Goats , o il on canvas, 32" x50", 1959, 
Collection, Museum of Art , Univers it y o f Oregon 
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1903 - Born Jul y II in Cedar Rapids, Iowa to John 
McCosh and Anna Hromatko McCosh, the fourth of 
five children . 

1922-23 - Stuclies liberal arts for a year at Coe Col­
lege, Iowa. In 1923 is accepted to study at the Art 
Institute of Chicago, Chicago , Illino is. 

1926 - Gracluates from the Art Institute of Chicago . 

1927-29- Graduate studies at the Art Institute on a full 
scholarship. In May of 1927 he wins the John Qu incy 
Adams Scholarship for foreign travel. After spending 
the summer in Wyoming, he travels with Franc is Cha­
pin , a fe ll ow student and scholarsh ip winne r, to 
Europe , where they travel and paint in France, Italy, 
England ancl lrelancl . 

One-man show of paintings clone in Europe in the 
Little Ga llery of the Ameri can Federation of Arts , run 
by Edward Rowan, in Cedar Rapids . 

1930 - Paints for two months at Oyster Bay, Long 
Island on a Tiffany Foundation Fe llowship award 
where he meets the painter Anne Kutka, hi s future 
wife. 

One-man show, Theobald 's Ga llery, Chicago. 

1931 -Exhibits with the Tiffany Foundation Group at 
the American-Anderson Ga llery in New York Cit y. 

Paints in New York City in the winter, rooming with 
sc ulptor Herbert Ferber. During the summer paints and 
works as an assistant to Grant Arno ld in the lithography 
stud io in Woodstock , New York. 

1932- 0ne-man show at the Art Institute of Chicago, 
reviewed in the Chicago Evening Posl by C. J. Bulliet 
and in the Chicago Sun. 

Direc tor and in structor at the Davenport Munic ipal 
Art Gal lery, Davenport, Iowa , where he has a one-man 
show. 

Teaches at the Stone C ity Art Colony in Iowa, a 

CHRONOLOGY 
summer sc hoo l orga ni zed by Grant Wood and others 
and begins teaching lithography at the Art Institute . 

Commi ss ioned by the Syrian congregation of the 
Greek Orthodox Church in Cedar Rapids to do about 
twenty-fou r re lig ious paintings for the sanctuary. 

1933- Paints a mural in the Hall of Social Science for 
" A Century of Progress" 1933 International Exposi ­
ti on in Chicago. 

Ex hibit s in the "First Biennial Ex hibition of Con­
temporary American Scu lpture , Water Co lors and 
Prints" at the Whitney Museum of American Art in 
New York (Whitney Purchase) and in " Regional Influ­
ences in National Art" at the Josl yn Me morial in 
Omaha , Nebraska. 

Teac hes again at Stone City and at the Art Institute of 
Chicago. 

1934- Employed as an artist for part of March and all 
of Apri l under the Public Works of Art Projec t to paint 
workers at the C ivilian Conservation Corp 's Camp 
Chicago Lemont in Willow Springs , Illino is. 

Begins exhibit ing at the Ferm·gil Ga llery in New 
York , then moves to the newl y es tablished Maynard 
Walker Ga lleries, an association that lasts until 194 1. 

Marries Anne Kutka in Santa Fe , New Mex ico in 
Jul y, where he paints until returning to teach at the 
Chicago Art Institute in the fall. In November he turns 
his Art Institute classes over to Francis Chapin and 
accepts an offer to teac h drawing, painting and I ithog­
raphy at the Un iversity of Oregon, in Euge ne, Oregon . 

1935 - 0ne-man show at the Sc hool of Architec ture 
and Allied Arts , University of Oregon. Two-man show 
with Anne at the Boulevard Gallery in Chicago . In ­
vited to exhibit in the Colorado Springs Fine Arts 
Center and Denver Art Museum (Chappe ll House) in 
" Paintings by Artists West of the Miss issippi ," an 
in vitation that is ex tended annua ll y through 1955. 

Painting ex hibited in Denver is reproduced in the 
August issue of A r1 Digesl. 

1936 - Receives co mmission for Kelso Post Office 
mural , Kelso, Washington. Mural co mpleted and in ­
sta lled in 1938. 

Shows paint ing, " Highway in Oregon" in the Car­
negie International Exhibition in Pittsburgh, Pennsyl­
van ia and is represented in the "22 ncl Annual Ex hibi ­
tion of Northwest Artists" in Seattle , Washington, 
where he wins first pri ze. He exhibits regularl y in the 
Seatt le Art Museum Annua ls in the following yea rs. 
Paintings reco mmended for purchase in 1954 ancll955. 
Has paintings reproduced in the October issue of An 
Digesl and in the November issue of Magazine ofArl . 

Paints in Saugatuck, Michigan while Anne is in 
Long Island. 

1937-Selec tecl to submit des igns for two murals in the 
Department of the Interior Building, Washington, D.C. 
for the National Parks Service. 

One-man exhibition at the Seattle Art Museum . 
Represented in a show at the Chicago Art Institute, 
where he teaches summer school. "Congress Show" at 
the Portland Art Museum. 

An illustrated article , "A Crit ica l Apprec iation of 
Iowa Painter David .I. McCosh" by Edward B. Rowan 
appears in Magazine ofArl. 

1938 - Represented in the "45th Art Annual Ex hibi ­
tion of American Art" in Cincinnati, Ohio and at the 
Henry Gallery in Seatt le. 

Visits Francis Chapin and paints at the Ox-bow 
Summer Sc hool of Painting in Saugatuck. 

Oil Painting, " Mill Race" is reproduced on the title 
page of Art Ne1vs. 

1939 - Ex hibits paintings at the New York and San 
Francisco World 's Fairs. 
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1940 - Comple tes and install s the two murals com­
Ill iss ionecl by the Treasury De partme nt for the N a tiona! 
Parks Serv ice of the De partme nt of th<: Inte ri o r, 
Washing ton , D .C . 

He lps arrange and exhibits in " National Art Week" 

e xhibition which is shown at the Corcoran Gallery , 
Washington , D.C. and in Portland. Also shows in the 
" Intern ational Business Mac hines Exhibition" at the 
San Francisco World 's Fa ir and beg ins show ing regu­
la rl y in the Portland Art Museum Annuals. 

1940-41 - Has o ne- man show of waterco lors at 
Stephens College, Columbia, Missouri and exhibits in 
the " Golden Gate Exposition" in San Francisco ; C ity 
Art Muse um , St. Louis, Missouri; Bloomington Art 
Association , Bloomington , Illino is; " Twelve Oregon 
Painte rs" at the Portland Art Museum and shows litho­

graphs in Oklahoma C ity and Jackson, Mississippi. 

Assembles an exhibition of representative work of 
the School of Architecture and Allied Arts of the Uni­
ve rsity of Oregon for the Pac ific Arts Conference at the 
Portland Art Museum and in March g ives a lecture 
the re . 

Wate rco lor, " January, O regon" is reproduced in 
co lor in American Painting Today by Forbes Watson , 
publi shed by the American Federat ion of Arts , 1939. 

1942 - Paints and install s mural in the Beresford , 

South Dakota Post Office. 

Discussed in an article in Fortune magazine with 
co lor reproduction of wate rco lo r " Logged Off." 

1946 - 0ne-man show in the Gu ild Gallery, Portland 
Art Muse um. Gives a lecture and de monstration at the 
Ox-bow Summer School of Pa inting in Saugatuck. 

1947- 0ne-man shows at the Littl e Ga ll e ry, Sc hoo l of 
Architec ture and Alli ed Arts at the Unive rs ity of Ore­
go n and at Montana State Unive rs ity, Bozeman , where 
he is guest instructor for the summer quarte r. 

Is member of the jury for and exhibito r in " Paintings 
of the Year" (Peps i Cola Competit io n). Trave ls to San 
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Francisco for the reg ional jury and to New York for the 
national jury. He is a lso cha irman of the jury for the 
"33 rcl Annual Ex hibition of Northwest Artists" at the 
Seattle Art Museum . 

1948 - Gives talk o n "Contemporary Painting" at the 
Unive rsity o f Orego n, part of a seri es Recent and 
Contemporary C urrents in Creative Thoug ht. 

1949-50 - Sabbatica l leave from the University of 
Oregon . Paints at the beach in Cohasset , Was hin gton 
during the fall , San Miguel de A llende , Mex ico in the 
winter and spring and in New Mex ico in Jul y. 

1950 - Shows in the Metropo litan Muse um of Art , 
" American Painting Toclay- 1950" ex hibitio n. 

Juror for the " All Oregon Drawing S how" at the 
Portland Art Museum. 

Purchases cabin in National Forest near the conflu ­
e nce of Horse Creek and the McKenzie Rive r. Uses 
cabin for fishin g and painting until 1972. 

1951 - 0ne-man shows at the Unive rs ity of Oregon in 
May, the Kharouba Gall e ry in Portland in June and at 
the Seattl e Art Muse um in September of pa intings clone 
during hi s sabbatical. Juror for the " Artis ts of Oregon 
Annual" at the Port land Art Muse um . 

Commissioned by the faculty of the History De­
partment o f the Unive rsity of Oregon to paint a portrai t 
of Dan C lark , Department Head . 

1952- 0ne-man show, Portl and Art Muse um. 

Member of the Western Reg ional jury of the Met­
ropolitan Muse um of Art ' s national co mpetitive 
ex hibiti o n " Ame ri can Waterco lors, Drawings and 
Prints," whe re he exhibit s a wate rco lor. 

1953 - One-man shows at Oregon S tate Unive rs ity 
S tudent Union in Corvallis , Oregon and at Mo ntana 
State Co llege in May, w here he is guest art ist in June . 
Exhibits in " Contemporary American Draw ings" at the 
Unive rsity of Wisconsin and at the American Institute 
of Architec ts National Conve ntio n at the Seatt le Art 

Muse um . C hairm an of the Jury of Se lec tion and 
Award s for " Quarte r Cen tury Inte rn a tional Print 
Ex hibition," Seattle Art Museum. 

G ives lec ture "A C lose Readin g o f a Cezann e 
Painting" at the Unive rs ity of Orego n. 

1954 - One-man ex hibitio ns at the Montana S tate 
Museum in Helena in September and at Montana State 

Co llege in October. Elec ted me mber of the American 
Wate rco lor Society and shows in the ir " 87 th Annual 
Ex hibition ." Juries the "Ann ual Print Exh ibitio n" at 
the Portland Art Museum and paint s a portra it of Dean 
Eric Alle n for A ll en Hall , Schoo l of Journali sm , Uni­
ve rsity of Oregon. 

Made full Professo r of Art , Unive rs ity of Oregon. 

1955- Partic ipates in " 88th Annual Ameri can Water­
co lo r Society Exhibition ," National Acade my Ga lle ry 
in New York and in "74th Annual Painting and Scu lp­
ture Exh ibition" in the San Franc isco Museum of Art. 
Portl and Art Museum purchases drawin g from the ir 
drawing and print ex hibition. 

1956 - Ex hibits in three one-man shows: Talladega 
College , A labama; Mary lhurst Co llege, Lake Oswego , 
Oregon; and Willamette Unive rs ity Ga ll e ry, Salem, 
Oregon . Represented in the "20th Annual Wate rco lor 
Ex hibition," in San Franc isco, the Spokane Municipal 
Art Galle ry, Spokane , Washington and at the Pac ific 
Arts Associat io n Confe rence, Portland . 

Teaches a painting workship in Klamath Fa ll s, Ore­
go n. 

1957- Has o ne-man show and is guest arti st at summer 

school at San Jose State Co llege , San Jose, Ca lifo rnia. 
Is represe nted in the " University o f Oregon Facu lty 
Exh ibition" at the Henry Gallery in Seattle and isj uror 
and ex hibito r in the " Pacific No rthwes t Art Ex hibi ­
tion" in Spokane. 

Parti c ipates in Mill s Co llege Confe rence on " The 
Ameri can Vernacular" in Oakland , Califo rni a and in a 
three-speake r forum " What Do Oregon Pa inte rs Paint" 
at the Po rtland Art Muse um. Gives lec ture "The 
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Emerge nce of Painting in Contemporary T imes" at the 
University of Oregon. 

1958- 0ne-man show at the Museum of Art , Univer­
sity of Oregon. 

Gives lec tures on lithography on KVAL-TV Focus 
Program and " Progress and Painting" a t the University 
of O regon. 

1958-59 - Sabbatica l Leave from the University of 
Oregon. Trave ls and paints in Ita ly, France, Spa in , 
Morocco and Eng land. 

1959 - O ne-man show, Cheha li s Public Library, 
C hehali s , Washington. 

1960-Exhibits in "Arti st & Teache r" at San Jose State 
Co ll ege and is commiss io ned to do a painting for the 
new U.S . National Bank of Eugene. 

1961 - Re presented in "A rti st-Teacher Ex hibition" in 
Spokane, " Northwest Painters ," Museum of Art , Uni­
versity of Oregon and " Oregon Invitatio nal," Capitol 
Museum , O lympia, Washington. Juror and exh ibitor in 
the "2 1st Annual Ex hibi tion of Watercolors" at the 
Seatt le Art Museum. 

1962 - 0 ne-man show of watercolors and participant 
in the " II th Annual Northwest Regional Conference 
AlA ," Ocean lake, Oregon and is represented in the 
Seatt le World's Fa ir Invitational Exh ibition of "Nor­
thwest Art Today" and in the "7th Annual Artist­
Teache r Ex hibition" in Spokane . 

Draws illustrations for poem " The Lightless Ferry" 
from the book The Rainbow Serpent by Ernest G. 
Moll,'published by Angus and Robertson, 1962 . 

1963- 0ne-man shows in Corva lli s at Fairbanks Hall , 
Orego n State University and at the Corvalli s Art 
Center. Re presented in " Recent Art Acquisitions" at 
the Readin g Pennsylvania Public Museum and Art 
Gallery and in "A Bank as an Art Patron " and " Vir­
g inia Hase ltine Collection" at the Museum of Art , 
Univers ity of Oregon. Participates in gro up shows at 

the Image Ga lle ry, Portland and at Portland State Uni­
versity. 

1964 - Major one-man show at the Portland Art 
Museum. Participates in " Oregon In vitationa l Art 
S how," State Capito l Museum, Olympia , Washington , 
"AAA Art Fac ulty Ex hibition" in the Student Union at 
Oregon State University and in " Twelve Establi shed 
Oregon Artists" at the Image Gallery. 

Guest arti st w ith Anne at a workshop for the Oregon 
Art Alli ance in Coos Bay, Oregon. 

1965-66 - Sabbatical leave from the Uni versity of 
Oregon. Paints in New Mexico in the fall of 1965, then 
in Mexico, settling in San Miguel de Allende again for 
e ight to nine months wi th s ide trips to Mex ico C ity, the 
Yucatan and other areas. 

1966 - Ex hibits in "A University Collec ts ," Museum 
of Art, University of Oregon and in " In vitat ional 
Exh ibition," Coos Art Museum, Coos Bay. 

1967 - One-man show, "New Paintings by David 
McCosh" at the Museum of Art, Univers ity of Oregon 
and a one-man show at Salishan Lodge, G leneden 
Beach , Oregon. 

1968-0ne- man shows at Los Tres Gallery, Longview, 
Washington and at the Vall ey River opening of the 
Me ier & Frank store in Eugene. Participates in State­
wide Services Trave ling Exhibitions arranged by the 
Art Museum at the University of Oregon with one-man 
shows of waterco lors throughout Oregon. 

1969 - Exhib its in a group show at the Frye Art 
Museum , Seattl e. 

1970- Retires as professor emeritus from the U niver­
sity of Oregon. 

Two-man show with Tom Hardy at Gallery West, 
Portland and wins cash prize at the " Artists of Oregon 
Annua l" a t the Portland Art Museum. 

1972- Represented in " Art of the Thirti es: The Pac ific 
Northwest" at the Henry Gallery , Unive rsity of 
Washington and at the " 12th Pacific North west Art 
Annual," Erb Memorial , University of Oregon . 

1973- 0ne-man exhib ition of watercolors at Portland 
State University and is invi ted to show in the " Artists 
of Oregon Invitational, 1973" at the Portland Art 
Museum. 

1974- 0ne-man show at the Fa irbanks Galle ry, Ore­
go n State University. Featured at a University of Ore­
gon faculty exhibition of work done of Eugene and 
vicinity from the thirti es and early forties at the sate llite 
gallery of the Museum of Art, University of Oregon. 
Reviewed in the December issue of Artweek. Rep­
resented in traveling ex hibit "Art of the Pacific Nor­
thwest from the 1930's to the Present," Nationa l Col­
lect ion of Fine Arts , Washington, D.C., Smithsonian 
Institute, Seattle Art Museum and the Portland Art 
Museum. In gro up show at the Coos Art Museum , 
"Coos Bay Centennial Ce lebration Ex hibition." 

1976- 0ne-man show, Coos Art Museum , Coos Bay, 
Oregon. 

1977- 0ne- man show from the museum's permanent 
collection, Museum of Art , University of Oregon. 

1978 - O ne-man show of watercolors , Sali shan 
Lodge , G leneden Beach , Oregon. 

1980- One-man show, Governor's Office , State 
Capitol, Salem, Oregon. 

1981- Dies Saturday, Jul y 25, in Eugene , Oregon. 
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SELECTED LIST OF COLLECTIONS 
Whitney Museum of Art , New York 

Seatt le Art Museum , Seattl e, Washington 

Portland Art Museum , Portland , Oregon 
Reading Pennsy lvani a Museum and Art Ga llery, Reading, Pennsylva nia 

Muse um of Art , Universit y of Oregon , Eugene , Oregon 
Go rdon Gilkey Print Collec tion , Portland Art Museum 

Cedar Rapids Art Associat ion , Cedar Rapids, Iowa 
Oregon Arts Commission, Salem, Oregon 

Coos Art Museum , Coos Bay, Oregon 
Univers it y of Oregon: Faculty C lub; Erb Memorial Union ; Sc hool of Journ alism 

Oregon State Universit y, Corvalli s , Orego n 

Portland State Universit y, Portland , Oregon 

Montana State Universit y, Bozeman , Montana 
Eastern Oregon Co llege, La Grande, Oregon 

Western Oregon Co llege, Monmouth , Oregon 
Cedar Rapid s Library, Cedar Rapid s, Iowa 

Washington High School , Cedar Rap ids, Iowa 
Adams School, Cedar Rapids , Iowa 

Hase ltine Collec tion 
Sali shan Lodge , G leneden Beach, Oregon 

International Business Machines Corporation 
First Interstate Bank of Oregon 

United States Nationa l Bank of Oregon 
Emanuel Hospital , Portland , Oregon 

Also represented in numero us private co ll ec ti ons. 

MURALS 
A Century of Progress , 1933 International Exposition , Chicago, Illino is fo r the Hall of Soc ial Science , 1933. 

Ke lso , Washington Post Office , Kelso, Washington, 1938. 
Department of the Interior, Washington, D.C. (two murals) , 1940. 

Beresford , South Dakota Post Office , 1942. 

Leonard B. Kimbrell , PhD , is a professor of art hi story at Portland State Universit y, Portland , Oregon. Bonnie Butler, MFA, is a 
painter. Craig Cheshire , MFA , is a painter and professor of art at Portland State University. Walton Fosq ue, MA , is a graphic des igner 
and also teac hes at Portland State University. 
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