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I .  INTRODUCTIOl'Is STATEMENT OP PROBLEM

My objective In painting these two pictures for my th es is  i s  to  

demonstrate the development of an o rig ina l  painting in  the decorative 

manner from an objective rea l iz a t io n  of the same .motif0

In the f i r s t  pa in ting , v isual o b jec tiv ity  was.the approach to the 

chosen motif, an in te r io r  arrangement with a f ig u re » Color, form, 

chiaroscuro and tex tures are painted as they appear to  the physical 

**buter eye", creating an i l lu s io n  of the th i rd  dimension on the picture 

plane,, ,

A departure from the  objective re a l iz a t io n  was made in  the second 

painting, developing a decorative p a tte rn , purposefully abs trac ting , 

simplifying and d is to r t in g  elements for the sake of a two dimensional 

.formal order. Here were employed the methods and s p i r i t  of the decora­

t iv e  a r t i s t s  from the decorations of P a laeo lith ic  man to  the paintings 

of Gauguin and Matisse in  the la te  n ineteenth and twentieth cen tu r ie s ,



INTRODUCTION? MY ART BACKGROUND

My parents used to  say th a t  I 'le a rn ed  how to  hold a crayon in  my 

hand almost before I  learned to  walk or t a l k « As early  as they can 

remember my hours were spent drawing or painting by myself o Like any •• 

other young ch ild , I had the consuming desire to  cover any available 

blank surface with my own "embellishments

My devotion to  a r t  a c t iv i t ie s  continued through elementary and 

high school» Draftsmanship was my primary concern and in high school 

my main objective was to  draw as r e a l i s t i c a l ly  as p o ss ib le « I t  was 

then th a t  my work seemed to  receive the most praise and attention,, The 

Old Masters of the Renaissance, Raphael, da Vinci, and above a l l ,  

Michelangelo, were my id e a ls « My work showed a tendency toward the 

Baroque and Romantic in  tha t  exotic and dramatic subject matter was 

often choseno As might be expected, my p ictures a t  t h i s  time were l in ­

ear , colorless and i l lu s t r a t io n a l  in  charac ter.

I t  was in the a r t  classes a t  the Unlyersity of Wisconsin in I9I1.6 

th a t  I ' f i r s t  became aware- of the formal values in modern a r t „ My paint 

ing was s t i l i  objective and i t  was almost impossible for me to  d is to r t  

or abstrac t na tu ra l forms, although there was an e f fo r t  towards organ- 

i z ih g th e  compositions» Subject matter and l i t e r a ry  significance were 

s t i l l  important and my chosen subjects were usually p o r t ra i ts  and 

figure work.

Following my graduation from the University in  I95O with a Bache­

l o r 's  Degree in  a r t  education, I  spent two years as a r t  supervisor in



the public schools 'o f  Wisconsin., There was l i t t l e  time fo r my own 

pain ting , hut there were valuable opportunities for observing child a r t  

work a t  the d iffe ren t  levelso Observations were made of the simple, 

d irec t  approach, and bas ica lly  decorative urge in small ch ild ren . They 

often w il l  break up spaces with patterns and tex tu res ,  in tu i t iv e ly  

sensing the decorative values.

The summer of ig^l was spent studying and painting with the Mexican 

Art Workshop in  Taxeo, Mexico. Here the Pre-Colombian and. contemporary 

a r t  of the country had a great influence on me. The formal, decorative 

quality  of Mayan a r tw o rk  was especially  in te re s t in g  to  me, as was the 

contemporary work of Carlos. Merida and Rufino Tamayo.

My graduate work in  a r t  began a t  the University of Arizona Septem­

ber, 1952«. My painting was s t i l l  very much under the influence of a r t  

experiences in Mexico. The f i r s t  paintings were usually of Mexican 

subject m atter, ra ther r e a l i s t i c ,  w ith  a narra tive  q u a li ty .  My in te re s t  

in  Pre-Colombian a r t  led to  my research project on th is  sub ject. The 

d is to r tio ns  and conventionalizations of form by the Mayans and Aztecs 

served as a great influence to  my own.style of pa in ting . 'Whistler, 

Gauguin and Matisse began to  be important a r t i s t s  in  my studies, and I 

began to  appreciate the decorative values in th e i r  a r t .  I t  was soon 

evident th a t  my own work was gradually taking on decorative charac ter is­

t ic s  , and th a t  my old ideals  of devotion to  subject matter and re a l i s t ic ,  

v is ion  were being revised  to  newer a t t i tu d e s .  In other words, I became 

aware of the importance of the painting i t s e l f ,  the media employed and 

the a r t i s t ' s  fee ling  for order and completeness, as opposed to  the 

dominance of subject m atte r .



Thus2 my a r t i s t i c  development a t  present .has led me to  base my 

thes is  upon the decorative expression in  painting© Since my early ten­

dency was to  view my subject matter fac tu a l ly  and re a l is t ic a l ly *  an ob« 

jec tive  re a l iz a t io n  of the subject was to  be followed first©  This 

painting served as my point of departure fo r a decorative in te rp re ta t io n  

of the .same motif©



I I ,  THE OBJECTIVE PAHTm.

Objectiv©,painting has been the ^normal a r t n of the Western World- 

sitiee i t  was brought to  a olimax in the s c ie n t i f ic  v ision of the Ren­

aissance , The new sc ien t if ic ,  s p i r i t  acted as an impulse on a r t  toward 

recording a study of correct anatomy, draftsmanship, l ig h t ,  shade and 

perspective * Often a t ten t io n  to minute d e ta i l  destroyed formal qrdef, 

and perspective created such; an i l lu s io n  of depth th a t  the two dimen^ 

sional p icture  plane was v io la ted ,

Giotto began to  model h is forms with some regard to  natural l ig h t  

and shade, Massachio was the f i r s t  a r t i s t  of the Eenaissahce to define 

his subjects by na tu ra l l ig h t  and shadow. Previously, contour had been * 

represented chiefly  by line ra ther  than by value or color d i f fe re n t ia -  

tion* - V -  . -Y /  %

1 Leonardo da Vinci re fe rs  in his w ritings to  the eye as the window 

of the soul, the chief means by which we may appreciate the works of 

God, and th a t  these visable things form the basis of pa in ting , 

Michelangelo also  reveals his re liance upon nature , but s tressed  the 

importance of se lec tion , and the t ru th fu l  represen ta tion  of the dominant, 

the graceful, the harmonious and the beau tifu l in  nature , Durer, contemn 

porary of Michelangelo, wrote in Germany th a t  a r t  stands firmly fixed in 

nature and only through nature can a r t  become g rea t.

The Flemish s tressed  realism to the point of naturalism, so tha t 

every minute d e ta i l  and tex ture  was represented , Realism is  big enough 

to  include the n a tu ra l i s t ic  painting of Ingres and David, as well as the



work of Corot* Courbet and the Im pressionists» They were a l l  devoted 

to  nature and never ventured to  d is to r t  i t  for p la s t ic  meanso

My f i r s t  painting* in the objective manner* follows the ideas set 

fo r th  by the r e a l i s t s  from the early  Renaissance to  the nineteenth 

century* as desoribed* In preparation* a group of sketches were made 

of the chosen subject* including de ta iled  sketches of head and hands o 

Some sketches were done in  color and others in charcoal or pencil o A l l  

were drawn in scale to the exact size of the masonite; panel to  be used 

for the f in a l  paintingo

The panel used was untempered masonite* inches by 36 inches* 

prepared as a painting surface by three coats of underpainting white 

and sanding the surface a f te r  each coat was dry*

A !?cartoon11 of the chosen composition was made and tran sfe rred  to  

the surface of the panel by tracingo After the charcoal; image had been 

fixed with f ix a tiv e  * the monochromatic underpaint ing was applied with 

the use of umber and underpainting white pigment with "turpentine e 

Lights and darks * proportions and correct drawing were estab lished in  

th is  underpainting* keeping in mind th a t  an i l lu s io n  of the th ird  

dimension was to  be created upon the two dimensional surface o

When the preliminary painting had dried thoroughly* glazing and 

scumbling Was employed to  enrich the basic image of my underpaintingo 

There is  a predominance of warm colors* orange-reds*. browUs* golds* and 

greens and blue-greens for contrast o A warm ochre-brown glaze was. 

applied over these cool colors to bring them into harmony with the, geh-' 

e ra l ly  warm tone of the p icture  o P a r t icu la r  a t ten t io n  Was. payed to  the 

l igh t sources* cast shadows and a few re f le c ted  lights* thereby



achieving the desired so1iti i ty  of forme . Textures were of importance to  

_ me, and th e .p a r t ic u la r  tex tures of tu f te d  rug^ leaves of the p lant and 

the r ich ly  patterned jacket were Garefully representedo A high angle 

: of v ision was used to  b e t te r  create a fee lin g  of depth hy perspective 

and; overlapping forms»V ;>

In the general ' arrangement of th is  picture^ objects, were ■placed 

for. t h e i r  compos itioha  1 value hut there were ho d is to r tions  or do v ia- 

tions from visua 1 ;reaiity^ Syvthe u t i l i z a t io h  of r e a l i s t i c  ohjectSg 

a ppihedVapd drganized■hompositibn was. planned, since th e re : does not 

seem to he any reason for paintihg a p icfu fe , unless i t  he W ei1 organs 

ized and complete .in:: i t  s e l f  o A painting containing a number o f  objects 

: casually.placed would>h of .l i t t l e  value, s in c e :a l l  a r t ,  whether 

r e a l is t ic ,  or abstract:, should involve the arrangement of elements in 

nature o - . '  .'"i' ' y ' - V
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• I I I  o THE DECORATIVE PAINTING

In the la te  nineteenth century a r t i s t s  began discarding r e a l i ty  

as a basis for painting and layed the ground work for our present -

schools of modern arto  I t  was discovered t h a t s ^Representation iney^ 

itab ly  proves to  be inadequate» I t  tends to place the cen ter-of 

in te re s t  and the standard of judgement outside the work of a r t |  and in 

so doing, i t  disparages the in te g r i ty  of a r t  by seeking to ' estimate 

aes th e tic  q u a li t ie s  in terms of -nbn^aesthetic q u a li t ie s  c n  ;

. There are three ways of expression- in the modern sense, the sub^ 

jec tive  or emotional, the a b s trac t  or p la s t ic ,  and the decorativeo 

"The decorative school of moderns might be defined as th a t  which de^ 

l ib e ra te ly  shallows the picture  space, deals generously in linear 

rhythms and color harmonies, and generally is  content with"surface 

melodies ra th e r  than deep contrapuntal orchestrationo11̂  _ •

The decorative in ten t in man goes back to the a r t  of the primi^ 

t iv e s  o They had an in tu i t iv e  fee ling  for design and order* They 

often appeared to  have decorated objects in  order to  enrich the surface 

of the object * Often th e i r  use of decoration involved symbolical 

meaning as well as a sense of beauty*

• The a r t  of the Far and Middle East has always been r ic h  in

1 Molte, Fred, flArt and Reality^^' Lancaster, Pa * , 1 ^ 2 ,  pp * IQ*.

2 Cheney, Sheldon, r?Wprld: History ;of M*Y*, 1947, PP» 874*
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decorative forma11smo As early  as $000 BoCo the Persians were known for 

th e i r  decorative ta le n ts  and passion for beautyo They loved c l a r i t y , . 

p rec ision , poetic imagination, a fee ling  for rhythm suggested by line 

and richness of color and textureso Their work was generally f l a t  and 

conventionalized ra the r  than r e a l i s t i c » They used b r i l l i a n t  ^jewel- 

l ik e 11 colors and often employed a warm color, such as red, for back­

grounds, which served to fu rther  f l a t te n  the pictureo The Persians 

used the motifs found in nature but never intended t ru th fu l  representa- 

;t io n  o ' , ■ ■

Other Eastern cultures derived th e i f  a r t  forms from the Persians * 

Moslem a r t ,  for example, r e f le c ts  the same frankly formal decorative 

motif as the Persians 0; A Moslem painting seems to vibrate  with a 

rhythmic movement , yet i t  never loses i t s  poise 0 The r ich  in terplay 

between color, texture and line is completely confined and sustainedo 

A sia tic  a r t  has contributed much in the f ie ld  of decorative ex- 

' pressiono The example of the East has always been in opposition to  the 

m a te r ia l is t ic  in te l le c t  of the West, since i t  paints with the sp i r i tu a l  

^inner eye" ra ther  than the physical "outer eye 0" The Orientals 

stressed  the e ssen tia l  struc ture  and s p i r i t  of the subject ra ther than 

outward, incidental e f f e c t s » They re l ie d  upon abs trac t  means and uni­

versal rhythms which resu lted  in a p la s t ic  organization of form* The 

p icture  has a l i f e  or v i t a l i t y  of i t s  own which does not represent the 

outer ch a rac te r is t ic s  of the object depictedc The linear  quality  was 

important to a l l  Chinese a r t  and th is  fee ling  for line  is  found in 

th e i r  sculpture as wello

The a r t  of Byzantium has been described as a "marriage of Eastern



and Western ideals in  a r t  0t? This early  Christian  a r t  indicated i t s  

Oriental derivation , especially  Persian, by i t s  f la t ten ed  composition, 

posteresque sim plic ity  of form and use of f u l l  color and patterned 

areaso I t  possessed the in te rtw in ingvlin ea r  motives of the Eastern 

manner and was e sp e c ia l ly :evident in th e i r  mosaic and cloisenne 

enamel work*

James McNeil W histler is considered the f i r s t  a r t i s t  of the West - 

to  exploit the formalized and decorative a r t  of the East o He chose . 

t i t l e s  as ^Arrangemerit^ and ,!!Symphonyt? for his p a in tings , which ind i­

cated h i s •decorative in ten t o He u t i l iz e d  the high angle of v ision, the 

use of f la t ten ed  planes, marking of the fron t plane of the p ic tu re , the 

studied color and tone harmonies and p a tte rn  arrangement of-the. Oriental 

p a in te rs , . ' / ■ : : , *. /  . - ’ - . '

With Paul Gauguirtj, we have the decorative wing, of the modern school 

of a r t  more firmly estab lished . I t  was his b e l ie f  th a t  i t  was not 

necessary for; the a r t i s t ' s  subject to be b e a u t i f u l /  but the a r t i s t ' s  

work should be. His canvases are r ich  in formal design of the two d i­

mensional order. His a r t  was the re s u l t  of many in fluences . His asso­

c ia tio n  with the Impressionists, through Pissarro  suggested much of the 

purity  of color and freeing of the object from i t s  local color of 

Gauguin's la te r  work. Cezanne influenced him through h is  search for his

'’r e a l iz a t io n ” and his investigations on functional co lor. The strong 

a rb i t ra ry  design of. Daumier and the strong fee ling  for design in French 

primitive peasant:CeremIcs influenced him by th e i r  insistence  upon 

• formal q u a l i t i e s . He was influenced by the co lorfu l and decorative .

Japanese p r in ts ,  as .w ell as Medieval mosaics and enamels.
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Gauguin formulated his theory of "synthesism,” which sta ted  tha t 

there should be sim plifica tion  and subordination of a l l  the elements 

to one dominant rhythm. This theory served to influence the la te r  

pain ters in the decorative manner.

Gauguin demonstrated a d efin ite  a f f in i ty  to the primitive and 

d irec t approach to a r t . He believed tha t  man's true nature had been 

lost  through the process of c iv i l iz a t io n  and th a t  the so called savage 

people have re ta ined  the quality  of childhood and are , therefo re , able 

to display th is  in th e i r  a r t . Gauguin's mature works have a defin ite  

formal decorative qua lity , such as found in Oriental a r t . He d is to rted  

and sim plified form for the sake of design and u t i l iz e d  color for i t s  

decorative values. He often used functional color in reverse in order 

to achieve f la tn e s s .  This f l a t  character helps the viewer to concen­

t ra te  upon the e ssen tia ls  of design, l inear  rhythms and color harmonies. 

He was in te res ted  in a two dimensional movement across the picture 

plane, not back and fo rth  in three dimensional space;
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. In the early  I9OO? s nLes Fauves” began to go back to  the sources 

which had inspired Whistler, arid Gauguino The Oriental p la s t ic  aims : 

soon dominated the work of such men as Matisse and Dufyo Gauguin's 

theory of synthesis served as a point of departure for the modern 

decora tiv is ts  o They went back to  the a r t  of the p r im it iv e s /  Byzantines 

and Persians for inspirationo

Matissefs canvases are concise and economicalo He s ta r ts  with 

visual r e a l i ty  and then works by a ce rta in  process of elimination to  a ‘ 

pure s im plif ica tion  of decorative essentia ls*  His contention is  never 

to  imitate form, but to  create form*

’’Fauvism means a mood ra ther than a mode — a common denominator, 

the supremacy of color over story? the d irectness of perceptional, 

sensorial values against the i l lu s io n i s t i c  rendering of naturej the /

■ emphasis on visual fundamentals to  express a p a r t icu la r  conceptof15  ̂ ^

The influences f e l t  by Matisse were, the extravagant use of color 

by Turner, the decorative qua lity  of Mohammedan and Japanese a r t  and 

the d irec t s im plic ity  of primitive art*  He also gained much from the 

Post-Im pressionists, Gauguin, Cezanne and Van Gogho

Color is  of prime importance to p ic to r ia l  s tructure  * Matisse 

says th a t  each tone, upon applica tion  to  the canvas, permits i t s e l f  to  

be modified by adjacent tones,^ Colors ex is t  only in  r e la t io n . to  others 

and therefore  must resolve themselves into  harmony. He, weaves color, 

l in e ,  tex ture  and pa tte rn  from objective r e a l i t i e s , but has no in te re s t

3 Duthuit, Georges, "The Fauvist Pa ih ters ," ' H0Y0, 1950, ppo 103o



in the visual representation  of these ob jec ts .

I t  was. my plan to  transcribe; the objective realism of my f i r s t  

painting into a two dimensional decorative painting in my second 

p ic tu re , u t i l i z in g  the; various decorative means employed by the decora- 

t i v i s t s  previously described* These methods may be l i s te d  ass

(1) Emphasis on two dimensions ra the r  than three dimensions*

(2) D istortion  and s im plifica tion  of forms for formal unity

(3) L i t t le  or absence of.modelling and na tu ra l chiaroscuro.

(4) Disregard fo r Western perspective* • ’

(3 ) Use of strong, pure colors* -

(6) importance of patterned and textured areas*

( 7 ) Media employed c lea r ly  stated* .

(8) Above a l l ,  a basic fee ling  for harmony and design unity  

w ithin the p ic tu re « -•

Before presenting a complete descrip tion  of how these methods were • 

employed in.my decorative paintings i t  is  necessary to  set fo r th  the 

creative s p i r i t  necessary fo r the work* In research into the various 

decorative a r ts  as preliminary work to  my painting, i t  was necessary 

th a t  actual ’’im ita tion” of the s ty les  of these a r t i s t s  was not em-. 

ployed* I t  was my desire to  incorporate th e i r  aes the tic s  and re ta in  my 

own ind iv idua lity  of approach to  the problem* The t ra d i t io n s  in a r t  can 

be of in sp ira t ion  to  true  creative work i f  one views these t rad i t io n s  in' 

a ".constructive s p i r i t ” and not "ape" the actual mannerisms and s ty les  

of past a r t i s t s .  : ■ i: '

■ F i r s t ,  a series of" sketches were made, exploring the decorative 

p o s s ib i l i t i e s  inherent in the objective m otif* The en tire  composition



was purposefully d is to rted  and greatly  sim plified . Color areas were 

purified  and modified as needed. When a specific  sketch had been 

decided on, an actual sized Mcartoon'’ was drawn in line and transferred  

to the second masonite panel. (The panel had been prepared in the same 

manner as the f i r s t  one.) When the charcoal image had been fixed by a 

f ix a t iv e ,  the masses of colors were broadly blocked in .

All forms were kept f l a t  without any suggestion of modelling. • 

Perspective, in the natural sense, was disregarded and diagonal l ines , 

such as the back of the sofa and the floor edge, were made horizontal 

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

This transformation of dynamic planes into  s ta t ic  planes gave the 

whole composition more s ta b i l i ty  and feeling for f la tn e s s ,  which is 

e ssen tia l  to decorative painting. This s t a b i l i ty  was due to the planes 

being made p a ra l le l  to the edge of the panel and therefore  p a ra lle l  to 

the picture plane i t s e l f .  (S ta tic  planes do not lead the eye back in 

three dimensional space.)

D istortion of the forms is evident. I elongated them to conform 

with the basic oval shape which is  repeated with va ria tion  throughout 

the p ic tu re .  This oval shape is  most evident in the shape of the head.



the* eyes 5 mouthy blue Wse and the - shapes of the leaves on the p la n t»

The basic composition is  cu rv i l in e a r5 with ce rta in  angular forms for 

contrast o r' '

Colors were constantly being modified as they were applied to the 

comppsition 'so tha t  they would harmonize and work with the other co lo rs» 

For example,, the .rug area-was repainted many times u n t i l  the color 

desired was achievedo This area was to  contrast s l ig h t ly  with the 

yellow of the jacket and not carry the eye back in space by the insinua= 

t io n  of the natura l floor p lane0 In other words, the floor plane was to  

be close to, a s t a t i c  .plane (p a ra l le l  to picture  plane) ra the r  than a 

dynamic one, as in the f i r s t  painting* By texturing  the upper edge of 

the f lo o r ,  th i s  area seemed to .11 t i l t  up" and hot exactly be horizontal 

as In  the f i r s t  paintings: ( ;

rObviously, - the  color scheme of the f i r s t  painting has been changed, 

in the second one o The color arrangement i s  based on the  •primary colors s; 

red, blue arid y e l l o w ' These colors; were repeated with va ria tion  through­

out the p icture  o Thus ̂  the b r i l l i a n t  blue of the vase is  echoed in the 

l ig h te r  blue of the sofa pattern ing  in the jacket and. in the a rb i t ra ry  

blue shadow of the woman’s face and arms o'

Like color, tex tures and patterns were employed for th e i r  weight arid 

f la t te n in g  e ffe c t ,  as neededo The texture  of the th ick  paint areas 

serves as contrast to  smoother, th in ly  applied paint areas o Patterns 

were repeated with va ria tion , such as the plant leaves repeated in the 

p lan t  motif of the jacket designo Certain areas were scraped into for 

pa tte rn , such as the ha ir  and the red curtaino I t  was desired tha t the 

red curta in  advance and- ex is t  on or very near the same plane as the



figurec The f i r s t :d e l i c a t e  pa ttern  employed on the curta in  for th is  

purpose.was not in scale with the en tire  p icture $ so a larger pa ttern  

was superimposed with white pigmento As mentioneds blue was used in 

the shadow p a tte rn1 of the face and arms of the figure for design 

purposes* - I t  does not follow natura l l igh ting  and shadow* The use of

th is  co©l color tends to : f l a t t e n  out the areas of face and armss in .

order to  make them appear npaper th in*n

Line was used a great deal to emphasize rhythmic contours. This 

device i s  eas i ly  overdone to  the point of complete boredom; so e ffo r ts  

were made to; vary the line in width, , character and color'* Sometimes, 

l ine  was scraped in to  the wet pigment , a;s in the ha ir  area * The line 

was needed: i n :some.places-tp separate ce r ta in  colora where ambiguity 

might exist,, .as in the ha ir  next to the red of the curta in  and in the

sleeve of thd jacket next to  the jacket front *

The painting of th is  decorative p icture  was a process of ad ju s t-  

ling, modifying and simplifying colors and shapes u n t i l  a completely 

f l a t  organization was achieved* At times i t  amounted to  a " t r i a l  and 

e rro rn ■method in th a t  colors and shapes were constantly being changed 

u n t i l  they conformed to  the basic arrangement and did not de tract - from 

the unity  of the whole*
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' : . . IVo SUjm&RY Am  OOMC^

My .ttesis  paintings and research have se t fo rth  two contrasting 

approaches to a f t s the m a te r ia l i s t ic  i l lu s io n  of the th i rd  dimension 

in the oh-j e ct i  ve pa in t  ing ̂  and the  ̂ imposition of-two dimensional order 

on the elements in the decorative painting* In the former, i t  is  the 

subject matter which dominates the - pa in ter and his work, while in the 

l a t t e r ,  the pa in ter is  free to  impose order upon the subject matter 

and make his painting an e n t i ty  in i ts e l f*

Not as much emphasis is  • placed on the objective painting,, since 

my vmain purpose in undertaking th is  th es is  work was to. develop an V-

orig lna ldecp ra tivQ ;pa in ting  from an objective rea liza tion^  My objec­

tive  p ic tu re  serves as a basis for my decorative in te rp re ta t io n  of the 

same motif * This was the  most log ical procedure for me to follow, since v 

i t  has always been eas ie r  for me to  view my subject matter m a te r ia l is ­

t i c a l l y  f i r s t , and then to simplify and abs trac t  the motif for organic c 

zation and unificatioho * i  : : 1 ; ' . ‘ •

Various influences are re f lec ted  in  my la s t  painting* The elonga­

t io n s  and ext remeisimpl i f  i  cat ion of the  figure might be due to my con­

ta c t  with ce r ta in  primitive a r t  forms, such as African carvings and 

Mayan and, Aztec sculptures * (The Fauvists were also  influenced by prim­

i t iv e  a r t  *) The precise linear  character of my work suggests the Persian 

influence and the s t a t i c ,  almost s t i f f  feeling  in the human figure is 

not unlike that, of Byzantine enamel; work* My color and line are derived 

in pa rt  from' Gauguin and Matisse * .Much was learned about patterning and .



tex tures from' the study of Matisse and the other Fauvists o My /use of 

color is  s t r i c t l y  decorative and re f le c ts  some of the freedom and bold­

ness in color u t i l iz e d  "by these Fauvists o

.In sp ite  of my painting re f le c t in g  these many influences, my work 

has reta ined  ah o rig ina l  quality  due to my1 own p a r t icu la r  sty le  0 I 

have learned much- from my study'and trac ing  of the decorative urge in 

man from primitive to modern times, and many of th e i r  ideas may be in- 

cdrporated ihto my own worko. , ■ - ■ - ■ ■

:- The painting of the decorative p ic tu re ,  in my opinion, was more of 

an: ir itu itive  pr than ;:ati in te l le c tu a l  one b I found myseIf ”fee 1 ing

out^ areas .of the p icture  and modifying them to conform with the whole» 

V.'';As' ■ #tlddhd:e'd :by my preliminary' sketches, there was a de fin ite  idea in 

mind when: I s ta r te d  the. painting, but as the p icture progressed, many 

changes, in  color, form and arrangement were necessary* .

The.painting of these two contrasting pictures may serve to 

i l l u s t r a t e  my own a r t i s t i c  development in bridging, the gap between 

y is ua 1 rea l  i t  y and organizing the elements of r e a l i ty  * I  can now appre-* 

c ia te  d is to r t io n  and abstrac tion  for the purpose of design and order* 

Nature is but the s t a r t  ing point for the. a r t i s t ,  and i t  is  his r igh t to  

u t i l i z e  these elements in. nature and make of them a new and ;complete 

e n t i ty  in his painting*

Decorativism is one way of organizing the elements of nature, but" 

th is  two dimensional approach has i t s  l im ita tions * Decorative painting 

is  often described musically, as a '^pleasing melodyt? ra ther than a com­

plete  ^orchestration" as found in the three dimensional order of 

; Cezanne and Picasso * The formal order of decorative painting ex is ts  on
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the two dimensiona 1 . surface of the painting "and does not strive, for .

deep penetration of space <>

I do not believe th is  .decorative phase of my,work is  the u ltim ate5 

but i t  has helped me to  p a in t . in a more • abstrac t and v i t a l  manner, and 

may point the way to more complete abstrac tion  in my work, in the futuree 

I believe th a t  I have learned to  b e t te r  simplify and to  eliminate 

the non-essentials so that;unnecessary d e ta i l  does not c lu t te r  and 

detract from the fundamental unity of the pain ting , I hope to  u t i l i z e  

the discoveries in  my th e s is  work to  gain more p la s t ic  order in my 

painting in : the fu tu re ,

Um¥o of ,Arizona Libra^f
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