Colin Fraser

by Estelle Lovatt

‘'ve never seen a more abstract figurative

painter or, more precisely, a more conceptual

figurative painter. Confused? Don't be. Colin
Fraser is a painter who understands that it's okay to
employ the aid of photography; that it's okay to
invent bits of his painting that he doesn't actually
see in front of him, in order to add to the reality of
the painting; that it's okay to formulate the surface
of the picture plane for the sake of the composition,
even to the extent of exploiting the device of the
cast shadow to enhance the illusion of drama, and
depth, as in his Morandi-white Stripes. Technically
competent, he is a brilliant draughtsman; a
sophisticated painter, who communicates with an
ease and fluency.

The key feature of the paintings is that they glow
because Fraser works in egg tempera. Steeped in

art history tradition (Egyptian decorations, ancient
cave paintings, Byzantine, Medieval, Renaissance,
Pre-Raphaelite Brotherhood and Social Realism),
egg tempera is a process where powdered colour is
mixed with egg yolk and water The paint dries
instantly and, distinct to aoils, cannot be
manipulated. The colours can dry unpredictably. It
is very time-coensuming; each inch of the surface
must be built up little by little, layer by layer. Trying
to get away from all that intellectual stuff, Colin
works from his gut, not his head. This involves not
just looking at things but 'seeing’ in the terms o
paint. An abstract process of cross-hatching with a
small brush and maving shapes around with

bigger ane means the artist works the space like an
Abstract Expressionist, thinking and feeling in terms
of rhythmic quality, not specific precision. According
to the Colin, "The brushstrokes themselves are very




-B'E‘SI.IITT-'IL raflecting form, yalume, movemsent, and
speed, They attempt to porbray thie way something
foels, both didactically and emationally.” He then
adds, "You have Lo put averything inta thl=, allewing
ylaur emotion o steer you without [etting IE U over

into moaningless chaos, But the rewands,,. make it
sorth "
Borr In Glasgow, in 1956, the light of Lt

Eeandinavian sun lured Colin bo - stuth Sweden,
There he festved out his work with & remarkable
property concemned with, as he says, “The feel of
the thing, the mood i you llke, that the prisence of
sunlight gives.” Colin's world i3 ane of infinitely lazy
eumimier days enthralled and caplivated by sundight
Living his life. "inside the picture frama™, he s
‘mietivated by the way sunshing bursts through @
aindow Into a room; dances o a glass bowl;
strerchies shadows; never keeps still. Altracting me
o his art - moth-like - I8 this transhicent, nnes
II-phl: and luminosity, s0 meticuksusly o carefully
pabnted that tha picture betomas celebration of
light Aself. The artist is drawn o tempera's viltality,
rerinding him, =.of the dynamism of the sn -
AEyvar static, -abwoys changing, With such & high
‘degree of luminesty, tempara ghves all eolours,
‘nclpding black, the abllity to "glow™, A ground (a
gass0 of chalk, white pigment and rabibst skin glug)
jg painted ovar a Masonibe waod-pulp panel befora
b warm vidlowe-orange k5 washed over. The light
‘penetrates it, boundng aff tha backgrownd and
S back up thiough the transparendcy af the agg yolk,
Thi tricky and arduous process-of this crall allows,
* nnly gradual changes because the wark, bulll wp
I many iryers, is fast drving” TG s wonderful for
.ﬁﬁltlﬂg really bong Mukdly Srawn breshstrokes that
bppear o go on forever, bat, as you cannot passh
_p._!lnt argund, overy mark stays, ghang his plcture
'1|lu- Apait-from marvedling the technical aspects of
.,. unigque glow that cannot be imitated m other
med:umjl o admire the 'modd’ he captures., A
the mastar of Interpreting saiurated  coloured
highlight amid extracrdinary invented shadow,
" Colin' capturss memares, supking the amotional
mmer.lmn {that we ofl have) b0 an expanenos.

Uit s Colin's ability to descrive it all, averything,
ﬁnﬁ pmportant. The suggestion af its tonal values
= pxtremaly subtie in shift rather than forced by

L chiaroscurn - gmphasise  such  description,

“Hmmlng the Branded characterstc of his imsge,

asif shyaring &n emphiass of the effects of ight wilh

mu Imprassnisos. Although, the two styles are
l'l'lﬂ'l'tEﬂ|'|" different: Colin's charcterised by
m\“ﬂﬂ. ta cetall, while Impressionddm ig

.l mimcl'.en-r-ud by thee lack of detall, "Moo matter how
..hun:l o kry, thesa issues are ultimataly steened by

the heart, mot th inbabiect. Making @ painting is not
an intellectusl process. IU's abodt getting imalved
and Excited- about whaet yoo e golng to paink
Being passkonate,” The rhvthmic musicality of i all
iz what's important i his work, which is, entirely,
about light: the way it fafis and highlights; the
shadows It casts; the mood it oreates. Althowgh, a5
the artist says, “You can never pin down what a

mppcets; Colis Framr
Eqgd tampera

= Chivr Plight

felgw: Cogn Fraser - Purple Saeh

Eqy bompara, 50 ¥ 6D

F= i ]

om




right: Colin Fraser
tempera, 83.3 x 122 cm

Arome. Egg
bottom: Colin Fraser - Still Running,
Ego tempeara, 122.6 = 84 cm
apposite top te bottem: Colin Fraser
- Genuflection. Egg tempera, BO x
104.% cm

Colin Fraser - Glazed. Eqgg tempera

Colin Fraser - Vinyard. Egg tempera
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specific ‘mood’ is.” His causes an arousal of the
same level of excitement as spying the silhouette of
flesh through sheer material.

Portraying rustic, idyllic pastoral settings, such asin
Valley or Ascension, it is the light, as usual, which
is the undercurrent thread, not the still-life. The
white jacket, seemingly arranged casually across a
chair, is personal to him, although not surrogate as
a portrait. His ideclogy is implied through the

graphic solidification of a jewel-like light shining

through the back of the jacket. You imagine the sun
coming and going in and out of clouds, feeling its
warmth against the dynamism of the breeze., This
simple vision is special for being simple. Putting a
still-life in a wild landscape provides a focal point,
an area on which to concentrate. The challenge lies
in making sure that you aren’t more interested in
asking, "What's the chair doing there?”, as, Calin
adds, "Appearance is secondary to the feel of the
thing.” More about the long struggle in walking up

the hill and looking up into the sky, it's about




mprtality, without any senlimentality, "The swhject
matter ks the front door info & process that =
meditative™;  the airmness of s spinteal quality
going b yvond the everyday 0 symbolises.

And o it 15 that Colin akso paints glass as
conducse 0 ruminatkan and contemplation. The
ransitory  &fMects of hght - shorl lived and
agnesoent = rehly substantiste the structure of an
intendely Serenp, sendliive, aimosphocss, kighly
sEritual pictere - around a plain glass bottle. Yes,
minmal furnishings - "props” - are srrangaed, dimost
sage-managed by Colin, <0 thal o besic glass
botthe becomes a kght trap where light defines
epace around Lhie object, & in Galavy. He gets sn

pisergy - the excitément of the moment - Wto his
painting by saburating the solld object (or human
fegura) with brushstrokes, &ach of whech becomes
feivalent to lghl. Can thers be besuty in & glass
tottie? vos inoeed, Nke looking of & stadned-glass
window, or Orthodox hcor, i your hoaese of prayeEr,
Witnessing this, | can attest, that, o, whilst you're
looking ot a Lolin Fraser image, you suddenly Teed
|t f-'l”'l'l'] down en bath kneeg, dan't werry, for
deliberation over spirll dasan’l andy have o Lake
place somewhare ceremanius

The artist ks hambhke, “You start work snd beoome
unawang of any chover faas or plans that yod may
have had, It's just you and the pamting.” Alons,
Caolin discovers  powerful colours to paint  Bight
breaking through a window over a strategecally
placed composition of fruit, Still-ke objects act as
l'"i'ldﬂl'lrf. Indicating a recent human attendance -
the insinuation and allusion of abandonment where
somaone has just left the “scene’, People play an
impartant role, if cnly by suggestion, bocause, t's
not about remembering what someons  (oF
poamething) looked like, but mode about
{rejdiscovering 6L In his sleepéng nedes, such as
the sensunl Saif White, the most important fizeling
is that we have stumbled upon a very private
mdment of restful eguanimity, Endorsed by the bad
linen, Woe curtains and feeling of the puff of air in
the bickground distant griess, we, &6 VOYEUrs, arg
fully aware that the subject doesn't gaze out of the
picture to look at us; instead, situabed halfway
etweeh solid existencs and & highly sophisticated
‘ides’ sbout the empbiness of "air' - *holding on to
an almost wiattainabde "mood’™,

Definitely not photo-realist but  painterly, this
gapression of feeling distinguishes Cofin's artwork
from pholtagraphy, a%, "Oné& notl fmozen, a% in a
snagshot™ What you read n his pichees s nokt
process, bul & defMness of buth for you to
gaperience in termis of invention &nd saif-
ConsciMianess, Lodging the most perfect aesthetic
dialogue In relating object to natwre, so that you
really do feel like you ame a ‘part” of his plicture
Actually in I Nok fwst Isoking at it, like you'd watch
TV or peep at & photo, A& Colin Fraser painting
funclions, far purposes of moditation and
mterpretation, in 8 way Realism might . envy,
amounting ke Lol

Colin Frasers Sod Show runs 16 November - 3
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