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I. INTRODUCTION: STATEMENT OF PROBLEM

My objective in palnting these two pictures for my'th951s is to
:;deﬁonstrate the . development of an orlglnal palntlng in the decoratlvé
manner from>an‘objective realization‘qf the~same.motife

in,ﬁhe first'painting,rvisual objectivity was the ;pproach %o the.
';“Chosén mdtif >ah‘ihtérior éfrahgément‘With”a‘figﬁreo Célér form,
'chlaroscuro and textures are palnted as they appear to the phys1ca1‘

"outer eye", creaﬁlng an 111uslon of the third dimension on the plctgre‘

phﬁm | | B

| A debarfﬁré from the objéc%ive‘realizétibn waS'made in fh§ second
painting;‘developing a decorativeipatfefn;;ﬁurposefully’abstraeting;,
Simélifying aﬁd distorfing'elements for the sake of a twdA&iménsional'
,formal Ordero Here were . employed the methods and sp1r1t of the decora—
.tlve artists from the deooratlons of Palaeollthio man ﬁo the palntlngé

of Gauguln and Matlsqe in the late nineteenth and twentieth centurles° R



INTRODUCTION: MY ART BACKGROUND

My parenﬁs used to say that I learned how to‘hold_a crayon in my
hand almost,beforé I iéarﬁed to walk or:talko~ As esarly as they can
:rémember my'hours were spent‘dfaﬁing orrpginting by myself. Like any -

. otﬁer'yoﬁng;child,,I had tha‘consumiﬁgiaééire‘t; covér any‘afailablé’

Vblénklsﬁrfacé with'my own “embeilishments;“v |

v"f' Myvdevotion té ér% acﬁiviﬁiés ch£iéuéa“throggh é1;méht&rjﬁ§nd .
. ;hlgh school° Dféftsmanship'waS'my §¥ima£yi§oﬁ§ern and iﬁ high:schobi

v my main obgectlve wa.s to draw as reallstlcallyvas possible. I% was
then that my work seemed to recélve the most praise and attentlono The
‘AOld,Masters of the Renaissance, Raphael, da Vlncl, and above all,
Mi¢heléﬁg61;,_ware my idéalso"MyVWOrkfshowed a'tendencj toward the
13afoque.and Romantic in that exotic and dramatioc subject matter was
voften’éhoseno Aé'mighﬁ be expected; my piétures at this time were lin-
e;r, co1§r1ess anﬁ illustratidnalrin charactérc

It was in the art classes at the Uan@rSlty of Wisconsin in 19&6

f;ﬁthat I flrst became aware of the formal valu@s in modern artob My pa1nt=i;} 

: 1ng was'stlll objectlve and 1t we s almost 1mposs1ble for me to distort
lor abstract natural forms, although there was an effort towards organ-
j_llzlngrthe compositlonso Subject matte; gnd 11terary significance wers
- still impértant and my‘chOSen subjectévwéfe,usually portraits and
flgure work. | _ |
| Follow1ng my graduation from the Unlver51ty in 1950 with a Bache-

lor 8 Degree in art educatlon, I spent two. years as art supervisor in



the pubiic>séhoolé;of7Wisoonéiﬁ;v There wa.s llttle %1mé for my an
Vpalntlng, but there were valuable opportunltles for observ1ng child art‘
'Work at the differentVlevelso Observations wers ma de of‘the simple,
direct approach and ba51ca11y decorative urge in small children. They
often will break up spaces with patterns and textures, 1ntu1t1ve1y
sen31ng the decoratlve Valusso

The summer of 1951 was spent studylng and palnting ‘with the Mex1can»
Art Wbrkshop in Taxcog_Mex1cqo Here the Pre~Colombign and_contemporary
'ért'of ths;country had_a'giaat iﬁflueﬁcé.on.meo The formal, deeorativé
qpélity of Majénvaft WofKLWasrespecially‘interesting to me, as was the
_contemporary wérk'of Cerlos Merida and'Rufino Tamayo;

My graduate’workAin’art'began at thé Uhi#ersity of Arizona Septem— fl
‘ber, 1952. My palntlng was- stlll very much under the 1nf1uenoe of art

' experienCes 1n'Mexlc'o° - The flrst palnﬁlngs were usually of Mexican

bsubgect matters rather reallstlc with a narratlve qualltyo My interest’__wj

;1n Pre=Colomb1an art led to my research project on thls subgec’co The
dlstortions and“conventlonallzatlons of ’ form by the Mayans and Aztecs
served as a great 1nf1uence to my own. style of palntlngo Whistler,;
Gauguln and Matlsse began to be important artlsts in my studles and I
began to appreciate the decqratlve va1u§s~;n thelr art. It was soon 
e#idéﬁt that my bﬁn‘ﬁork was grédually‘taking on.decofétive,charéc%eriSaf
tics, and thaﬁ éy‘oid.iﬁeals of devotion to subjéct‘mattér and réalisticg
-vision were being'revised to newsr attitudésa 'Iﬁ-other wér&s, I béééﬁé
aware of tﬁe impbrfanés,of the painting itself, the media employed and
the artist'sbfégiipg:f6r order and'cpmpléﬁeﬁesé, asAopposed tb the

dominance of subjédt matters,



ok
Thué,v@y éfﬁisticﬂdevelépﬁeﬁt,at{piegéntuhas‘led\me'tp-base my:fv
thesis>upon'tﬁeVdecbrafive“éipréssioﬁ-in painting. Since @y early ten- -
dsnéy was to view ﬁy Sﬁbjeot matter faétuélly and‘realistically, aﬁ'ob-

jective realization §f>the subject was to be followed first. This

painting'served as my pbint of departure for a decorative interpretation - - -

of the .same motif.



II. THE OBJECTIVE PAINTING

ijectivéﬁpainting has been the "normal art" of the Western World-
~siﬁce it was broughf.to a climax in thé sclentific visién of the-R;ﬁér
. aissance, ,The'new écientificuspirit acted as an iméulse én‘art,toWa¥d
recording-a éfudy'of corféct anatdmy; dréftsmanship, lighf,-sh;dé’and'
 §érs§ective° ‘Often attentlon to mlnute detail destroyed formal order9
v :_and perspectlve created such” an illu51on of’ depth that the two dlmena:7~t f
: 51onal plcture‘plane.was violated. - |
| :_Giofto bégan to model his'forms with soms regard_to natural lighﬁ '
’-}aﬁd shéﬁé,‘ Massachio was the first a}tiét_bf.the Renaiésange to define
iﬁis?suﬁjépts_by‘natural lighf and shadow. Preﬁﬁously,'éontouf‘héd;béen
’rrépfeSénted’éhiefly by!iine rather than by Valué or 0010; differentia-  .
tion.

‘Leonardo da_Viﬁci refers in his.writiﬁgs tégthe éye as ﬁhe wihdow'”.
| df the soul, tha:chiefvmeans by which'we_méy abpreciate»the works of>!
God, and that these visablé things form ﬁhé bgsis of painting.
Michélangelo also feveals his reliance upon nature, but Stresséd thé
1m§ortance of selectlon, and the truthful representatlon of the dominant

the graceful the harmonious and the beautlful in nature. .Durer,-contema-

' o porary of Michelangelo, wrote in Germany that art stands firmly fixed in

nature and only through nature can art become great,
The Flemish stressed realism to the p01nt of naturallsm, s0 that
'every}mlnute,detall and texture was represented. Realism is big enough

"«>to include the naturalistic painting of Ingres and David, as well as the

'



Work of CQrot, Courbet gnd thé.Impressionists; Thdylﬁefe gll-dsvoted
to nature and never Qenfuréd>to‘aistort it fof piastic means .

Hmy‘first paiﬁfiqg, in the objective manner,-follows the idea§.set,
forth by the realists from the early Rénaissance‘tb the nineteenﬁh
cenﬁury; as desoribedn"In preparation, a,gfoﬁé of'skefches Weré made
of the chosen sui;ject, including detailed skgtchés» of "head"‘apd' harids..
Some sketohes wéré done ih color‘and'others in charéoél\br bénciléfjéll;
‘ were,drawn_iﬁ séalé fo the exact size of the mésogite;?anei torbeaﬁééd
:for.fhe~finél paintiﬁg;' “

The panel used was untempered masonite, Eh,lnches by 36 1nehes,
>prepared as’ a palntlng surface by three coats of underpalntlng whlte
‘and sandlng the surface after each coat\was dryo r

. A ncéftoon“‘of the chosenchmpoSitién was made and'tféhsféfredrtbh
the surfaceApf the'panel by traciné; After'fhe charcoél‘image had>beea
fixed’With fixative “the monochromatlc underpalntlng was applied with ‘
the use of.umber\and underpalntlng white pigment with: turpentlnes‘

. Lights and darksg proportlons and correct drawing Were.establlshed inr
this underpalntlng, keeplng in mind that an 111us1on bf the third
"dlmen51on was to be created upon the tWo dlmen31ona1 sux;face°

When‘the preliminary painting had dried thqroughly; glaziﬁgvand'

‘scﬁmbling wa.s employed‘tolenriCh the bééic»iﬁégeiofvmy undefpaintingo
Thefe is a predominanée'of Warm cbloré? brénge;féds;kbrbwns,,golds,‘aﬁ@
greens and blue—greens-for 60ntrésto A wafm oéhré;bfoﬁn g1éze wasj ’
'applled over these cool oolors to brlng them 1nto harmony W1th the. gen»“
~erally warm‘tone of the pletureo’ Partlculér attentlon was payed to the

1ight'sbur¢es,'casﬁ shadows and a few reflected llghtsbxthereby



aohlev1ng the d651red solldlty of formo Textures'Wefe of iﬁportance to -

. me. and the partlcular textures of tufted rug, leaves of the plant and

i-the rlchly patterned Jacket were carefully representeda A hlgh angle‘:
5vof v131on was used to better create a feellng of depth by'perspeetlve )
*.and év;rlapplné-forms;Af' o | |

In tne general arrangement of uhls ploﬁure objecté,Weréfplécéd:“:i:f

‘for;thelr‘comp051tlonalavaluetbut:there were nOfdistbrﬁionsaor devia—l“‘., A

' Vtions from v1sual realltyo' By the utlllzatlon of reallstlc obgecﬁs

’a p01sed and organlzed comp051tlon Was planned since therewdoes-not me

- seem to be any reason for palntlng a plcture unless 1t be well organ= S

' 1zed and complete in- 1tselfo A palntlng contalnlng a number of obgscts-~
"'casually placed Would be of llttle value '51nce all art- whether 7
‘;’reallstlc or abstract should 1nvolve the arrangement of elements in : :

natureo'



III. THE DECORATIVE. PAINTING

In the late’ nlneteenth century artlsts began dlscardlnv reallty
as a basis for palntlng and layed.the ground work for our present
'SChOols of modern art. It was dlscovered that, "Representation ine&=vf'

1tab1y proves to be 1nadequate° It tends to place the center of 7'

1nterest and the standard of Judgement out51de the Work of art= and inv' -‘7

" so dolng, 1t disparages the 1ntegr1ty of art by seeklng to estlmate

aesthetlc qualltles in terms of. non-aesthetlc qualltleéc“l

‘,'There are threg ways of expresslon-;n the modern sense, the_sﬁﬁ;

"-jaqtivié or émoti‘on@l,*thexabi_s'ﬁfaot-br ‘plastie, ’a‘nd the decorf;‘tivéq

A"The'décoratiﬁé school‘Q?‘modérns ﬁight>be definéd as that which de-
liﬁerately,shalloﬁs thé ﬁicturé space, dealsvgénerou51y in~iiﬁear 3

_rhyfhms and bolor‘harmonies, and.generally-is content ﬁith“éurfaqe o

melodies raﬁﬂer thanadeep:oontrapunta1 orchestratione"g,.'

| Thquécoraﬁiﬁq intgnﬁ in m;n goes back'to.fhe'arf,of ﬁhé §fimi; |

tiveso' They had an intuifive feeling'fbr design and order. _They

often appeared to have‘deddrated:objects in order to enrich the'surface'i-  

.~ of the objecto -OfténifheifAuse of_deéoraﬁion_involvéd symbolical -
'meanlng as well as a sense of beautyo;

- The art of the Far and Mlddle East has always been rlch in

1 Nolte, Ffed{_"Art aﬁd'Réality»"iLancéster, Pa., 1942, pp.:10.

2 Cheney, Sheldon, "World History of Art," N.¥., 1947, pp. 87h. =
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decorative formalism. As early as43000 B.C, the Persians wers knoﬁn for
their deé&rative.falents and passion for beauty. Tﬁey loved clarity, .
precision, postic imaginaﬁioﬁ, a feeling for rhythm suggestgd by lins
and richnesé of color and textures. Their work was generally flat and
conventionalized rather than realistic. They used brilliant "jewel-
like" colors and often employed a warm col;r, such as red, for back=
groupds, WHiCh served to’further flatten the picture. The Persisns
used the motifs found‘ip ﬁaturelbut never integded truthful représenﬁa—
tion. | A |

”'Other Bastern cultures'derived their art férms from the Persians.
Mosiém art; for exaﬁple, reflects the same frankly formal decorativé
motifvas the Peréiaﬁsg' A Moslém‘painting'éeems to vibrate with a
rﬁythmic mévementy yét‘it never loses its poise. The rich interplay
befween color, toxture and line is completely confined and sustained.

Asiatic~art has contributed much in fheAfield of decorative ex-
_'pressiono The example'bf the East has always been in oppositien to the
Vmatefialistic intellect of the West, since it paintsAwith the spiritual
‘"iﬁnef aye" rather thaﬁ tﬁe physical "outer eje,ﬁ The Orientals
stressed the essential structure and spirit of the subjeot rather than
QutWards incidental effectso_‘They relied»upon abstract means and uni-
varsal rhythms which resulted in a plaétic organization of form. The
ﬁioture.has'a life or vitality of its own which does not repreéent the
‘ouber characteristicé of the object depicted. The 1ineaf quality wa s
important to all Chinese art and this feeling for line is found in
their sculpﬁure as wéllg

The art of Byzantium has been described as a "marriage of Bastern
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and:Wéstefn ideals in arto". fhis early Christian art indicated its |
Oriental derivﬁtion5 espécia11y Persian, By ité flattened compositidn,
postereéque simplieity of forﬁ and use of full cqlor'énd patterned”:
areas. -It poséessed the intertwining-linear motivés of the Eastern
manner .and was espeéially-gvidgnt in their moééic and dlbisenné“"
‘.engmel work. | |

- James Mchil Whistlér_ig:consideredvthe‘first'artist.Qf thefﬁest'
to'éxploit the formaliéed‘aﬁq‘decoratiﬁe afﬁfbf;theiEas£orlHe chose .
'tities as "Arréngément“ gﬁd;"Symphony“ fof his péintings,fwhiéh indiQ-i
cated hié.deéorati§§~inténto:‘He utiliéed thé high éngla”of viéiqn,.tha
usé of flattened plghés,&mafking_of the front plgne of the picture, - the
’ sﬁudied cqlpr andlfone hafmoﬁieéyand pattern arrangement:Qf:thé:Oriéptal'"
péintersa | | | | | | |

Wi%h Péul‘Gauguih; ﬁe have thekdeqo?aﬁive,wing;bf:thé‘méderh_schoql !
of srt mors firmly es’tgblél_shvvedo It was his belief that it was mot
necessary for the artist's subject to bs beautifui,”Bnt the arfisﬁ's
,work'should be. His panﬁases aferrich inqurﬁél design of the'twé‘di_
: ﬁénsionﬁl order. fﬁis érk was ‘the résulﬁ of many influenceéok His éséo;,"
ciation with %hé Impfessiqﬁiéts, ﬁhrougthissar?o~suggestéd mﬁch:of the -
purity 6f-c§loﬁ and fréeiﬁg bf_the'object féom its ipca1;c§lor‘of
Géuguinfs‘léﬁer,ﬁorko CéZannéjiﬁflueﬁdgd'him‘through his seafdhrfor‘his:
’ "reali;ation“ and his ihvestigaﬁions:on functional color°~/The;$ﬁrong
arbitrary ‘,‘c'l‘esigl’fx' of. DAQmiér and the st‘rong feeling for deéign_' in French -
priﬁiﬁiva'peééénﬁgééréﬁips iﬁflﬁenced hiﬁ by their insiétaﬁqe ﬁpbn ;
;formal‘éualiﬁies;' B§ wés influeh¢ed-by th§“co1Qrful and decofafive f

Japanese prints, as well as Medieval mosaics and enamels.
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Gauguin formulated his theory of "synthesism,” which stated that
there should be simplification and subordination of all the elements
to one dominant rhythm. This theory served to influence the later
painters in the decorative manner.

Gauguin demonstrated a definite affinity to the primitive and
direct approach to art. He believed that man's true nature had been
lost through the process of civilization and that the so called savage
people have retained the quality of childhood and are, therefore, able
to display this in their art. Gauguin's mature works have a definite
formal decorative quality, such as found in Oriental art. He distorted
and simplified form for the sake of design and utilized color for its
decorative values. He often used functional color in reverse in order
to achieve flatness. This flat character helps the viewer to concen-
trate upon the essentials of design, linear rhythms and color harmonies.
He was interested in a two dimensional movement across the picture

plane, not back and forth in three dimensional space;
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In the eariy 1900'5”3L65-Fauves" ﬁégan to:goiback tpithe'sdﬁrceé';;»f
which had inépired'Whistlef,ana Gauguiﬁ;k-TheAOriéﬁtai élas£ie aims °
- soon dominated the‘wofk of such meniasrmatiége aﬁd'Dufyo ‘Gauguin's
theory of synthesis served as a point'of depérturelfor'the mpdsrn,
deoora%ivistso ‘They-went back to fhe art of the primiﬁivas; Eyzantiﬁéé‘
and fefsians for inspirétiénov | o |
Mafisse!s cahvasgs'are concise,énd ec9noﬁica1° iHe's£arts‘Wiﬁh  f
visﬁal reality‘éﬁd,théﬁ'ﬁorks'by aAcerfainﬁproceésfof'éiimination’télav_
pure simplification pf deoofative essentials. AHié gontentioﬁ is never
%o imitéte form, but to 6reaﬁe4formo
"Fauvism means s mood raﬁher‘than-; mode -- g<éommbn dénominator;{ff
the subremacy'éf éolor_qvqr storys the:directnéss opre;céptional, |
‘sensorinl values'againét the illﬁéionistic f§nderingAdfip@ture;‘thé‘,
- emphasis bn Visual‘fﬁndémentals‘%o exéfess arpaf£iqular’conceptc"3
-v>The influences felt by Matiése wérgnthé ex££é§agan£ u%e of colof
by Turner, the decoratiﬁe qualiﬁ& of Mohammedaﬁ énd'Jap;neseyaft aﬁd
the direcﬁ simplicityfof primitive drto vHe_aisﬁigainéd mﬁch froﬁ.%haf
Post-Impressionists, Gauguiﬁ, Cé%anne and'Van.Gbgh° 
Color is of prime importance to pictofi%ilstructuré° :Métissej
séys that éach tone;Vupon appiipatibn to'the canvas, bermiﬁsviﬁsélf*to.
be’modified by adjacént tOnesakaolorS exiéﬁ only in;rélation.to oﬁhe%é
and thersfore mist resolﬁé themSélvés intb harmphyi..ﬂe_weavés célo?, 

line, texture and péttern from objséﬁivg rea1iﬁié§,qut has»no'inﬁerestx

Duthuit, Georges, "The Fauvist Painters," N.Y., 1950, pp. 103...
B Eetah g : rs Les 70V, PP ,



in fhe visﬁal representation‘of-theée éﬁjectso
It was my pian fg transoribs. the objective realism of my fifst ..,I;
 b§inting.iht§ a two dimenéibnal.deéo;ative ﬁainﬁing in my secgﬁﬂ 
picture; utiiizing thejﬁarious décorative méans:éméioyédiby~the dacofa;,
tivis#s praviouslyvdeécribédo .Thegefmeﬁhods may be ligted’as:'> |
| "V(i)”Eméhasis’églﬁwo-diménsions'faﬁhsr“thanrthreg dimepsiéns;
. (2)‘DisﬁQrfiQn and éimplificétion'of forms f§f fqrﬁéiiuhityg“
(3);Littie'or absence,of,médelling aﬁd naturadehiéfOSngo;‘
‘téj Di$regard'for Westorn pérspegtive; - .
(E)Vﬁée of strong, ?ufé éqlﬁfs;'
(6)‘importance of patternéd and-teituréd a?easo
‘07) Msdla employed clearly statedo
(8) Above all, s basic feellng for harmonj and dé31gn unlty
ﬁw1th1n the plcture°
Bsfore presentlng a complete descrlptlon of how fﬁese methods weré~
employed in my decoratlve palntlng, 1t is necsssary %o set forth ther
"creatlve splrlﬁ neoessary for the work° In research into’ the varlous
 decorat1ve arts as prellmlnary work o my palntlng; it ﬁas né&essary
. that actual "imltatlon" of the styles of these artlsts was not em-~
*ployedo. It wa s my desire to 1ncorporate thelr aesthetlcs and retain my
own 1nd1v1dua11ty of approach to the problemo The tradltloﬁsﬂln art can
”be of‘lnsplratlon te true creatlve work 1f one views these traditlons 1n N
et constructlvs splrlt" and not "ape" the ‘actual mannerisﬁsdand sfylee:
;of past artlstson" v;. ‘i' _‘;f‘jb:.' >,.’ | |

Flrst a series of skstches were made, explorlng the decorative

o poss1b111ties inherent in the obgectlve motlf° The entire oomposltlon :



was purposefully distorted and greatly simplified. Color areas were
purified and modified as needed. When a specific sketch had been
decided on, an actual sized Martoon' was drawn in line and transferred
to the second masonite panel. (The panel had been prepared in the same
manner as the first one.) When the charcoal image had been fixed by a
fixative, the masses of colors were broadly blocked in.

All forms were kept flat without any suggestion of modelling. -«
Perspective, in the natural sense, was disregarded and diagonal lines,
such as the back of the sofa and the floor edge, were made horizontal

to keep any backward movement into the picture plane at a minimum.

This transformation of dynamic planes into static planes gave the
whole composition more stability and feeling for flatness, which is
essential to decorative painting. This stability was due to the planes
being made parallel to the edge of the panel and therefore parallel to
the picture plane itself. (Static planes do not lead the eye back in
three dimensional space.)

Distortion of the forms is evident. I elongated them to conform
with the basic oval shape which is repeated with variation throughout

the picture. This oval shape is most evident in the shape of the head.
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the eyes, mouth blue V@se and the- shapes of the 1eaves on the planto
_,The ba81o comp081t10n 13 curvillnear 'w1th certain angular forms for
contrastyvl' - » |
| Coloréfwere»eohstantly belng modified as they were applied to the
.comPesitionfeo/Fhef they'woeld hermenize and work with the other eolors;_
For,eiaﬁple,/fﬁetrug area was fepainted many times until the color
desired was va‘chie:ved.., l‘hls areva-w'a's to contrast slightly with the

yellow of the jeeketvaﬁéfnot Earry'the aye back in space by the insinue-
tion of‘the'neturel floor plaﬁe;» In othef Werds} the floor planeewas to
be cleseile;e'sfaﬁicuélene»(perallellto:pictufe plane)lrather than:a |
bdynamlo one;~ee'lérthelfirsé paintlpgollBy texturing the upper eage of
theufloef, bhis{area'seemedlto "tilt up" and not exectly be_horieonﬁal'j
'éé in the flfetféelntthE“ - “

| :Obfiousljgftﬁebeelor;seheme oflthe first painﬁing has been changed
ln5the Qéeondfénégf The colef errangement‘is based on the-pfimary eolors
" red blue and yellow° fhese oolors were repeated Wlth varlatlon through—’
out the plcture; Thus, the brilliant blue of. the vase 1is echoed in the
‘flllghter blue of the sofa patternlng in the Jjacket and 1n the arb1trary
blue shadow of the Woman s face and arms.’ |
lee color, textures ‘and patterns were employed for their welght and

flattenlng effect, as needed° ' The texture of the thick palnt areas. |
serves as contrast to smoother thinly applled palnt areas. Patterns
' werelfepeated Wlth varlatlon suoh as the plant leaves repeated in the
plant motif of the Jacket de31gn°> Certain areas were sbraped into. for -
-pattern, such as. ~the hair and the red curtalno It was desired'that the

red curtaln advanoe and. exmst on or very near the same plane as the



iév~
,figurec ;The first:delicete pattern eﬁployed on the curtainﬂfor‘this
Purpose;ﬁaeurot,in scale with’toe entire picture; so a larger pattern
was suoerimnoeeo wirh White pigment° As mentioned blueiwas‘used in
 the shadow pattern of the face and arms of the flgure for des1gn
ourposeso It does not follow natural 11ght1ng and shadow° ‘The use of
thls coel color tends to flatten out the areas of face and arms, in

' order to make them appear "paper thln |

Llne'was used a great deal to emphas1ze rhythmlc contours° bThie~
'udevice le ea61ly'overdone to the polnt ofvcomplete boredom; so efforte
'were maoe toAvary the 11ne in w1dth _orareotervenohoolorg sgmetimee 3;.~
11ne was soraped 1ntovthe wet Plgmenf ée.ihbﬁhe°heir'areea ‘The’ 11ne"

' }Wes needed Ain. some places to separate certaln eolors where amblgulty

'lf;mlght(ex1st, as in the ‘hair next to the red of the curtain and in the
L.sleeve of" the Jaoket next to the Jacket fron“co |

| The palntlng of thls decoratlve ploture was ‘a process.of adgostui

Llng; modlfylng and 81mp11fy1ng colors and shapes until a completely

'<f1at organlzatlonwasfe.chleved° A% tlmes it amounted to a:“trial and

error" method,ln that colors and shapes were constantly belng ohanged

untll they conformed to the ba51c arrangement and did not detract: from

ﬁhe»unity'of the whole°
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IV, SUMMARY AND CONCLUSION

My thesis paintiﬁgs:énd>researéhrhaﬁe set forth ﬁﬁo céntrastiﬁg
kapprgacheé t§~ar£; the'matérialistic illusion .of the third'dimeﬁsion
‘jin ﬁhehpbjectiﬁeféainﬁing,v;ﬁd fhé imposition:of;€wo dimqhsional'ofdef'
on the elements in thé dedofafive painting. In the fafmer, if is the
subjeé?:matter’which domingﬁés thg-painﬁér and his worﬁ, while in the
latter, ﬁhéApainﬁér isAfféé to:imposq ordér upon the sﬁbjecf maf%er
and makq_histaiﬁtingfapVénﬁity in‘iﬁseif;.

Not és mpch:emph;sis i$ §iéced1dn’the ijectiveApaintingw since
my%méin’purébse:ih uhﬁértgking this:theéis Wdrk was td,develop_an
'original:deéﬁrative,paintipg from.anvobjectiﬁe~rea}izaﬁiong My objec— _;
. tive ﬁictﬁré-Servqs(agAé bésié;for.my decbrativé“interérétafionfof'ﬁhe"
"lsame motifai’Thié Was'fﬁe mbst 1ogica1 froced@re for me tb~fcllow,isihcef 
it has always been eeéler for me to‘v1ew my subJGct matter matéfialis-
tlcally fqut, and then to lepllfy and abstract the motlf for qrgaqi— S
~zat10n and unlflcatlono B | |

Varlouq 1ﬁf1uenoea are rellected in my 1ast paln’slngo The eslonga=.
.tlbns and extreme 31mp11f10atlon of the flgure mlght be due to my con-
tact w1th certaln prlmltlve art forms, such as Afrlcan carV1ngs and
'Mayan and Azteo sculptureso (The Fauv1sts ware also 1nf1uenced by prim-'
itive art ) Ths preclse llnear character of my work suggests the Per51an
:lnfluence and’the“staﬁlc; almdst st;ff feellﬁg in the humanhflgure is
' not‘unlike:ﬁhat §f Byiéﬁtihe énameijwbrkn“ My color gné 1inevare_defivgd -‘f‘

:ih parﬁ;ffqmrQaugdiﬁiénd'Matiésgg ‘Much was learned about pattefning and .
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ttextures from the study of Matisse and the other Fauv1stso M& use of- :
N color is strlctly decoratlve and reflects some of the freedom and bold—-
nessnlnfeolor utlllzed by these Fauv1sts;‘- |

In - splte of my" palntlng reflecting these many 1nfluences my workb
'has retalned an orlglnal quallty due to my own partloular stylen I
.have learned much:from‘my-study and traclng of—the decoratlve urge in ;

_ man from prlmltlve to modern tlmes, and many of thelr 1deas may be 1n—

y corporated ifito my own work. -

. The palntlng of the deooratlve ploture, in my oplnlon sas more of ;v
an- 1otu1t1ve process thas an 1ntellectual one. I found myself "feellng
' iout"'ereas,of'the ploture and modlfylng them;to conform'w1sh ﬁhe Whole? G
”EAs ev1denced by my prellmlnary sketches there was a aefinitekidea in -
;ﬁelnd When I started the palntlng; but as the plcture progressed many
.ehanges 1ﬁ oolor, formyapdsarrangement Were necessary°

| ?fhe;paieting of these two contrastiog pilctures may serve to
.illustrsﬁe‘my ownhartistie developmenﬁkin bridging the gep'oetween
' visualfreality:and‘organizingvthe elements ofbrealityn I'can now appree':
clate dlstortlon and abstractlon for the purpose of deslgn and order.
Nature is but the startlng p01nt for the artist, and it is hls right’ to
~utlllze these elements in nature and make of them a new and. .complete
entlty 1n his palntlnéf :
| Decorativisﬁ'is one way . of organising the elements‘of nature, but;
tHisktWo.dimensiohallapproach has its‘limitatioﬁsm, Decorstiveipaintiﬁg
is ofteﬁ;described.musioslly, as af"pleasing melody" rether>than_a.ooms .
plete.éorchestretioﬁ" as found in the three dimensional order.of:

. Cézanns and Picassoc. The formal order of decorative painting exists on *



the tﬁg diﬁénéion&l.sdfféaé:dffﬁhe(?aiﬁtng-aﬁd does not strive\for>.i
‘ déep penetration Of-spacéoﬁ‘b .’ |
I do n;t:believevthisiﬁecér?%ivé phése éf‘my‘work is the ultimate, .
but it has helped me;to'paintfin.ébmdre'éﬁsfraet and vital méﬁner; an& |
may point‘the way ‘to mbre'compieté:ngtpaétion in my work in the futurs.
I.belisve that Ijﬁafe:iéa?ned to Betterdsimplify and t§ éliminate
the non—essenﬁials;soytﬁét:upnecéssary aetail does not clutter and =
,deﬁréc%;from>ﬁhe fundémentél uﬁiéy'of'thé-ﬁéiﬁﬁingaA I hope to gtilize;‘”
” thé.diséovsria% in my gﬂ;sis work;#q:géin'morécpiasﬁic o?der in my 

péinfing in' the futﬁrégi‘

Univ. of Arizona Librasy
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