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Unlike many gr ac!u&.te studi e s wber e the v:ork is 

mainly conceptua l , theo:::2t i cal, and not e£si ly c. i spl ayed 

i n c on c rete f orm , my g~r1~2te ~ a r k i n Fine ~rt i s pri

mari ly c onc r ete: v :i ~i.ia l ;;_:_ d ~ t b2s t, :,Lys ic-f. J l y G;.~ er-

cannot be a dequ ately e xp:casse d in a writ t e n or VE'rbal d is

serta t i on . Visual for ms must be e xperienced v i sually. Fo r 

example , no amount of de s cri ption can ever replace viewing 

a movie ; the s ame applies to a b l ind date--it rare ly lives 

up to a fr i e nd ' s promises. As J oan Mi tchell said in a r e 

cent i nterview wi t h QUEST ma gazine : 

11 .A r t isb intuit -u.-ha t t h e y like . .A...n 6).lJ l 2~na -

ti on c an't r e a l l y run~~Y the att ract i on . 

There is a worlc o f cJ l fference bet, ·eei1 

visual and verbal c or__-:-_u n ica t i on . 11 
( 

1 ) 

The major portion of my culrrd.n ~_ting p r oj ect, a o ne-man 

exhibition , is the most natural an d r e ve ali ng o f my gra d

uate s t u dy and will b es t r e1):resent my acc.or:_p lis rnnents 

dur ing t his gr2duate p1."cf;ra.rr1. However, t o ~- cequate ly un-

ders t a nd t hese a c c.ompl:i.sr-,;,,f:!n ts , I nee d t o pro·v'icle the 

v i m;e r a nd c ritic with i n s i ghts t o some person a l philoso

phies on art and b ack ground of my academic deYelo~ment 

a t Lindenwoo d IV . 

At t he co mn·,enct=: :::1en t of my gradua t e p .t·ogro.m I ""'• ,1s 

over ly c on cerne d with the productiv i ty of E y Bach e l o r of 
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? ine Ar t s c:cg~'C'e in a cornmerc i al world while only super-

f i c.iall y conce.:::n e d with the aestbetic ··a l ue of my art . 

~~i s i s a dete1·ring pre di camen t tha t has plagued and dis

c0uraged fine artists t hroughout h i story . The u nrecognized 

wo rks of such great artists a s Gauguin and Cezanne are 

classic ex~.mp les of society I s l ess than adequate evaluation 

i:. n d financia l support of the artist's c.ontribution t o 

rn~nk ind . Although soci ety usually reccgnizes th e beauty 

0 f tbe fin e arts , it , as a whole, overlo0k s or minimizes 

':...be many years of study, preparatio n , r epetition and dev

e l opment of t he artist's abilities t o ~chi e ve such works. 

Perhaps i t is the dedication under s uc.h filsbeartening 

circumstances that forces the fine artist t o rise abov e 

t he economical or monetary world . I a m not advocating 

t hat the artist needs to starve to paint well, but I am 

s aying that an upcoming artist needs to possess enough 

c!eti i c ation to survive . For e xamp l e, now , at tbe consum

i::.at i on of my p rogram , I am p :,.·Gp are d to m~~k e the transition 

from student to art ist . I ri.l:1 encouraged primari ly with 

the pleasing and complR.cent accomplis hment of finding 

di r0cU.on. My phi losophi es , i deas and works have matured, 

and I ie~l t hat tbe sacrifices and commitments needed t o 

become a n influential artist i n our society are we lL worth 
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the effort . 

Fine Art should be a consc! cntious, p ers~n a l con

vict ion :ca t~1er l ike a religion . rrbe artist b a,s t o be 

sr..;rup~lous and ea:r-riest, never relinquishing his :::rnrsui t 

.2nd thoughts of the arts . One functio n of a :fine art ist 

in soci ety should be that of reflection- - not on l y of him

self through his v:orks, but to ref lec.t society i tself in 

his works . It is the Rrtist in a :;oc i2ty v:ho -:::cbc~ soci-

ety ; soci ety wi thout t hat echo t o dire~t and i nfuce would 

not be unlike an unci vilized group of people . Society 

needs i t s arti sts , whether visual or verbal, o n the side

lin e t o show in thei r works wh6i:ever soci a l condit i ons ge t 

out of proport jon, For instance, if the di vorce rate reaches 

fifty t wo p e rcen t, t h e arti st sl10uld not depict ma}·ri a ge 

as an unques tionab ly happy exis t e nce , but should s~ow some 

of the not-so-enti ~ing-but-real conditions of the i nsti -

tu l, ion . If society neglects its s enior generation , the 

~rtist should dep ict this . If we are paying an enter-

t ainer in Las Vegas eighty thousand dollar s a week and in 

t h~ same st2te are paying teacher s eight thousRnd dollars 

a ear , the artist should illustra te the l opsided asJect 

0F t h e situ~tion . I am not ad,0cat ing that e very p i ece 

of work a fir:. e ar~-~s t pToc.uces should e.1J1.)h2size some social 
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o r c u ltural declaration; I would never support any creative 

confir,ements . I do feel, t hough, that a fine artist should 

put hims e lf, which \vould include a certain amount of cul tur

r l a nd social reverberation , in a ll his works . If I have a 

~t~on g i mpress i on whether cultural, social o r personal, it 

i n fl ~ences my work . The fine artist s hould never copy natur e, 

but should s ee , feel an d express it. 

Possibly Paul Gauguin , Vin cent Van Gogh an d Paul Cez,tnne 

demonstrated my sentiments on personal expression best in 

the late nine teenth cent ury when they broke awa:5r f rom the 

naturalistic ar t of illusion practiced by the I mp ression

ists . Together they beaded the Pos t-Impress i onist move

~ent, the most controvers ial tren d in the history of art . 

~ntil t his point in time , the main purpose in art , with 

the few e xception s such a s imaginary an d decorative works , 

was to represent o r interpret Nature or objects . As with 

the Impressionists , tb~ir main objective was to exactly 

interpret :'\2. ture , ·with an i.U1der l ying aim t o convey how 

Nature c t ~~ges with s p~cifi c movemen ts in time and ligh t. 

~he Post- I mpressionis t s , although influenced by the Im

pressionists, moved from the ob jective a rt of Naturalism 

to tb e subjective art of "self-e),,--press i o n", whi ch led 

t o Cubis m , EJii.-pressic,nism , Abstr iict Art, and a ll other 

movements that would ei t her dissect :;.·e, aJ i ty or abandon it 

for pure expression .. 
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PEul Ce?anne, for 0x,nup le, was influr::nce d by and ha d 

a c l ose associatio n with Manet , £&noir , Sisley and P i ssaro , 

al l leaders i n tbe Impress i oni st movement . Cezanne used h is 

bri~bt co l ors wi t h smal l brush strokes , si~il a r to tb e 

~lin.::1ering technique used by the I rnpr essic-nists, but he 

applied his brush stroke s to :follow carefully 1:i id out 

s tructure lines. Cezanne established in his pain t in gs a 

close re lat i onship b etwee n color, rhy t hm e ~d structure 

-;;,·hi ch gave ~ more solid il 1 us ion of dimc:Q.? :.on 2.nd c.epi:h 

than t:!::l e Impressionistic style . Cezanne' s \,·orks with 

objGcts , as he insiste d, were always recognizable, a l though 

a t the sime time ~ere on the verge o f Cubi~m or abstr act i on, 

and caJ easi ly be connecte d to both . 

Vincent Van Gogh, on tbe othe r h~nd , ~as a Pos t-Impres

sionist who has been l abeled as Th e Fath~r Of Express i oni sm . 

Expressionism, characteri zed by the distortion of reali ty 

to g ive visual representati ons t o inner emotions, shows up 

throu~hout Van Gogh ' s work . His art , whether depictin g Nature, 

obj e cts , o r humans , is saturat e d with bis own subjective 

f eeli:cgs . He use d line , bril l iant colors , r hythm and con

stant l y c h angi ng but similar brush sti·okes to s u ch a pe r sona l 

degre e that e ven an arti s tic layrnc1.n c an ua.ual ly pick out 

one of his many works wi th knowledge of 0n l y one o r two . 

Vinc~nt Van Gogh was indeed a g6n ius in t h e artist ic world . 
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I nfluenced by Van Gogh c.-nd bis brilliant palette , 

P a u l Gauguin was another i nf l uen tial Post- I mpress i oni st . 

C~uguin, a successful stockbroker and collector of I n 

~:.1·::.,ssionist paintings , gave up his business career a t 

age forty in 1883 to turn painter and l ead the Bohemian 

l i f e of an artist . Five years l a ter be fled to Tahi t i 

t o escape "education" and hopefully find 2.nd r ele2.s e dee per 

and more primitive instincts . His work excitj ngly con

trasted that of t h e Impressionists; instead of sof t ~or. 

tours and hazy atmosphere, his works offered rigid ang-u

lari t i e s s.n d hard co l o r s urfa.ces . His personal express i o ns 

of the native fear s of the Tahitian people ar e moving . 

I c an a l most fee l t he s t range noi ses of the night in 

comparison to those of the clay in his woodcut 11Wom2.n At 

The Ri ve r 1
'. Whet.her I 1 m aesthet i cally pleased or not with 

t h e wo rks of Gauguin, Van Gogh, or Cezanne is not i mpor

t ant ; their work is, along with the realization that a 

work o f art is anythi ng but a repetition o f some object 

i n Nature . The progress that their ~ark di spl ays has in

f l uence d a.xtis ts since ( as tbey t hemselve s were influence d 

by thei r a rtisti c predecessors). 11 To my tfli·n d" , Cezanne 

said, "one does iwt sulisti tute oneself f or- t he past -; - one 

merely a.dds a n~,,- link to i ts chain. 11 
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Llary Fra nk , a contemporary artis t, in a r ecent 

i~ ~rvi ew was quoted as say i ng : 

" An art i st mov e s within art 's ancient on-go i ng 

world and becomes a kind of layer in the process . " C2
) 

This idea of conti nuity with the psst i nteres t s me . i'Jiether 

, e v i ew ourse l ve s a s a l aye r or a 1~ew link t o i t s chain, 

r 8 irus t recognize how i mpo r tant t he :roots of our artis

i:ic fo :?:efathers are . Too oiten an 2.rt ist pla ces emphasis 

on M.s "n atural" talent and for all p racticing purposes f or-

g ~ts that art e ven has a p as t . TI1e b a ttles for recogni-

tion of style an d t heory that t he Jmpress i onisti Pos t-

!11;!: 1 E-ssionist, Expn~ssionist and a 11 other movements fought 

fo r are as valid today as then. An a r t is t needs his p ast, 

his roots to grow. 

I have l ong felt an esoteric connection with my 

~~tis tic predecessors, which I feel he l p s make my art in

·rerc:?penderrt as "\H? 11 a s individual istic. For example , with 

tbe 1·isk of sounding presumptuous, f.G1.11brandt h a s always 

fascinated me . liis style, his pen P ild :i nk rash e s, his dark 

painted surfac,es wi th hi ghlighted portrai t s have alwa ys 

influenced me . I ~0 ould pay any af:l'Junt to h ave been able 

t o study under him . Van Gogh ha~ beQn a nother key-note 

in my stud i e s, al tboug h not a t tb e s ame leve l a s Rer-ibrandt . 



Page 8 

i'i11 e n studying Rembrandt's dr awi ngs and pai ntings , it is 

a s if I would have use d the same strokes in a lin e or h i gh

light ; wi t b Van Gogh , it is a connectio n wi th bis li f e, 

bis frustrations and his philosophies . As Saul Steinberg 

pb:;_•ased the connec,tion in a recent article: 

"One b a s a s:;:>ecial relationship wi t b -i.:he l ove d 

artists. One is kept hones t by them Lnd sorne 

tir.1es works to a.maze tbem. '' ( 3 ) 

I fEel the artist i s kept honest by the past lo ved ~rt~sts 

for they make obvious 2.ccomp l ishments reachai::ile o r a co n-

stant torraent for presen t day artistic e go s. The artist 's 

ei;o is perbaps his mos t compelling d r i v e whi c h is not i n 

expedient , f or it i ncite s competition, hence c11::at i on an d 

quality. The artisti c world is i ndeed a f rustratin~ ~orld 

at times. 

Artists are plagued by aestheti c sand trE.ps . Some 

become b u ried s o deep that they never get out aLd other s 

emerge only after a great deal of pain and work. I was 

in such a trap when I 8 n tere d my graduate program . I 

was not su:ce where to go or wbat to do with my art . I felt 

ray tal ent .~n d ability ,ve re s ufficient , but I could not 

decide on subject matter . During my first t rirr,estar I 

became involve d in .?- r estoration project at t h e Second 
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P,.-csby terian Cburch j_n St . Louis , Eissouri . Tbe work a t 

tte church, a ltho ugh not directly ~el~ted to my interests 

i n d :r·awin g a!l d painting , was in \'O l ,·ed v·i th stained g l a.ss , 

r _,E--t·i fically a stained g l ass ceiling that bad been r e mo d

"'-J 5r: s o th~ t its ~;dstence w~s c·::--mpletely hidden a.nd pre-

I fee l t he tir.ie .=:;_;,ent "early " in my program 

~-:. t tbe church ,;,;as iDfl·:.:.ential to i::l--i 2 ad, ::nccment of my 

r:,b i l i ties a s a fi ne :,. r t is t in sE:v ,,n'al w_ays . Fi rs t , by 

-=.•.o:rking independently o!l th e restora t ion, giving s everal 

or?.. l ?.-nd v i sual p res&nta tions t o :'.. n di vi duals as wel l as 

t:i.1.2 Lindenwood Sta ined Gl ass Class , and verbal ly c~ocuzen t

ing the research work o n a g raduate Jeve l a s an authorita-

+ ~ ve iigure, I cJ it..bed f r om rny ur:de ,·5 r ctLUa l e 1 e vel of th ink-

1~g to that of a gr~duate . Se cond , it ;2.v e me a much needed 

c 1.,p,:,ri.uni ty to l ook a t my work obj ect-:i. v ely . Third, t h is ana-

1) s is hel ped fo rmul ate the decision t o concentrate my second 

tri !:'.,es t e r on cira:wing . 

I had some p l eas i n g a c compli shrnents durin g my first 

t rimester with c:r2.wing and s ilk-sc:rcen work . 'fhe ::iastery 

o f the c.ornplic2. ted t ecbniq ues o f silk sc:r een printing 

including the stencil 2.nd photogr2.phic processes , for 

cx2:-::p l e, 11Big Truck/Little Girl 11 i n my show , ,;ra.s hi gh ly 

.s at:i.sfying . Yet, my consta.ri. t P.nclytical and--critical 

analysis in t h~5e fields made such ~ork frus trating . 
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The c1ec,i s ion to devote my sGc-on d t.1.~~"11,ester to clrav.•

i n g ""as an i mpoTt?_n t outcome of my i i 1·s t l ri .: ~ster . I 

~as not seeki ng solution s in technique and c~ail~~anship 

per s e, but seezing the moi.i vat i on f or ii,y ' ,:, r k . I h ave 

l ong felt tha t drawing was t he f our1da t i on of t he 11isua l 

arts . Many people who hRve thrown themselves i mpuls i vely 

i nto painting, graphi c s and other representati ve forms 

o f visual art seeki ng so lut i ons to t h~ir prob l ems in tech

n i que and cra f t smanship have avrakened disi llusioned wi tbout 

having made progress . Not unlike t he many hours o f practice 

t hat goe s into a ballerina ' s performance , 2 successful 

artist should never go too l ong without re1u:n .1-j ng to the 

basics of d:cawing . 

Dra~i n g bas come to be not a foundation , not a 

nuisance , not a prep a ratory for a later '1finisbed" work, 

b ut a spontaneous , exploratory, c reati ve b&ppening wh i c h 

is a qu2.li fying attribute for an)r fine a.:ct • .. o:-k . This 

enl i 6htenment was especi a lly i mportant to □e ; my work was 

beco~ing too t i ght -- not that concern for perfection is 

not 1::,errnane in a spontaneous work , but t here is just no 

tirr,e . Vihen abso:rbed in approx i m&te l y twsr: t y n-. :i. !:.!ute poses 

l.!Sir.g D.Od<:: ls , a s ninety percent of my drawir:g v: s.s during 

tbe trimester , I had little time to anali ze t0chnical 
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prob lerr.s . I learned to trust, r ely and become confident 

in my aes thetic i nsi ght . 

Naturally I' m conc~rned about the images my visua l 

presentations project , yet I can only project a n obj e ct 

which I Lill subjective to . Every new sensation 

is related t o a past exp~rience ~hether consciously o r not. 

Vl11en I first see a nd s tuo.y t 1le model, I relate to him/her 

much tt.e sa.:ne as meeti n g a f::>tl'a.uger, and t hat e:x--perien c e in 

identi ficati0n ·with the mode l alo ng with any other sensual 

or material attracti on or distraction will influence the 

project ed image. Tbe sub j ective observation i s often 

S UbCOT'S C iODS. Wbat I consciously see at t imes is not -wb a t 

I sub conscio usly feel_; 2.n d hopefully a t times my sub con-

scious will govern my work . I h ave f ound that o f t en rey 

rr.ost pleasing 2cc.omp U .s tm~11 t s in the v is11al 'l\orl d h::-_ve bee n 

produce d subconsciously, and not 1·ecognized as such u::i ti 1 

after tbe work was comple t e d . This is especially evident 

when studying a completed short pose . The subconscious 

emerges not only in the sat isfying technique used in 

st1·ucture and composition, but also in the model's exi:ires-

sion which 2.t times is c.ljfficult to consciously reprc duce . 

The lllc,tic'' o f the subcon ...... rim~s , intuiti\·e mjn d, oft;;• n 

di f fe :rs f:r.-om a nd e :i,;cels that of the cons c ious ; it ·would be 
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foo lish to ignore and not use it or any other tools avai l

able t o tbe artist . 

Obs2iYation i n art should be an acc urr:ulati ve exper-

iE:nce o f as Dli-lny of t he five senses 2.nd c.s r.uch personal 

relevance as possible . Too oft en al l s2~ses otber t han 

sigbt are uegl e cted for the obvious s ur~a~e r easons , in 

the v isual a rts. The se ne g l ected senses should be used 

to test and analyze the eye,for reliance on a ny one sense 

can o cc.asion2.l ly deceive you. An 2.1 ~:Lst wovld have a diff i -

cult time dep i cti n g a fi re had he Lever E:.'.1,I~crienced a 

fire ' s heat a n d noise. I t would possibly r2sult in being 

r.o more than a translucent blendiri:g of bues i nstead of 

t~ e destructi ve force it could be. Using as many senses 

~s ~ossible in t be observat ion onl y 

~. ~rove one~ art . The artist should t~~e ti~e to know his 

s·•..:bject . For instance , even if a pe:r-so n Li.ts lit tle or no 

;-..:-.-tis t ic ability, y e t is knowledgeable in a certain f i eld, 

: 12 c.an usual ly still draw an accur ate visual image o f 

·:·:-12.tever equipment I tools or objects wi t h ,,hich he i s 

f";:.,_nu.liar . 1'J1a tever t ime and effort the artist E:xpends 

,.::-1: serving_ and acq u i ring knov.- l edge of ids cuiJj0ct will b e 

r:..0111:pensa ted adequately by a more ace lira i:e ::-epr<::.'3entation . 

The artist nE:eds to know an d feel s:o;,1ething about 
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his subjects . If all t he artist was concerned about was 

repro ducing wbat be sees, he would be no better than a poor 

ecm~i·a. . Tbe a.rtist shou ld work on a level at which the c?JTI

era c,=-1:ino t c.orni:,st8 . TI1e e r :·.2ra :is a fantas tic i ns t rument with 

the c&pabilitiGs of reproc.ucing h undreds of images wi thin min

utes , ye t it has l imitations which a n a r tist can use. 

Personal e2s--pression. is s omething that a c amera cannot com-

pe t e with; the :1-rtist has the right to do anythin g be 

,;;ants t o his c a nYas -- to create whatever effect he v:ants . 

He can U8e distortion , abstraction, medium, composit i c,n , or 

RD/ otr:,'3 r element be wi shes to incorporate or :remo ve in 

creating t he fe e ling towa rd his subject . The artist is 

the creator of his works , not a realisti c reproducer of 

someone else's creation. 

E::;.--periment ation, a f amiliar word to any worki ng 

Frtist, is a gospe l one for myself . No t unlike a child 

cF king up imaginary contes ts and goa ls for s~all physica l 

f eats , I set lirrita tions, prob l ems and objectives on dif

f erent works. One limitation early in my s econ d t rimester 

tha t ;,·2.s tly improye d my dra,'.'ir:. g as a v.:b ole w2~s limiting 

IJY dr2:..-:-, ing s to cnly ligh t a.n d sh~riG studiGS, ....-otally ex- 

cludi n 5 the use of li:::1e. 'i'his was a d iffic1.•l i: task fo r 

me as m.y drawi n gs i',Gre us1.12.l ly direct, quick, and force-
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f u l -- a precess l ending itse lf excellently to tb e line . 

The results, although not i nstantaneously s uccessful, dev

eloped f ar above my expect 2.ti o,1s and were aestheti L:ally 

pleasing to me . Two such wo rks p :--oduced at this ti i:ie in 

my exhibitio n are titled "Kar·i~- Soft'' and 1'George" . 

Both are short pose s working directly with the models . 

' 'Geo rge" is forceful, direct ::nd at the s anie time soft 

21~d light; this s 0emingly C;OD TTaclic.tory analysis '.',? 3 b r ought 

about by quick direct re nde r ance of the subject with 

handling of the medium, red ccnte, in a very light, a l most 

d.alicate way . I was especia.ily happy wi t h the higl1ligbting 

shadows off the model 1 s neck 2.nd left side. In "G2orge' 1
, 

I added a background, imply i ng d ark horizontal plane s at 

s light ly different heights at eEc h side of t he model, 

forcing the eye to fo l l ow t h e 10- , e r c l oser plane i:ext t o 

the left shoulder to the higher , s eemingly far t h3r back 

plane next to the right s houlder ; this techn ique a dded 

t o a suggestive roughed in b a ckground indicates a nd devel-

u p-5S depth . With 1'Karin-I", I b asically eliminate d 

the backgroun d an d faded the r e a rwar d sections of the chair 

and mode l fo r depth. I :Eo u!J d both techniques 1;0 be sa t is-

In both of these dra,Tings , I utilizGd t.be pape r 

as a me dium wi t h The conte t o develop the fo rms . The soft -
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ness, purity and sensitivity in these works were unequalled 

by my e2.rlier con te works . The new satisfaction fo1.md i n 

my lig~. t and shade s tuclies was encouragi11 g a l t!-1ough I 

, . r• s 110-c U'.:c,- turing the expressions I wanted. The ff,ood was 

outstF..!: d.:: ng, but I v;as washing some of the personality 

f rom ti·1e oodel . To e:.ornba t tbis problem , I resorted to the 

line dra·wing to express my moo d as well a s the n:odels. 

'1'he line drawing of:fe::rs f reedom , expression and a n 

ease i n i t s t echnique t hat few other stylBs can compete 

with . I t s caref r ee style, l ending itself to an almost 

~~consci ous scribble, allowe d me a t times to become completely 

absorbe d wi. th the model and my impressi ons of him/ber. In 

such a session, I would never let the pen leave the paper, 

pui-posely rE.c.in g from one s ection of the pa:;:.ie r to the 

next, c apturi ng every impulse , every ~~eling - - using e very 

mark, e ~ery space a nd every line t o produce the i,~ge . 

On e exan:p] e of th is technique in my e;:...bibi t ion j_s titled 

11 Ka r in- I I". As the observe r studies t '.1is drawing, he/ she 

wil l notic.e how t he line is a s interesti ng as the sub j ect . 

It moves with in decisive rhythm throu 6 ~10 ut the corrpos i-

tion . I n one ma r.ce n t the l ine will c:-;rcle the highlighted 

area on tbe calf of the le f t leg, ~nc ~:~ost i~medi ate ly 

after , it triples its weigh t and darke~s the ~emainin g 



Page 16 

lower portion. In a rolling , almost slovenly, we ak motio n , 

it delicately edge s tbe ri ght a:rm a.nd shou l de r and then 

laz ily c limbs i nto a s tr0~g , powe r ful, a~gulsr ~ a ttern , t o 

s hade t he cushi o n o f r ~e Gh2i r . The line ~~Le e s ~hrougLout 

the study in an almost negl i~f:nt v;ay , allowi ng t'.!·emendou s 

fre edom, yet portraying t he subject, perhaps more success 

ful ly than any of my other works. The line not on ly offers 

an occasionally nee ded f r e e dom to balance s ome of the more 

demandin g techniques , but offers a so lution t o the problem 

of captur ing a q_uick, di rect expression . 

In contr as t to the l oose line dr a~ ings, I also e x

perimented with some c Rrefully executed t ight pen and ink 

studies . The main obj e c t i ve with these ~orks was to produce 

a more formal and det2 iled drawing . The medium of 

conte an d loose lin e dr awings were appro1Jriate for dealing 

with the Quick repressntation and expre s sion of t h e mode l, 

yet when a mo del was not i nvolved and t i ne ;':as a-,.ia.ilable, 

my work naturally beca□e more detailed a nd -cbe medium 

ch ~nged. Two meticulously detailed works produced during 

this period are "Wate rgate" a n d "The Peop le" . Both are 

in my exhibition, 

my feelings ~bout t h e t~~ee ~e y figure s in the Congressiona l 

Inves tigat ion , the two 6efendants (Hunt 2n d Hal deman) and 
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one;, r,:cesi ding Se1"a tor (Irwin). With Hu nt , for instance , 

I -fi?lT tllat bis eyes which were fr amed in his unique , 

~elf-rir~3d glasses gave him a n almost sinister, untrus t-

i.D~ l ook; I en:pba.si ze t his by drawing on l y his forehead , 

e:·e s, an d the heavy gl asses, whi le letting the glasse s 

cc.st deep, a l most revealing shadows across his eyes. In 

contrast, Ealdernan g ave me the impression of a teenaged 

boy ~~ppea::.·ing in bis fi r s t tra f fi c c0urt with a fresh 

h ~ircut and new suit; Haldeman, wearing his red, white 

rnd b lue tie, a small American flag on his lapel, and a 

c1-::f·n I all-American crewcut , presented an almost sinless, 

t:!.·usting look . Haldeman' s pretense of virtue, which typi

::'icd the )Sixon Administrati on, warranted a just spot in tbe 

c omp o sition . I highlighted thi s hypocrisy by placing him 

in the cente r and giving him 2_'.:l a l ;n'.)st pouting, innocent 

In representing the Congressiona l s ide of the hear

ings, I picked Se~ator Irwin. I felt that his direct country 

2.!Jproach ca..ptlued /,merica' s t:ru.st. I drew him in a judi-

cial pose, his heavy eyebrows raised as if in deep thought, 

2n d a pencil in hand almost covering his mouth -- a famili a r 

1~::s r.; to 8.ll \,·b.o v:2.tched or s ;.-~i, i'hotos of the h·~arings . I 

arr~;gc d ~he three figure s di ~~nnally across the paper, over-

l ap1;ing t i":!e :forms . This helped to build a st rong compos ition. 
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I used a sj_mil 2 r style with my ct ·· a·::i !:g of 1 1Tbe People" . 

This drav:in g e ··o l ved f r om t ~1e p hoto:{~ -._•hs by Marg::.:::. e t 

J3ourke--Vi'hite in be.r :::-nd Erski·2e C 21{,:"!l l 1 s book , '':Lou Rave 

Seen Their Fsces" . I was so :imprGs2::d b y the hu• ·,;:_11 dcpre s-

s ion found in t he face s of the poverty-stricken :9eople of 

the South , that I de:cided to build my own composition from 

them. Working wi t h overlapping figures and diagonal shape s, 

I constructed a stron g compos i tiou, tllen added 1:he Arr:erica n 

f l a g in tr:G b a ckground no t only for s:;-mbolic :r8 · .. ~:::, s , but 

to adci movement an d rhythm. Both c1:ra.wj •1£;S, P. l 1:h0u611 con 

trasting great l y ~ith my usually f~sG r ~arks, he~e highly 

satisfyin~, es~ec i a lly in the ir ciispl ~y of draf cs□anship . 

Perhaps my p ain ting offers still a w:ide r r a nge of 

One style dea ls with recognizable fo rms, the 

other is total abstraction. Two sty l es so totally differ 

e nt that at times &ven I _bave trouble associatin g them . } fy 

works entaili~ g per ~on a lities a r e most a l luring t o me, an d 

naturally I d;s. o1. ed a g reat d e al o f my p 2¥inting a :J.d dr2.wing 

to tbem. Whe n on e Yiews any a nio un t of my work, he/she will 

cer t ainly s~nse tnis concern for the h uman form , whicb for 

r.:-:e, has to be ::;:·ecognizable. In my Eox.!:iibi t i on, t be obs8rver 

~il l notice two large, unesca p a b le painti ngs of obviously 

tbe same old m2.n . _These two wor}:s are t itled "Uncle 'Iuffy I" 
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and 1·uncl e Tuf fy I I 11
• '\'ii t h bo-ch 0£ thes e pai ntings I b a ve 

cap t ured a gi-e a t portion of my F iicle ' s personali ty, an d 

to a cons i cierable extent the way be led his life . As I 

~entioned earlier, the artist must know as much a s ~ ossi

ble a bout his subject in order to give adequate rep1esen

t~tion t o it . I fee l t hat thes e painti ngs demonstrate j us t 

this concept . My uncle ' s character was noti ceably influ

Enti a l to me whi l e painting t hese works . He is a hu.inorous, 

f u l l - o f - life individual v:ho has led a g enerous exis t e!: c e 

a nd I fe e l that thes e t wo p i e ces c apt~re t he spirit of thi s 

f riendly o l d ma n . These works we r e pa i nted in much t h e 

sz.me manne r 2.s my loose line d:c2wi n gs were execute d . In 

a n a l mos t unconsci ous conuection t o the model but with 

a very conscious concern f o r tbe painting, I directly ap

plied the pai n t wi th hea,,y , unpolished brush strokes . I 

7:::-,s inf1uenc:e d by Cez~nne 's sbort, r hythm.i..cally app lied 

brus h ma rks as wel l as Van Gogh ' s de scri ptive a ppli ca-

tion o f paint . Tbis inf l u ence is e s r,ecially apparent in 

" Un cle 'Tuffy II"; tbe br-..is h strokes c u r v e and move a r ound 

the face in a corr1prorfJise between a Van Gogh-type i nterpre

t=..tio n a r:.d my O'Tn l oc.3e l i ne techni que. In 11Uncle Tuffy I " 

the curve on the back of the shirt is ext remely i ~po rtan t, 

no t on ly b Ec r:.use it i n i t i2.tes a diagonal movement t 11at 
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brings the ey e b ack into the face , but it exprEsses the 

fragile state of old a ge with bis itability to s tan d straight . 

'Ih:.s contr:1sts wi th t he wholesome , happy express i on of a 

man t : -se ~Rinles s youth has long depar ied . In both paint-

i .'1_;-s I 1..,.:: ..=d tbe b ac~:ground i.:o bigb l ight 1:1
• e f' !'!.ce , putting 

li['.1ts i:,r;ht:ad d arks 2.nd da1: . .s behin d liglcts . Wi t h "Uncle 

Tuffy I" I ~ashed the b ackground wi t h various color s wat-

e:r&d down to a point of t ra.nspa2·ency . This tecbniq_ue tends 

t o du 11 End \-. ea.ken th e background, thus 2dding addi .::ion.al 

~rnp~·2..:::is t o t he face and exp:i.-essive strokes of paint ap-

pl:'. e c. t b ere . i\"i th "Uncle Tuffy II 11
, I kept the s,u-,e direct, 

q_12.i ck , e xpressive style i.:sed in the f ace througtc,ut the 

enti_2 painting . Both techniques brought eatislying re-

sults with the backgroun d, .although I lF::c-, d tbe s tyle used 

in ''Uncle 'Iuffy II" the best . The exclusion of washes 

t encs to l eave a brighter picture , helping to k eep it fresh . 

Still another experiment wi t h washes and direct 

brush s ·~ ,.-o~~es can be see n in my Ciinvas ' ')~ j a souri K:i gbts" . 

In T.11 :is JJriinting I started out with a ve1·y di rect, hEavy 

2.pplication of p aint , ,mrki ng solel y on t be b ackground 

and er.pbasizing horizontal and vertical planes . At dif-

ferent stages o f the paint ing I added se\c~al almost trans-
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wider an d l onger than tbe brush marks . Thes e washe s he l pe d 

establish depth and define objects a s we ll as t one down the 

backg:cound . I painted the focal center, the o l d ~an, a f ter 

the back groun d bad been completely establ ished, I ::!.G,r. in 

stressed the horizontal and ve rtical shapes . After I com

pleted a ll tbe fo r ms i n t he painting, I once a~ain pain t e d 

several ~ashes, only this time I covered the ..J- . • .L. 
8D L. l Te pa.i n 1--

ing t o g i ve it still a greater unity . The res u lt w~E a 

c ompos i tion a l ly solid painting , all areas covered; a l ittle 

dim b u t not unl i k e an evening light. The e xpressicm "i', 2~S 

no t a s satisfying a s a free r, more di rect a p p r oac h mi ght 

h a ve b een, howev e r I am pleased with the r e sul t s I obtai ne d 

u s i ng t his t ec:rn ique. I i n tend to work more in t his f:crea, 

possibly e>:p anding a n d app l y ing the technique to some of 

my 2bs~racted ~crks . 

J.'.y abstr&.ct paintings converge aro und a techni :.!ue 

of app lying paint to canvas that I have ter me d the " fL:.iw 

style" . I d e,;-eloped this approach after becoming acquainted 

with and inflm~nced by this type of painting in 1974, when 

P a u l Jenkins h e ld bis exl1ibi tion at The Lindenwood Coll eges . 

Jenk ins_ was_ Ye ry evasive when qu C?. r i e d about b is me thods in 

c.chie ving hi s .:::.;;,pr E:ssive wor k s , a.n d it r;<':.s n ot uo ti l che 

f o l lowing year ~hat I had any succe ss wi t h my own flow techn i que . 
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I c1oubt t!rnt my n£:!i.~J')d of applying paint to c anyas is 

sL~ictly icieDtica.l to J,::onkin I s , s:'..Dc:.e rny work with flow 

1::, 2 i nting b:::..s led , .... 8 ::. i s t any ci.Ll·cct 2:.i,ul at :;_on o f b is work 

to some i nteresti ng i.1.~ncvat:Lons uf ::.y o'., n . 

In my exhibition , I i ncli..,d•s .:hree rmrks c.emonstr a t

ing a s many vari2.ti0ns of my flow technique . The f irst 

proc.es s is tbe direct flowing metho d, wh ich is exemplif ied 

by 1:l1e works '1Vegetat ion" and a l arge , U:.:.!.ti tled work con-

-:;j sting of a dominant blue are a s1.,.:r-rounde d by a delic.2te 

light green area . In these works , I moved the p aint 

around on the c anvas while it was e~b□er~ed in an element 

r,o t easily mixable ra'i t h t he composition of the pai n t. I 

allowed certiiin a1-eas to mix wniJ a keepi n g others separate 

d~ring the direct i on of the flow of paint on the canvas . 

'This control and application of tbe p ain t gave me some 

unusual formations and aesthetically p l e asing s~apes of 

color . The second variation of the method c a n be v iewed 

in a smaller un t itle d work inclucicd in ruy exhibitio n. I n 

th i s p iece t he re is a blue f l o~ing ~arm which is e n cased 

Ly heavy, angular brush marks of l i gh t blue aud 

b!o~n . Th is c ornb i~atjon of t~o f ifferent applications 

of 1:.2.int l ed rr,e t o stj 11 anothe r ,:;a:2i at ion , 2.s s e en in the 

l arge , dark bl ue &b.st~·a.ction in li',y show . In t his third 
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variat ion, I c.ombined the t wo p receeding methods . I'irst I 

f l owed the paint to a n appropriate design as ind5_ca ted by my 

fj :r.·s t ·~et hod, a2:d secondly, I added brush str0k1:o.s to e mpha-

size ::i.!~d h i gh l ight a reas o f t he c.o n:(;_)os i tion . Thi rd ly, I 

?_gain f lowed the paint, c overing and o\·s:r::1 &ppi n g diffeTent 

areas t o add and bui l d to the structure . I &chieved greater 

depth with th is process o ver the o ther two, &l though I lost 

sorne of the freshness obt a i ned i n tbe o t he:c teclmtq_ues . 

Al l t h~ee procasses fasci nated me a n d I will continue to ex

peri~en t wi t h them. They offer a creative freedom by 

not re2t ricting one to any recognizable obj ~::rt s , and also 

offer pn endl ess :zmount o f color vari ation . I find them 

excitin g to create a s well a s t o view . 

'Ehe art world is bu.il t on an emotional foundat ion. 

It is the artist 's emoti on that influences hi s work to such 

a deg:tEG that no two artists ever produce E: :-:2.e:1:ly the same 

descripti ve representati o n of a n object . I:r ,ei ;:ion governs 

art both v i sually and productivel y, and a s Mr . Spock of 

t he Starship Enterprise constantly reminds us, " emotion is 

i l logic2. l" . The a1·t world is a world of c:ontraciiction , even 

t he r;,c 2t s tc::o:.df as t of rul e s can b e found to -.:.o!l"':ain excep- -

tions . It i s d i ff icult t o discuss this i 0 rld ~n a ny depth 

witho~t ev6ntually contradicting ones 0wn pbi l o~ophy , yet 
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it i s a 1~-ardiilg world . I t offers extrEu:es i n succes s 

or -fa ili.::.r e tbat ~,,1ly a f e-w c. 2..r-ee-rs can duplicat e , no t only 

in tbe 0on~~~rs ~ ?ns e b u t i n oppo r t un ities for i ndividu a l-

i ty . F'b;; firtists can stay d::prs-sse d ic.fte r accomplishing 

a s-elf-sati sfy::.n g wor k . Vincsn t Va n Gogh on ce wro t e to 

his brother , Theo, a nd said: 

11 I am as rich 2.s Cro-esus , not in mon e y , 

but 1ich b ec~use I t ~, e f0un d in my work 

somstbi ilg t o ~hi c h I can de vote myself wi t h 

h e art a~ d s oul, a nd wh ich g i ves i nspira-

t i on and zest to l ife 11
• 

(4 ) 

I too fee l r i c h . I f eel gifte d a n d a nxi o us t o start a 

car~e r i n Frt . I l ook b a c k a t my graduate s tudi e s and 

see t l1em ?.s ,~ot only a l earnin6 e-:.;ierience but R S a 

period that bas g i ven me to b eccme the 

fi n e artist I 2_m c a pable o f betn g . 

I n , hi s verb2.l por tion o f my c ulmi n a ting pro j e c t, 

I have provided t he reader wi t h i nsi ghts t o my philoso

p h i e s , my developmen t a t Lindenwood I V, and some o f my 

~r t i s tic s ~yle s a n d technique s . But it must be r e mem-

here d that any analys is o f Gy art fal ls sho rt be fore -

the u l tirra t e co~c£et e r eal ity of the wo r k i tse l f, and 
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t his paper can on l y be use d as a supplement to ac tually 

vi ewing my exhibition and s eeing my work . 

David R. Johns t on 
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Un l ike rrany :;-:;:2c1u.,\t.e studits v-here the work is 

mainly conceptnal, t ~ecret i cal, and no t easi ly displayed 

in concre te form , r:;y i:;:1·;, ,Jnr-te work i n Pirie _4rt is p ri -

rr:arily conc r e t e, ·risL.al 8:ld a t best , p 1.1.3":i c:> lly e,,_-pe r-

ienced. The e vid0n.ce oi rr:y ti.e, ej o}'rnE-n t ,s a. fin e a rtist 

cannot be adeqm, tcly e~•-prcssed in a w1·i tt~n o r verbal dis

ser tat ion. Visual forms must be e xperiencsd v isu ally. For 

example , no amo unt o f description can e ver rep lace v i e wjng 

a movie ; the same applies to a blind d a t e --it rar e ly l ive s 

up t o a frj end ' s p:r-:•:uises . As J o an Hi tchell said in a rs-

c ent in t ervi c~ wjth ~UEST magazine: 

" Arti s t i ntui t \:.ha t they like. An 2xplan2.-

t ion can't really convey the a ttraction . 

There is a w·orld of di fference betwee n 

visual and verbal c ommunication." ( l ) 

The majo r porti on of lf,y c.u) mi n a t ing p,•o ,::; \':-C.t , a c.ine- man 

.axhibi tion, is t be mos t nat u ral an d r c,-i:a J.ing o .f my griid

ur. t e stu dy and wi 11 bes t represent my acc.ort!plisbments 

d-irin g t his graduate prog r am . Hmvever, t o 2dequately un

r cr·s t and these accomplis h ments, I need t o p r o v ide tbe 

viG~er and c ri t ic with insights to s ome p ers onal philos o

phi e s on a r t and b a c:kg-roun d of my a c ademi c developme nt 

a t Lindenwoo d IV . 

At the CO!Iili;ence:7',ent of my gr2duate p :·ogr am I was 

overly c on eerne d with the productiv ity o f n:y Ba ch elor of 
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the effort . 

Fine Art Ehou ld be a con s cientiuus , personal c on

viction rather like a religion . The ~r~ist bas to be 

scrupulous ~!ld ea.:;:ne s t, never 1·e lin.q_u iE1c.i rig bis pursui t 

and thoughts of the arts . One function o f a fine artist 

i n society should be that of ref l ection-- not only of him

self tbrough his works, but t o reflect society itself in 

his works . It is the artist in a soci8ty ,-,·h o echcs s oci-

ety; soci ety wi thout that echo to direct and i nduce ~ould 

not be unl ike an uncivilized group of people . Soc i1;;ty 

needs its artiE t s , whether v isual o r ver bal, on th~ side

line t o show in t::ie i r wo rks wheneYer s od.al conditions get 

out of proportion . ]?"'or instance , i f tbe rli vorce rate rea ches 

fifty two pereent, the artist should not c.epict marriage 

as an unquestioaab l y happy· existence, but s hould show some 

of the not-so-enti~ing-but-real 6onditions of the insti-

If society neglects its senior generation , the 

artjst should dep ict this. If ~e are paying a n ente r-

tainer in Las Vegas eighty thousand dollars a week and i n 

th8 same state .:He paying teacher s eight thousand dollErs 

a ~ear, _t he artist should illustrate the lops ided aspect 

of the situation. I am not advocati ng that every p i ece 

of work a fine art~st produces should emphasize some social 
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or cultural declaration; I would neve r support a ny creat i v e 

confi nement s . I do feel , though, that a fine artist should 

put himself, which would include a certain amount of cul t ur

a l and s ocia l rcv~rberation, in all h is works. If I hav e a 

strong i 1r.:)1'ess i o n whetber cultural, ~ocia l o r personal, it 

influences my work . The fine 2.r t i st s !J.ould never copy nature, 

but should see , f e e 1 and exJJress it. 

Poss ibly Paul Gauguin , Vincent Van Gogh and Paul Cezanne 

d6monst!·a.ted my sentiments on personal e>:pression best in 

t h e late nineteenth century whe n they broke away f rom the 

natu:r-a l :i !3tic art of illusion practiced by the I mpression

ists. To gether t hey beaded the Pos t- I mpressionist move 

~~nt, t be mos t c ontroversial trend in t h e h i story o f a rt . 

Unt il this point in time, the ma in purpose in a rt, with 

the few exceptions s uch as i m1::.ginary an d decorative works , 

was to r epresent or interpret Nature o r objects. As with 

t h e I mpressionists, their mE-in objective was to exactly 

i n tE-rpre t Nature , with an underl ying a im to convey how 

lfa ture changes with s p ecific moYemE-nts in time and light. 

Tri e Post-Imp r essionists , although in:rluenced by t he Im

pressionists, move d from the obj ective a rt of Naturalism 

to the subjective art of "::oe lf-express ion" , which l e d 

to Cubi s m, E::-..-;iress i on i s m, Abs·Lr 2.ct Art , and all other - --

moverr::en ts tha t 1,·oul d E- i th er dissect reality o r abandon it 
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Paul Cez,tnne, for exP .. JT1ple , , ,-2s i nfluenced by and had 

a clcse association with hl~net, Renoi r, Sisley an d Pissaro , 

al l leacers in the Impress ionist movement. Cezann e us~d bis 

b .ciglit c o1 .:, : ·s wi th smal l brush strokes , similar t o the 

clir..:-·:2.·-· ~g : .::,:,h::.ique t~sed b y t!ie :r .. 11n·essi oni sts , b ut h e 

applie<i l:is 1:,__;_•usb strokes to :Co1lu ·,, carefully laid out 

struet u-=::e lines. Cezanne established in his paint ings a 

close 2·elationship between color , rhythm and st1·ucture 

which gave a more solid illusion of d i mension ~n d dep th 

the.n tbe I mp:ressionistic style. Cezanne 1 s works with 

objects , a s be insiste d, were a l ways recognizable , although 

a t the sil..2 ·t ime were on the verge of Cubism o:r ;:-bstre..ct ion, 

and can e ~sily b e connected to both. 

Vinc0nt '\'au Gogh , on t he othe r h2..nd, was a Pes t-Impres

s ionist Y>'ho bas been labeled .;. s The Father Of Exriressionism . 

E:e:pressionism, c h a racte ri z ed by t h e disto14 tion o f reality 

t o give v i sual representations to inner emot io~s , sbows up 

throughout Yan Gogh 's work . His art, whether depj. c ting !fa __ tui~e , 

objects, o_r humans , is saturated wi th h is own subjective 

fee lings . Ee used line, b rilliant colors, r hythm a nd con

stantly ch?.nging but similar brush strokes to such a personal 

degree that e ·,·en a n artistic :! ""yrnan c an uaua lly pick out 

one of h i s n:2.ny v:orks with !;:,~mr l e dbe o f only one o r two . 

Vin cent Van Gogh wa s indeed a gen ius i n th e ar tist i c v:orld. 
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In f luenced by Van Gogh and h is b r illiant palette, 

Paul CE. uguin was another influential Post-Impress i o nist . 

Gs1c...:·L;j n , a successful stockbroker and collector of I m

n::cC':-sj oni s t :pain tL:1gs, gave up his business career a t 

a7e forty in 1883 to tur n pain ter and l ead the Boh emi an ._,, 

l ife o f an arti s t. Five yea r s l a ter be f l ed to Tahit i 

t o eoscape 11 e duc.ation'' an d hopeful ly find an d re l ease deeper 

a n d more primitive i nstincts . Hi s work excitingly con

t r&sted that of the I mpress i onists; i nstead of soft con

t ours and hazy a tmosphere, b is norks o ffere d rigid angu

l arities and h ard color surf aces . His personal ex·_pressions 

oi tb e na ti ,.,.e fea:rs o f the Ta.hi ti a n peop l e are moving . 

I c.a.n a l most fee l the strange noises o f t he night in 

comparison to those of the day in his woodcut "Woman At 

The River" . 'Whether I'm aesth2ti cally p l eased or not with 

the works of Gauguin, Van Gogh, or Cezanne is not i mpor

tant; t hei r work is, along with the reali zation that a 

work of art is anything but a r epetition o f some object 

i n Na tur e. The progress tbat t heir work displays has in

f luence d art is t s since ( a s they themselves were influenced 

by their artis tic predecessors) . " To my rn i -nd", Cezanne 

said-;--"one does not ~ubsti t ute one s elf for the p ast , one 

merely a..dds a new l fr_k to its chain. 11 
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IIary Frank, a con t --rnporary artis t, in a recent 

i n ~el ,·iet1 was quote d as :.sG.y i.n g : 

"An artist moves wi thi.n art ' s ancient on--going 

world and becorr,es a }:ind of 1 2-)' Br in the process . " (
2

) 

This idea of continuity ':d. t h tbe p as t ~ ~1 t eres t s me . Whether 

we vit:W ourselves as a. l ayer or a new link to i t s chain, 

we must recognize how i mportant the r oot s of our a rtis

t ic forefathers are . Too often an a::-t~ s t p l aces emphasis 

c,n l.!is "n atural" talE.r1t z.n d for all pr::: cticing purposes £or-

g~ts that ar t even b£s a ?ast . The b ~ttles f o r recogni-

tian of style and theory t ha t the I ~p i2 3sionist 1 Pos t -

I m:_:i1 cssionist, E:;..-pressi.cni s t cLn d al 1 c.. t b 2 r movements fought 

for Rre as val id today a s then . An art i st needs his past , 

his root s to grow. 

I have long felt a n esoteric co~nect ion with my 

::i . .:.:·i::istic predecessors, which I fee l helps :0a.ke my art i n

t ~_,· .,1:-,er1 d.en t 2.s well :::.s i ndividual ist i c . For cxa.mple, with 

H,e risk of sounding r:,res :.:.mptuous , RGmbraud.t h2~s a l way s 

f~scinated me . His s t yle , his pen and i nk w~shes, his dark 

painted surfaces with highlighted portraits h av e al~~ys 

influetced me . I wouJ.d p ay any amol:Dt to have been r.ble 

to study under him. Y2.n Gogh has b e;sn ;;, ..-;other key- note 

in my studie s , a l though not at t h e same h::ve l as. Rembrar1dt . 
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When studying Rembra.ndt ' s drawings an d paintings, it is 

as if I would have used the same strokes in a line o:r t:i£"h

lig; 1t; with Va.n GDgb, it i s a connection with his life, 

bi s frustraticns end his philosoph i e s . As Saul Steinb~rg 

phrased the c onnection in a recent article: 

11 0n e has a specia l rel ationsh i p wi th the l oved 

artist~ . One is kept honest by them and some-

times works to amaze them . 11 
( 

3 ) 

I fee l the ~rtist is kept honest by the past l oved a!tists 

for t hS:y rn2ke obvlous accomplishments reachable or&. con-

stc:.nt t.or:r:s::n t for p resent diiy art i s tic egos. Tb e [ :cL i st I s 

ego is perhEps his mos t compelling dri ve which is not in

expedient , for i t incite s competition, hence creation an d 

qua lity . The artistic world is indeed a fru s t rating ~or ld 

at times . 

Artists are p l agued by aesthetic sand tr~ps . c· ~oue 

become buried so deep that they never get o ut and oth e rs 

6uerge only after a great deal of pai n and work . 

in such a t rap ,rhen I entered my graduate program. I 

was not sure where to go or what to do with my art . I f elt 

my t alent a n d ::.tb i l ity were s uff icie nt , but I cculd not 

decide on subject oatter . During my fi r st t rimester I 

b e came involve d in a r estorat ion project at th e Secon d 
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The work a t 

the church , although not d i rect ly related to my interests 

i n dr awing and painting , was invbl ved with stained glass , 

specifical l y a stained gla ss ceiling that had bee n remod

eled s o i..hat its exist ence \.'F~S cornple~el y hidden i?.n d p r e -

v ious l y un! Lown . I feel the ttme s1Jent "early" in my program 

a t the church was influentia l t o the ~dvancement of my 

abili ties as a fine artist in several ways . First , by 

working indeper,c:ently on the .. !.'esto!·2.ti- n, givi ng several 

oral and visual presentations t o in di~•;; cluals as wel l as 

tlJe Linden11;ood Sta ined Glass Class , an d verbally docurnen t -

ing the res5arcb work on a gra duate l eye l a.s an authorita

tive fi~u r e , I cJimbed f rom my undergraduate l evel o f thjnk 

ing to that of a graduate . s ~cond, it gave me a much neede d 

opportuni ty to l ook a t my wo~k ob j ectively . Third, this an a

lysis helped formul ate t he decision to concentrate my sE-c ond 

trimester on drawing . 

I hacl some pleasing a c complishments during my first 

iri mestis-r with drawing and silk- screen work . Tbe mastery 

of the con;p l icated techni q ues o f silk s c reen p r i nt i ng 

j n cludi ng the ste-ncil and p hotogr2.phic processes , for 

exampl e , 11 Big Truck/Li t t le Girl II i n my sbow, \i 2 s h ighly 

s atisfying . Yet , my const 2.nt a.naJ.~,t i cal and critical 

ana l ysis in thes e ~ie l ds made such work frust rat ing . 
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The decision t o devote my secon d tl'i r.,8s·ter to draw

ing was a n i mportant o utcome of my fi r st trim2st0r . I 

.,..,i. s not s eeki n g s-'J lutions in t echnique and ci·aftE11.2.::iship 

per s e, but seeki ng t be motb:ation f or my work . I have 

l ong felt 'i:.bat drawing was the foundat i on o f the vi sllal 

art s . ~any people who have thrown themselves i mpulsively 

into pain t ing, g raphics and othe r r epre s erita ti -.;-e fo:cms 

of v isual art seeJc1.ng s olu t ions to thE:ir _£:11.·ou~ .. ~,.._13 in tech -

nique and craft a :rnrn.sh ip h ave awake ne d disill usic:ne.d W"i thout 

h aving made prog:.·ess . Not unlike the many hours of practic e 

that g0es into a ballerina 's perfor mance , a s ucc2s s f ul 

artis t should never go too l ong wi t bout return:; ·.1g to the 

b2.sics o f dri:tw ing. 

Drn~in g b2.s come t o b e no t a foun dation, :;:-,ct a 

nuisance , i.1 ot a 1Jzepara tor y for a l a ter "finisLed' 1 \\ark, 

but a spo:::1t2..neous; e xplo ratory , creativ e happE:ning which 

i s a qu2.lifyi n g a t t r ibute for an y f i ne a.rt '>,'or~ . Thi s 

E=nlightcnm0nt w as especially impo rt ant to me ; IT\f s;;-ork was 

becoming too tight -- not that conce rn for p erfr;ct iorr is 

not gerc~ne in a sponta neous work, but t here i s just no 

time . i;l1En absorbed in appr oxi mate l y twenty r,,inu t e po~es 

us ing IT!:)(:e l s , a s n i :;:iety p e T ce;n t o f my dra\~ i ng v:as duri n g 

t he t rin.·:::s ter, I h a d little time to z.nali ~~e te~hnical 
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probleus . I le~i~ed to t rus t, re ly and become confiden t 

iL my arstbetic insight. 

Natura lly I'm concerned about tlle i mRges my vi sual 

presentati c,ns p l·o ject , yet I c& n onl y project an ob j ect 

whi ch I am subjective t o . Every new sensation 

is related to a p2st experience ~h~th e r consciously or not . 

Whdn I first see an d study ~~e ~odel, I r e l ate to him/her 

identificntion '•, ith the model along wi t h any other sensual 

or material att:c'2.ction or dist1·action will infii.1e nce the 

projected image . The subjective observation is often 

s ubconscious. 1fuat I conscious ly see a t times is not Kha t 

I subconsd ously feel; and hopefully at times my sub con-

sci ous will govern my work . I have foun d that often my 

1r.ust plE-;c; s~;; g a ccc:.-mp l ishrnen t s in th e v i su a l world have r,eE:n 

p roduced s-_J:,c.onsciously, and not recognized 2.s such until 

after tl,e I cn-k ·,:2.s completed. Ynis is especially eviderit 

wben studyin g a completed short pose . The subconscious 

eme r ges not only in the satisfy ing techni que used in 

structure ~nd c ompcsi tion , but also in the iT1odel' s e:;,q)res

sion \:;bj_c.h c.t times is di fficult t o c or; scious l y reproduce . 

The "logic" of the subconscious, int1d tive mind , often 

differs from and e~~els that of ~he cons cious ; it would be 
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fooli s h to i gnore and not use it or a ny other too l s 2vail

ab le to the a r t i st . 

Observati on in art shouJ d be e.n ac:cumula t i ve e x_psr

ience of as many of the five s enses and as much personal 

relevance as p ossible. Too often al l s~nses other than 

sight are negl ected for t h e obvious 211r:'.."2ce reasons, in 

the vi sual arts. These neglected ss~ses should be use d 

t o t est and analyze the ~ye,for reli~nce on any one s ense 

can occasionally deceive you . .An a_rtist wou ld h ave a cli ffi

cult time depicting a fire had he nave r experi enced a 

fire's heat and noise. It would p~ss ibly result in bei ng 

no rnore t h a n a t ranslucent blending of bi.es inst ead of 

the riestructive force it could be . LSi n g a s many senses 

as possible in the obser vation of the sub j e ct can only 

ir.1prove one's art.. The artist should ta.ke time to know bis 

subje ct. For instance, e v en if a person bas little or no 

artistic ability , yet is knowled6e2~le in a certain fi e ld, 

1,e c1.--~n usually stil l draw an accli1:·2.te Yi sual i mage of 

whateve r equipment, t ools or objects with which he is 

f&.rn:Ll iar. Whatever time and effort t i1e a.rtist expends 

oLserving &nd acquiring knowl edge of b is subject will be 

corr:pensated adequately by a more a ccurate :r-epresenbttion . 

The artist needs t o know a21d f e e l something about 
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h i s subj e cts . If e ll t h e artis t was conc erned about wa s 

rep roduc i n g wh a t be s e e s , b e would b e no better than a poor 

camera . Tbe artist s hould wo:ck on a l e \·e l at wh ich tbe c2.rr.-

era c.c:.nnot compete . '?l1e c amera :is 2. fant astic inst rume n t with 

tb e cc.r2bili t i e s o f :i.' -=--'~.1·o ducing hund r eds of images wi t hin mi n-

utes , ye t i t bas 1 i n .. i t a t ion s ·.vhich a n a r tist c a n u se . 

Pe r sonal e x--.1:n ession i 2 s orr:etbing t hat a c 2 .il~e r a c a nnot c om-

p e te ,\ i t b; the ar~..:ist h a s t.1Je r i gh t to do a nyth i n g b e 

wants to his c a n vas -- t o cre ate wh ateve r eff ect he wants. 

He ca n use d i s tortion, absti·action, medium, c omposi t ion, or 

any oth e r e l Eme nt b e wish e s to incorpora te o r remo ve in 

c:i.-.::a.ting t he fee ling toward his subject . The artist is 

the c~e a tor of h is wor k s , not a .rea listic r eprodu cer o f 

sc r:~S(l :1 e i:.:: lse ' s ere at:; o n . 

f.x:9erimen t a t i on, a f amil i ar v.-ord t o any v.u:: k i n g 

a r t i s t, i s a go spe l one for mys elf . ~fo t unlike a (:.llild 

mak i ng up i magi n ary c o n tests and goals f or sma ll ~ bysi c a l 

feats , I s e t limitations, problems a nd obj ect i ve s c,n d i f

f e rent wo r ks. One limi tation early in my second tri meste r 

t h a t v a.s tly i mproved my drawing a s a y;h o le was li:-·,i t ing 

r::;y dr:,,_wi nf;S i..o only light ?nd s l1c de stud:i.es, totc~J l y e x-

clijding t be use of l ine . Th i s wa s a d i ff i cult t2. s k fo r 

me as my drawi ngs \, e re usually dire c t , q uic k, a nd fc.rce-
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ful - - a process l ending i tself e~cellent ly to t be line . 

The :r~sul t s, a l t h o u gh not i rrstfc: . ~--:ecusly Eu ecesc;fu l , deY

elo1'c:d far above my ex_1;ect2.ti o~:s , n d -.. ere r-E::!;il:etically 

p l·~~ .:::in g to me. Two such \-; or~.s !:,n:,.Juce d &.t thi s tin:e i.n , 

iny (..;,: l1i b i tio n are tit l e d "Ka.1. in- Soft" ,: nd 1·c~eorge". 

Both are short poses worki ng d i rec~ly with t he models . 

11 Geo:c·g e 11 is forceful, direct a nd 2-t tbe same time soft 

and light; this seemingly contrFdictory enal i sis ~a s b rought 

about by quick direct renderance o f tb e subject with the 

h andling of the medium, r e d c.onte , in a very light, a l mos t 

delie:ate way . I was especially bappy with the highlighting 

shadows off the model I s neck a.r,d left s ide . In 11 Geo:rge 11
, 

I ~tdded a background, implying c ,n }~ bori zontal pls.r e s a t 

sli ght ly different heights at e~ch side o f t he mode l, 

f orcing the eye to follow the lo~ e r closer plane next to 

the left s houlder to the higher , seemingly f arther ba ck 

plane next to t he right shoulder; thi s t echni que ad~ed 

to a suggestive roughed in baclq:r c,und indicates and devel

or ~s depth. With 1'Karin-I 11
, I b asically e l j_minate d 

the b ackground and faded the rearward sections of the chair 

,1..nd model f or depth . I found b c·t h techniques to be satis- __ __ _ 

fy i ng . I n both of these cir2.wings , I u tili ze d the r, aper 

as a rr,ed.i.t:m with 1:te conte to de ve lop the foro.s . 'The soft -
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ness , purity 2.nd s2:.1s i t i vity in t h ese wo rks were u r:eq_uall e d 

1.,y n:y earl ier conte wo r k s . The new satisfa c tion f olmd i n 

mr 1 ig.b t znd s~,ude stu die s was encoura g ing al t h ough I 

i: .. s not C E,:_- :u:._. rig t he exprec: s ions I want ed . The mood was 

outst:=i.ndL: g, but I v, 2 s v,·ashing some o f t be p e rsonality 

f rom tb e model . To COF'ha t thi s problem , I resorted t o t h e 

l ine dr awin g to express my mood as we l l as the models . 

The ii n::: drE.v.ing o ffers f r eedom, e :--x:pre ssion an d a.n 

eft s e in its tE-ctn ique t b at f ev,- o ther styl es can ccr;Jpet e 

I t s c srefr e e s tyle, l e nding i t self to a n a l mos t 

uncc•nscj ous scrib ble , a lJ or:ed !:ie at t i mes to b e coi-r.e complet e l y 

2.bsorbe d wi t h the model a nd my i mpre s sion s of h i m/her . I n 

such a s e s sion , I woul d neve r let t he p e n l e2ve t be raper , 

2_"J c1.1·~osel y racing ::·om one sect ton o f t h e r ::.:-·sr to the 

next , CRpt u ring t=:ve1·y i mpuls e, e 0: ..-?ry fee 1 .-: :·1; - - using every 

mark , e very space and e v ery l ine t o prod uce t he image . 

One e xa mple of th i s t echn i que in my exhib j t i o n is t itled 

1·K;~ri n-I I 11
• As t h e obser ver studies t his drawi ng , he / she 

,,:il l n o tice l1 ow t he line i s as int eres t i ng a s tb e subj e c t. 

I t moves with j_ndecis i ve :rhy thm t hro ughol:.t t he c omposi -

t i o n . In one morr~n t t h e l i n e wil l c i r c l e t h e h i ghlight e d 

a.r0 a o n the calf of the le f t l eg , 2. nd a l :-· :~ t i rn.r.2-edi ate ly 

a f t e r , it t rip l e s its ~eight a nd ~arken s the remai n ing 



Page 16 

lower port ion . In a rolJi.·1 g , 2h.1cis t sl0\'8l1 ly, -rreak moti on , 

it delicately ed ges t~e ~i~ht ~rm and sh~uJ~er an d t hen 

lazily climbs int o a s t2., .. ::.~, .f.,c,._,:rful, :0:.:1::,u l~_i r pa ctern , t o 

shade t he cushi on of the siJai1· . The line ~rnces thr o ughout 

the study in an a l most nGgligent way , allowing t1·err!end01::.s 

freedom, yet portrayin g t he subject, perhaps more success

fully than any of my other works. The line not only offers 

an occas i onally neede d f rE~lom t o b a lance s ome of the more 

demanding techni~ues, but offer s a so lut ion to the prob l em 

of c apturing a quick, cli r:?.Gt express i on . 

In contras t to the loos e line drawin&s 1 I a l s o e x

per i mented with some ·carefully executed tight pen an d in k 

studie s . The mai n objecti·,,e with these works ,·2.s to produce 

a more formal and detailed ~raRing. The m,.::dj nm o f 

conte a nd l oose l ine drc.'\-"~.ni;s y;ere 2,ppropri f.t8 fu r dealing 

with the quic k reuresentat ion a rl d expre ssion o f tbe mc , .. e 1, 

yet when a. mode l was not in-vol ve d a n d time v;as a vailable , 

rny work naturall y became more detailed and t he medium 

,~hanged . Two rr,et i c u lously d&ta.iled works produ ced dr,ring 

tbis period are "Watergate" and "The People". Both a re 

in my exhibi ti9n . _JJL .:_'_Watecrgate 1
' my obj ectf -_-e was_ t _o_ disp l ay 

my fe(:;lings <a.bout t h e th:;: ee key f:i.gure s in t::. ~ Congressi onal 

Investigation, the two r.le :i"en dan-::s (Hunt r,.n d Ealdei:-;ail ) and 
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one presiding Ssnat o r (I rwin ). With Hunt, for instance , 

1 felt that h i s eyes which were fr amed in bis unique , 

half- rirr~""'1ed g l asses gave him an almost sinister , untrust 

ing lc0k ; I emphasi z e this by d rawing on l y b is fore he a d , 

eyes, an d ~he teavy glasses, whi l e letting t h e glasses 

cast {cep , alm8~t revealing shadows across his eyes. In 

contr-~t , Haldeman g a ve me the impression of a teenaged 

b oy ~~~ e s ring in his fi rs t traffic cou r t with a fr esh 

hai rcut and new su i t; Ha ldeman, wearing his ::::-ed, whi t e 

and blue t ie, a s mall Ameri c.an fl ag on his lapel, and a 

clean , a ll-Ame r ican crewcut, presented an almost sinless, 

t ru2ting look . H~ldeman 's pretense of virtue , which typi

f i ed tbe 1~ix on Admi n i st r at ion, warranted a j ust spot in the 

c.ompcsition . I hi ghlighted this bypocris y by placing him 

in the c 0n~er a nd giving him a n ~1 r~st pouting, i nnocent 

s mile . I n Yepr e s entin g t he CongrE~si ona l s ide of the hear-

ing s , I p icked Ser:ator I rwin. I felt tba t h is d i rect country 

approach c aptured America 's trust . I drew him in a judi-

ci a.l pose , his heavy eyebrows r a i s e d a s if in deep thought, 

~nd a pencil in ba nd a l mos t cover i ng hi s mouth -- a familiar 

puse t o a ll v;ho watched o r saw p h::: t.os of tlle hear i ngs . I 

a r r~Lged the three f igure s diag0n ~lly a cros s t he p a per, ove r

la~;p i ng tbe f o rms . Th is hel pe d to b ui ld a s t rong composition . 



1 used a simi l.s.r s tyle ·,·:i t b my dr .. ~,dng of 11 The Peop l e" . 

This drar·ing eYol Yed ;'::!"c!Il the pho-'.:.ogra~·1s b y Margc...ret 

Bour ke- i\"'hi te j n her rn d E1·skine Caldv,ell ' s book , "You :: a--.-e 

seen 'Their Fa, ,_s ' ' . I \ • s so i:::p .1·es~ed by the hum2.n clc:1.:,!.·es 

sion found in tte f:c~s of t he poveity- stricken people of 

the S_outh , th .,,t I ,_'ec:..C' ..:;d to build my O"'·n ("'iJposi tion from 

them. ~orki ng wi~h ov~rl apping fi gures ~nd diagonal stapes, 

I constructed a s-:.:cong cor!lpos i tion, then added t:.ie _:.._ ;,2,_•i~r .. 11 

f l a g in the b ackg~c~nd ~ct only for syn~olic r o~sons, ~ut 

t o add movement 2.;1d .rhythm . Both d 1°a\~:;_ r, ~s, 2.l though ~vn 

tras tin g greatly wi~b my usually free r ~orks , ¼ere hi Ghl y 

satisf)Ting , esrec='..2.l l y in their disp l ay of draftsrna~ship . 

Perhaps my _)aint ing offers still a ·\·.'ide r ran ge of 

con tra<::ts . 0:ie s -':yle deals with 1 ec-: .. ,:;n:: :.?b l e forn:s, ::he 

o t her is tot a l sbs-.::.cr'"ction . Two si:~· 1-~s so totally di f I'3r 

ent that a t tirr.es E-\'•S n I bave troubJ e a<::sociat i ng 1:.htSm . ~'.y 

works entailing personalities a.re most al l uri ng to me, 2.!! d 

naturally I devoted a great deal of my painti ng and dra~ing 

t o them . When one views any amount o f r1y work , he/she will 

certa i nly s ense this concern fo r the human form , whi ch for 

me , has to be reccgr.izab le . In my E:xhibitio n , t he 8l.sE::r,er 

wi l l notice two large , u~escapable ~~~n~iq~s of obviou s ly 

the same old man . 'These two ,;od: s &.re -r.ii:J.eci 11t::icle Tilffy 1 11 

_t 
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an d. nuncle Tuffy II 11
• Vii t h both of th2s e paintj_n gs I have 

captured a great portion of my u ncl e ' s personality, an d 

to a considerable extent t he v:ay be 1 E d b is life . As I 

~?ntioned earlie r, t he arti s t must kno~ as much as possi

b J.e about hi s subject in orde r t o give adequate represen

tat i on to it. I feel tb a t these paintlngs demonstrate j us t 
·. 

t his concept . My uncle's character ,-a.s not iceably influ-

2lltial to me while painting these wo r ks . He is a h umorous, 

::'ull-of--life individual who has led a generous existence 

F-_n d I f e el that these two pieces capture the spirit o:f t h is 

f :ri&ndly old man . T'b es e -;.:ork s ·;;ere p2 inted in much the 

s :=:.me manne1· as my l oos e l iLe drawings we::re executed. I n 

an almost u.nconsc.ious curinection to the mode l but with 

a very conscious concern fo r the pai nt ing, I directly ap

plied the paint with heavy, unpolished brus h strokes . I 

·;;z.s infl uence d b y Cezanne' s short, r h ythmi cally appl i ed 

b l"USh marks as we ll a s ,~an Gc,gh 1 s descripti v e ?.pplica-

t ion of paint . This inf l ue:nc.e is espe cially a.pparent in 

"Gncle Tuf fy I I 11 ; the brus h strokes curve and move a r oun d 

the face in a core.promise bstwee n a Van Gogh- t ype interpre

t2_ti on a n d my o·.rn. l oose l i:'.'.? tcclmique . I n 11 Ur,cle Tu.ffy I"

~h e c urve on the b a ck of tt 0 s hi r t is e xtreme ly i mportant, 

no t only b e c au s e i t initic.tc:s a dia gonal r::ove ment that 
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brings the ey e b~~k into t he face , but it ex~resses the 

frag ile state of old age with hi s i ~abili t y to stand strai gh t . 

Tbis c ont:.·?..sts_ wi t h t he \•,•h o l es•.YT1e , h appy exprEss i on of a 

~an ~bose p~~nless yo u t h hrs 1ong departed . In bo::h p ujn t -

ings I t :::s d ·the b ,-. cl-:g1.::n1r..d to i'.ie,hlight the ::1:.ce , putting 

li&L ts behind darks a n d d arks behi n d lights . ,a t h "Uncle 

Tui'fy I" I ;··"'_sbed th e b ackground w- i th v a r i o us col ors w::>.. t-

ered do~n to a point of transpare ncy . This t~ctnique ten~s 

t o ciul l RD.d ·we2.ken the b ackgroun d , t hus ad ding ~.ddition a l 

ernpba.s :.' s to the face and e xpress ive strok8s ci }Jain t 2-p-

pli ed 1:·:~1·e . i'1:Lth •·uncle Tuffy I I 11
, I ' ept tr1 e same di rect , 

entire : ~inting . Both tecta i qLes b rough t s 2tisi)jng r e-

s ul ts -;,..-i th t be b?_ckgToun d, al ti1ough I liko d t r:.e s t yle u sed 

in "Dncle 'Iuffy II 11 t he best . 'l'b e excl usi o n of v, G.shes 

te:ncls t o l ':=a,e a brighter pict·c.re, h elping to k eep it f resh . 

S1:i l l ::.notber experimen t wi t h washes r.rnd di r ect 

brush strches c&.n be seen i:!l my canvas 11.!liissouri :,i6hts" . 

In this :n.i..nting I started out with a very cLL . .sct, !1Eo2.vy 

appl i c2. t i o n of paint , workin g solely o n the b aclq;round 

an d e r::.ptu=,i,zi n g horizontal ~,1 d ,·ert i cal p l 8.::ces . At dif-

o f the paintin g I adde d se;eral almost trans -

r,;:;.ren t Rl s o on huri :... ,_.i'i.: a l and ~•ertica l pla.nE-s , only 
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wider an d longer than the brush marks. These ,,:ash e s be lpe:d 

est ab li~h depth and define objects as well as tone down the 

bac)igl"OUlld. I painted the focal center , the old man, after 

t he background had b-sen c o: ,p lE:tely e s tabl ished, I ;:.~a in 

etre ssed the horizontal and vertical shap es . After I c =rn

pleted all tbe fo!·ms in t he p ai~nting , I once again painted. 

several washes, only this time I covered the entire paint-

ing to give it still a greater unity . Tbe result ½a s a 

composi t ionally solid painting, all 2.:ceas co,;-ered ; a litt le 

dim but not unlike an evening light. The expression ~~s 

not 2.s sa t isfyi11g 2.s a freer, more direct approach might 

have been, hoi,Ever I am pleased with the results I obt ::. i :-- ~ d 

using this technique . I i nte nd to work mo r e in this 2re a, 

poss i bly e:i<::panding a n d apply ing t be technique to some of 

my abstracted work s . 

Ey ,:i_bstract paintings converge around a techn ique 

of c.pplying paint to canvas that I have te rmed the "flov; 

style" . I developed this approach after becoming &.cqu2.inted 

wi t b and influenced by this type of _painting in 1974, when 

Paul Jenkins beld h is exhibition at The Lindenwood Colleges . 

J e n:.;: ir;s was very (; Y E:.s i v e when queried about h is meTbods in 

a.chie ,;;·j ng h is i rr:~~ :::,~s si v e works , 5.nd it w&.s not until tb e 

fo llo~ing y e ar t te t I had a ny success with rry own flow t e chnique . 
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I doubt that rny method of applyi n g paint t o canvas is 

strictly ic: ~nt i cal to J enkin ' s, since my work with f low 

y?int~ng has led me ~est any direct emul ation of his ~ork 

t o soJ1e inte1·esting ir.i.:Dovations of my 0wn. 

In @ y exhibition, I include tbrr"e works demonstrat

ing as u:iany variations o f my flow ·i: ·2cb.t1ic: ue . 'I'be fi rs t 

}Jrocess i s the direct fl owing method, wi1ich is exemplified 

uy t.be ·1~'orks 11Vegeta. tion II and a l ~:. ge , 1.1.TJ.t i t l ed work c.on-

sisting o f a dominant blu e are a s urrounded by a delicat e 

light green area . I n these works, I moved t he paint 

a~oun d on the canvas wJ1j_ le it \YRS su~,;:~erge d in an el~rnen t 

,Gt easily mi x able with tbe composi t i o;J. of tb e p ain t . I 

a l l ored ce rtain areas to mi x whil e k eeping others sep~rate 

Curing the direction o f the flow of paint on t he canvas . 

This control and application of the paint gave me some 

unusual formations and a esthetica l ly plea sing shapes o f 

colo r . The second yariat ion of tbe 1:1ethr:.,d can be ,· i 1=7i" e d 

~n a smaller unt i tle d work includGd i n my exhibiti on . In 

~his piece the re i s a blue flowing form ~hich is encased 

ty he avy , angular brush marks o f ~hi t e, light blue and 

brown . This c orubir..ation of two different c:.pplicai.icns 

oi paint led me to still anothe r variation, a s s een in the 

large , dark b l ue ~bstract ion in my show. In t his t hi:r.-d 
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variation , I combined the two p receeding me t bor5.s . Firs t I 

fl e d t he paint to ::tn a1Jpropriate des i.im as iecii ca ted br. my O,V · - - J 

fi r st method, an d secondly, I added brush strokes to empha -

s ize an d high light areas o f the composition. Thirdly, I 

cgain f lo;;·e d t li e paint , covering an d overl a:fJy i ng d i ffei:ent 

areas to a dd and b uild to the structure . I~~ ~eved greater 

depth with this process over the other t wo , ~lttough I lost 

s ome of the freshness obtained in the other techniQue s . 

All three processe s fascinated me and I will cont inue t o e x-

peri ment with them. Tbey offer a creat i ve f reedcrr by 

not restrict ing one t o any recognizable obj ects, and a lso 

offer an endless amount of color variation . 

exc itin g t o cre ate as wel l as to v iew . 

I f ind t h em 

Tbe ar t wo rld is built on an emotional f oundation . 

It is the artist's e~otion that influences his work to such 

a degree i:hat n o two artists ever produce e xactly t 11e s&roe 

descrip t i ve represen tation of an object . Emoticn gc~erns 

art both visually and productively, and as Mr. Spock of 

tbe Starsh ip Enterprise constantly reminds us, "emotio n is 

illo gica l ". The art world is a world of contr?-ciction , even 

the mos1 steadfast of rul e s c an be found to co r ta in excep - - ---

tions . It is difficult to discuss this world ju t ny dsptb 

without eYeDt· ... ally c ont r adi cting ones m1m philosophy , yet 
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it is a r e~ rding wor ld . It offers extreme s in succes s 

or fai l vre -;:J,· t o n ly a f :-.; C~' rt~EcT s can duplica te, not only 

in the ! ,c.; e~: .i. y sense hut- in 01,~)c,:rt 1.1ni tic s for individual

ity . Few ;.:_1·. i st s can strs ,:3.2.1,::r ~E .s,::-d after ac.complishing 

a self-satisfying work . 

his brother , Theo , a n d s~i d : 

11 I c..m a s ri ch a s Croesus , not in money , 

b ut r i c h because I have found in my work 

something to ·whi c h I ca.n dsvote myself with 

heart and soul , and which gives inspira-

tion and zest to l ife 11
• 

(4) 

I too fe e l rich. I feel gifted ~nd an~ious to start a 

career in art . I l ook back at my graduate studies an d 

see tbem as not o nly a l earning experience but as a 

period that has g i ven me the confidence to become t he 

fine a rtist I am c apable of b e i n g . 

In th is verbal porti o n of rny culmi nat ing p.roj E:ct , 

I hRve p rovid-ed the read e r with i nsi ghts to my philoso

phies, my deve lopment at Lin denwood IV, and some of mr 

artistic s tyle s an d tecbniques . But i t mus t be remem-

bered th a t s~y ~nalysis of ~Y a r t fa lls short b e fore 

the li l t:.r..f.te c.::,:ucrete r-e2- l ity of t::e wr.J r k itself , an. c. 
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this paper can on ly be used a s a suppl2r1211 t to actual ly 

v iewing my exhibition and s eeing n;y ,-:. rk . 

David R. John s ton 



( 1 ) 

(2) 

(3) 
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Unlike many graduate studies where the work is 

mainly conceptual, theoretical, and not easily displayed 

in concrete form, my graduate work in Fine Art is pri

marily concrete, visual and at best , physically exper

ienced. The evidence of my development as a fine artist 

cannot be adequately expressed in a written or verbal dis

sertat ion. Visual forms must be experienced visually. For 

example, no amount of descrip tion can ever replace viewing 

a movie; the same appl ies to a blind date--it rarely lives 

up to a f riend ' s promises. As Joan Mitchell said in a re

cent interview with QUEST magazine : 

"Artist intuit what they like . An explana

t ion can't really convey the attraction. 

There is a world of difference between 

visual and verbal communication. " ( l ) 

The major portion of my culminating project, a one- man 

exhibit ion, is the most natural and revealing of my grad

uat e study and will best represent my accompl ishments 

dur ing this graduate program. However , to adequately un

derstand these accomplishments, I need to provide the 

viewer and criti c with insights to some personal philoso

phies on art and background of my academic development 

at Lindenwood IV. 

At the commencement of my graduate program I was 

overly concerned with the productivity of my Bachelor of 
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Fine Arts degree i n a commercial world while only super

fici ally concerned with the aesthetic value of my art. 

This is a deterring predicament that has plagued and dis

couraged fine artists throughout history. The unrecognized 

wo·r~s of such great artists as Gauguin and Cezanne are 

c lassic examples of society's less than adequate evaluation 

and f inancial support of the artist's contribution to 

mankind. Although society usually recognizes the beauty 

of the fine arts, it, as a whole, overlooks or minimizes 

the many years of study, preparation, repeti t i on and dev

elopment of the artist ' s abilities to achieve such works. 

Perhaps it is the dedication under such disheartening 

circumstances that forces the fine artist to rise ab0ve 

the economical or monetary world. I am not advocating 

that the artist needs to starve to paint well, but I am 

saying that an upcoming artist needs to possess enough 

dedication to survive. For example, now , at the consum

mation of my program, I am prepared to make the transit ion 

from student to artist . I am encouraged primarily with 

the pleasing and complacent accomplishment of finding 

direction . My philosophies, ideas and works have matured , 

and I feel that the sacrifices and commitments needed to 

become an influential artist in our s ociety are well worth 
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the effort. 

Fine Art should be a conscientious, personal con-

viction rather l ike a religion. The artist has to be 

scrupulous and earnest, never relinquishing his pursuit 

and thoughts of the arts. One function of a fine artist 

in society should be that of reflecti on- - not only of him

self through his works, but to reflect society itself in 

his works . It is the artist in a society who echoossoci

ety; society without that echo to direct and induce would 

not be unlike an uncivilized group of people . Society 

needs its artists, whether visual or verbal , on the side

line to show in their works whenever social conditions get 

out of proportion. For instance, if the divorce r ate reaches 

fifty two percent, the artist should no t depict marriage 

as an unquestionably happy existence, but should show some 

of the not-so- enti ~ing- but-real conditions of the insti

tu vion . If society neglects its senior generation, the 

artist should depict this. If we are paying an enter

t ai ner in Las Vegas eighty thousand dollars a week and in 

th8 same state are paying teachers eight thousand dollars 

a , ear, the artist should illustrate the lopsided aspect 

o r the situation . I am not advocating that every piece 

of work a fine artis t produces should emphasize some social 
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or 
cultural declarati on; I would never support any creative 

conf inements . I do feel, though , t hat a fi ne ar t i st s hould 

put himself , which woul d i nc l ude a certain amount of cul tur-

al and s ocial r ever be r ati on , i n all bis works . I f I have a 

strong i mpression whether cultur al, social o r per sonal, it 

influences my wor k . The f i ne artist shoul d never copy nature , 

but should see , feel an d expr ess i t . 

Possibly Paul Gauguin, Vi ncent Van Gogh and Paul Cezanne 

demonstrat ed my sentiments on pe r sonal eh'l) r ession best in 

the l a te nineteent h centur y when they broke away f r om t he 

natur alistic art of i llus i on pract iced by t he Impress ion

ists. Together they headed the Post- Imp r essionist move

ment, t he most cont rover sial t r end i n t he history o f ar t . 

Until this point in time , t he ma in p urpose i n art, with 

the few except ions s uch as imagi nar y and decorative works , 

was to represent or inter p r et Nature or ob jects. As wi th 

the Impress i onist s , t heir main ob jective was t o exactly 

i nterpret Nat ure, with an under lying aim to convey how 

Nature cha nges wi th s pecific movemen ts i n time and ligh t . 

The Post - Impress i onists, a l though in fluenced by the Im

pressionis ts, moved f r om the ob ject i ve a r t of Naturalism 

t o the s ubj e ctive ar t of "sel f - expr essi on" , which l ed 

t o Cubism, Expressionism, Abstract Ar t, and a ll other 

movements t hat would either dissect reality or abandon it 

for p ure expr ession . 



Page 5 

Paul Cezanne, for ex ample, was influenced by and had 

a close association with Manet, Renoir, Si s l ey an d Pissar o , 

al l leaders in t he I mpr ess i onist movement . Cezanne used bis 

bright colors with small brush s trokes, similar to the 

glimmering technique used by the Impressionists, but he 

applied his brush str okes to follow careful l y laid out 

structure lines . Cezanne est ablished i n his paint i ngs a 

close relati ons h ip between color , rhythm and struc t ure 

which gave a more soli d illus i on of dimension and depth 

than the Impr essi onistic style . Cezanne's works with 

objects, as he i nsisted, were always r ecognizable, although 

at t he sime time were on t h e verge of Cubism or abstraction , 

and can easily be connected to both. 

Vincent Van Gogh, on the other hand, was a Post- Impr es

sionist who has been labeled as The Father Of Expr essionism. 

Expressionism, char acterized by the distortion of r eality 

to give visual r epresentations to i nner emotions, shows up 

throughout Van Gogh's work. His art, whether depicting Nature, 

objects, or humans, is saturated with his own subjective 

feelings. He used line, brilliant colors, rhythm and con

stantly changin g but similar brush str okes to such a personal 

degree that even a n a r tistic layman can uaually pick out 

one of his many works wi th knowledge of only one or two. 

Vince nt Van Gogh was indeed a genius in. the artistic world . 
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I nfluenced by Van Gogh and his brilliant pa lette, 

Paul Gauguin was another inf luent ial Post-Impr essionis t. 

Gauguin, a successful stockb r oker a nd collector of Im

press i onist paintings, gave up his business career at 

age forty in 1883 t o t urn pain ter and lead the Bohemi a n 

life of an artist. Five years l a ter he f led to Tahit i 

to escape "education" and hopef ully find a nd re lease deeper 

and more primitive i ns tinct s . His wor k excitingl y con

trasted that of t he I mpres sionists ; i nstead of soft con

tours and hazy a t mospher e , bi s works off ered rigid angu

larities and hard col or s urfaces . His per sonal express i ons 

of t he native fears of the Tahi ti an pe ople a r e moving . 

I can almost fee l t he str a nge noises of the night i n 

comparison to t hose of t he day in his woodcut "Woma n At 

The Ri ver" . Whethe r I 'm aestheti cally pleased or not wi th 

the works of Gaugui n , Van Gogh , or Cezanne is not impor

t ant ; their work i s, a l ong with the rea lizat ion t hat a 

work of art is any t hing but a repe t i t i on of some ob ject 

in Nature. The pr ogr ess t hat their wo rk displays has in

f l uenced artists s i nce (as they t hemselves were inf luenced 

by their a r tistic p r ede cessor s) . "To my mi nd", Cezanne 

said, 11one does not s ubstitut e onesel f fo r the past, one 

merely adds a new link to i t s chain . " 
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Mary Frank, a contemporary artist, in a recent 

intervi ew was quoted as saying: 

"An artist moves within art's ancient on- going 

world and becomes a kind of layer in the p r ocess . " <2
) 

This idea of continuity with the past i nterests me. Whether 

we view ourselves as a l ayer or a new link to its chain , 

we must recognize how important the r oots of our artis-

tic forefathers are. Too often an arti st places emphasis 

on his "natural" tal ent and for all practicing purposes for

gets that art even has a past . The battles for recogni-

tion of style and theory t hat the Impressionist, Post

Impressionist, Expressionist and all other movements fought 

for are as valid today as then. An artist needs his past, 

his roots to grow. 

I have long felt an esoteric connection with my 

artistic predecessors, which I feel helps make my art in

terdependent as well as individualistic. For example, with 

the risk of sounding p resumptuous, Rembrandt has always 

fascinated me. His style, his pen and ink washes, bis dark 

painted surfaces with highlighted portraits have always 

inf luenced me . I would pay any amount to have been able 

to study under him. Van Gogh has been another key- note 

in my studi es , although not at the same level as Rembrandt. 
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When studyi ng Remb r andt ' s drawings and pai ntings , it i s 

as i f I would have used t he same s trokes in a l i ne or high

light ; with Van Gogh, i t is a connect i on wi t h his lif e , 

his frustrations and his philosophies . As Saul Stei nbe r g 

phrased t he connection i n a r e cent article: 

"One has a s pec i al r e l ationship with t he l oved 

artis t s . One i s kept hones t by t hem and s ome-

t i mes works t o amaze t hem. 11 
( 

3 ) 

I f eel t he a r tist i s kept honest by the past l oved ar t i s ts 

for they make obvi ous accomp l i s hments reachable or a con

stant torment fo r pres ent day artis tic e gos. The artis t 1 s 

ego i s perhaps his most compelli ng drive which is not i n

expedient, for it inc i t es compe t i tion, hence creation and 

quality. The art i s t ic world is indeed a frustr ating wor ld 

at times . 

Artists a r e plagued by aest heti c sand traps . Some 

become buried s o deep that t hey never get out and others 

emerge only after a great deal of pain and work . I was 

in such a trap when I e nt ere d my graduate pr ogram. I 

was not s ur e whe re t o go or what t o do with my art. I felt 

my t a l ent and abi lity were s u f f i cient , but I could not 

decide on sub j ect mat ter. During my f i r s t tri mester I 

be came involved i n a res t or ati on p r oject at the Second 
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Presbyterian Church in St. Louis, Missouri. The wor k a t 

the church, although not directly related to my interests 

in drawing and painting, was involved with stained glass, 

specifically a stained glass ceiling that had been remod-

eled so that its existence was completely hidden and pre

viously unknown. I feel the time spent "early" in my program 

at the chur ch was influential to the advancement of my 

abilities as a fine artist in several ways. First , by 

working independently on the restoration, giving several 

oral and visual presentations to individuals as well as 

the Lindenwood Stained Glass Class, and verbally document-

ing the research work on a graduate level as an authorita

tive figure, I climbed from my undergraduate level of think

ing to that of a graduate. Second, it gave me a much needed 

opportunity to look at my work objectively. Third, this ana

lysis helped formulate the decision to concentrate my second 

trimester on drawing. 

I had some pleasing accomplishments during my f irst 

trimester with drawing and silk- screen work. The mastery 

of the complicated techniques of silk screen printing 

i ncluding the stencil and photographic processes, for 

example, " Big Truck/Little Girl" in my show, was highly 

satisfying. Yet, my constant analytical and critical 

analysis in these fields made such work frustrating. 
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The decision to devote my s econ d trimest er to draw

i ng was an important outcome of my first trimester. I 

was not seeking solut ions in technique and craf tsmans hip 

per se , but seeking the motivation for my work. I have 

long felt that drawing was t he foundat i on of the visual 

arts. Many people who have thr own themselves impulsively 

i nto painting, graphics and other repres entative fo rms 

of vi sual art s eeking solutions to their p rob lems in tech

nique and craftsmanship have awakened disillusione d without 

having made p r ogress. Not unlike the many hours of practice 

t hat go i nto a ballerina's perfo rmance, a successful 

artis t should never go too long wi thout r eturning to the 

basics of drawing . 

Drawing has come to be not a foundation, not a 

nuisance, not a preparatory for a late r " finished" work, 

but a spontaneous, exp1oratory, c reative happening which 

i s a qualifying attribute for any fine art work . This 

enlightenment was especially important to me; my work was 

becomi ng t oo t i ght -- not that concern for perfection is 

not germane in a spontaneous work , but there is just no 

time . When absor bed in appr oximately twenty minute poses 

USing models, as ninety percent of my drawing was during 

the trimester I had litt le time to analize technical 
' 
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problems. I learned to trust , rely and become conf ident 

in my aesthetic insight. 

Naturally I 1 m concerned about the images my visual 

presentations project, yet I can only project an object 

which I am s ubjective to. Every new sens ation 

is related to a past experience whether consciously or not. 

When I fi r s t see and study the mode l , I relate to him/her 

much the same as meeting a stranger , and that experience in 

identification with the model along with any other sensual 

or material attraction or distraction wil l inf luence the 

projected image. The subj ective observation is often 

subconscious. What I consciously s ee at times is not what 

I subconsciousl y f eel ; and hopefully at times my subcon

scious will govern my work. I have found that often my 

most pleasing accomplis hments in the visual world have been 

produced s ubconsciously, and not recogni zed as such unt il 

after the work was completed. This i s especially evident 

whe n studying a completed short pose. The subconscious 

emerges not only in the satisfying technique used i n 

structure and composition, but also in the model 1 s expres

sion which at times is difficult to conscious ly rep r oduce . 

The 11 logic" of the subconscious, i ntuiti ve mind, often 

differs f rom and excels that of the consci ous; it would be 
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foolish to i gnor e and not use it or any other too ls avail

abl e to the artist. 

Observation in art should be an accumulative exper

i ence of as many of the five senses and as much personal 

r el evance as possible. Too o f ten all senses other than 

s i ght are neglected f or the obvious surface reasons, in 

the visual arts. These neglected senses should be used 

t o test and a nalyze the eye , fo r reliance on any one sense 

can occasionally deceive you . An artist would have a di ffi

cult time depicting a f ire had he never expe rienced a 

f i re' s heat and noise . I t would possibly result in being 

no more than a translucent blending of hues instead of 

t he destructive fo rce i t could be. Using as many senses 

as possible in the obse r vation of t he subject can only 

improve one's art . The artist should take time to know his 

s ubject. For instance , e ven i f a person has little or no 

arti stic ability, yet is knowledgeable in a cer t a in f ield , 

he can usually still draw an accurate visual image of 

whatever equipment, tools or objects wi th which he is 

fanu liar . Whatever time and effort the artist expends 

observing and acquiring knowledge of his s ub ject will be 

compensated adequately by a more accurate representation. 

The artist needs to know and fee l s omething about 
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his subjects. If all the artist was concerned about was 

reproducing what he sees, be would be no better than a poor 

camera. The artist should work on a level at which the cam

era cannot compete. The camera is a fantastic instrument with 

the capabilities of reproducing hundreds of images within min

utes, yet it has limitations which an artist can use. 

Personal expression is something that a camera cannot com-

pete with; the artist has the right to do anything he 

wants to his canvas - - t o create whatever effect be wants. 

He can us e distor tion, abstraction , medium, composition , or 

any other element he wishes to incorporate o r remove i n 

creating the feeling toward his subject . The artist is 

the creator of his works, not a realistic reproducer of 

someone else's creation. 

Experimentation, a familiar word to any working 

artis t , is a gospel one for myself. Not unlike a child 

making up imaginary contests and goals for small physical 

feats, I set limitations, prob lems and objectives on dif

ferent works. One limitation early in my second trimester 

that vastly improved my drawing as a whole was limiting 

my drawings to only light and shade studies, total l y ex

cluding the use of line. This was a difficult task for 

me as my drawings were usually direct, quick, and force-
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tul __ a process l e nding itself excellently to t he line . 

'l'be r esults, although not instantaneously successful, dev

eloped far above my expectations and were aesthetica.l ly 

pleasi ng to me . Two s uch works produced at this time in 

my e xhi biti on are t itled "Karin- Soft" and "George " . 

Both ar e short poses working directly with the models. 

"George" is forcef ul, direct and at the same time soft 

and light; this seemingly contradictory analysis was brought 

about by quick direct r ende rance of the sub j ect with the 

handling of the medium, red conte, in a very light , almost 

delicate way . I was espe cially happy with the highlighting 

shadows off the model I s neck and l eft side. In "George", 

I added a background , implying dark horizontal planes at 

slightly dif ferent heights at each side of the model, 

for cing the eye t o follow t he lower c l oser plane next to 

t he lef t shoulder t o the higher , seemingl y f arther back 

plane next t o the right s houlder ; this technique added 

to a s uggest ive roughed in back gr ound indicates and devel

opes dep th . With "Karin-I", I basically eli minated 

the background and f aded the rearward sections of the chair 

and model for depth. I f ound both techniques to be satis

fy i ng . In both of these drawings, I utilized the paper 

as a medium with ~he conte to develop the f orms. The s oft-
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Puri ty and sensitivity in these works were unequalled ness, 

by my earlier conte works. The new satisfaction found in 

my light and shade studies was encouraging although I 

was not capturing the expressions I wanted. The mood was 

outstandin g, but I was washing some of the pers onality 

from the model. To combat this problem, I resorted to the 

line drawing to express my mood as well as the models . 

The line drawing offers f r eedom, expression and an 

ease in its technique that f ew other styles can compete 

with. Its carefree style , lending itself to an almost 

unconscious scribble, al l owed me at times to become completely 

absorbed with the model and my impressions of him/her. In 

such a session , I wou ld never let the pen leave the paper, 

purposely racing from one section of t he paper to the 

next , capturin g ever y impulse, every feeling - - using ever y 

mark , every space a nd ever y line t o produce the image. 

One example of this techni que in my exhibi tion is titled 

"Karin- II" . As the observer s tudies t his drawing, he/she 

Wi ll notice how the line is as interesting as the subject . 

It moves with indecisive rhythm thr oughout the composi

tion. In one moment the line will circle t he highlighted 

are a on the calf of the left leg, and almost immediately 

aft er, it triples its weight and darkens the remaining 
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lower portion. In a rolling, almost slovenly, weak motion, 

it delicately edges the right arm and shoulder and then 

l azil y climbs into a strong,powerful, angular pattern, to 

shade t he cushion of the chair . The line dances throughout 

the s t udy in a n almost negligent way, all owing tremendous 

f r eedom, yet portraying the s ubject, perhaps mor e success

ful ly than any of my other works. The line not only offers 

an occasionally needed f reedom to balance some of the more 

demanding techniques, but offers a solution to t he problem 

of cap turing a quick , direct expression. 

In contrast to the l oose line drawings, I also ex

perimented with some carefully executed tight pen and ink 

studies . The ma i n objective with these works was to produce 

a more f ormal and detailed drawing . The medium of 

conte and l oose line drawings were appropriate for dealin g 

with the quick representation and expression of the model, 

yet when a model was not involved and time was ava i l able, 

my work naturally became more detailed and the medium 

changed . Two meticulously detailed works produced during 

thi s period are "Watergate" and "The People" . Both are 

in my exhibition. In "Watergate" my objective was to display 

my f eelings about the three key figur es in the Congressional 

Investigation, t he two defenda.nts (Hunt an d Haldeman) and 
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one presiding Senator (Irwin). With Hunt, for instance, 

I felt that his eyes which were framed in bis unique , 

half-rimmed glasses gave him an a l most sinister, untrust-

ing look ; I emphasize this by drawing only bis fo rehead, 

eyes , and the heavy glasses, while letting the glasses 

cast deep, almost revealing shadows across bis eyes. In 

contrast, Haldeman gave me the impression of a teenaged 

boy appearing in his first traffic court with a fresh 

haircut and new suit; Haldeman, wearing his red, white 

and blue tie, a small American flag on his lapel, a nd a 

cl ean, all-American crewcut, presented an almost sinless, 

trusting look. Haldeman's pretense of virtue, which typi-

fied the Nixon Administration, warranted a just spot in the 

composition. I highlighted this hypocrisy by placing him 

in the cen ter and giving him an almost pouting, innocent 

smile. In representing the Congressional side of the hear

ings, I picked Senator Irwin. I felt that his direct country 

approach captured America's trust. I drew him in a judi-

cial pose, his heavy eyebrows raised as if in deep thought, 

and a pencil in hand almost covering his mouth -- a familiar 

Pose to a ll who watched or saw photos of the hearings. I 

arranged the three f i gures diagonally acr oss the paper , over

l apping the fo r ms . This helped to build a s trong compos ition . 
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1 used a similar style with my drawing o f "The People" . 

This drawing evolved f rom the photographs by Margaret 

Bourke- White in her and Erskine Caldwell 's book, "You Have 

seen Their Faces" . I was so i mpressed by the human depres

sion found in the faces of the poverty-stricken people of 

the South, that I decided to build my own composition f rom 

them. Working with overlapping figures and diagonal shapes , 

I constructed a s trong composition, then a dded the American 

flag in the background not only for symbolic reasons, but 

to add movement and rhythm. Both drawings, although con

trasting greatly with my usually freer works, were highly 

satisfying , especially i n their display of draftsmanship . 

Perhaps my painting offers s t ill a wider range of 

contras t s . One s tyle dea ls with recognizable forms, the 

other is total abstraction. Two styles so totally differ

ent that at times even I have trouble associating them. My 

works entailing personalities are most a lluri ng to me, a nd 

naturally I devoted a great deal of my painting and drawing 

to them. When one views any amount of my work, he/she will 

certainly sense this concern for the human f orm, which for 

me , has to be recognizable. In my exhibi tion, t he observer 

Wil l notice two large, unescapable paintings of obvious l y 

the same old man. These two works are t i tled "Uncle Tuffy I " 
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and "Uncle Tuffy II". With both of these paintings I have 

captured a great portion of my uncle's personality, and 

to a considerable extent the way be led his life. As I 

mentioned earlier, the artist must know as much as possi

ble about his subject in order to give adequate represen

tation to it. I feel that these paintings demonstrate just 

this concept. My uncle's character was noticeably i nflu

ential to me while painting these works. He is a humorous, 

full-of- life individual who has led a generous existence 

and I feel that these two pieces capture the spirit of this 

friendly old man. These works were painted i n much the 

same manner as my loose line drawings were executed. In 

an almost unconscious connection to the model but with 

a very conscious concern for the painting, I directly ap

plied the paint with heavy, unpolished brush strokes. I 

was influenced by Cezanne's short, rhythmically applied 

brush marks as well as Van Gogh's descriptive applica-

tion of paint . This influence is especially apparent i n 

"Uncle Tuffy II"; the brush strokes curve and move around 

the face in a compromise between a Van Gogh-type interpre

tation and my own loose line technique . In "Uncle Tuffy I 11 

the curve on the back of the shirt is extremely important, 

not only because it initiates a diagonal movement that 
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brings the eye back into the face, but it expresses the 

fragile state of old age with his inability to stand straight. 

This contrasts with the wholesome, happy expression of a 

man whose painless youth has long departed . In both paint 

ings I used the background to highlight the face, putting 

lights behind darks and darks behind lights. With "Uncle 

Tuffy I" I washed the background with various colors wat

ered down to a point of transparency . This technique tends 

to dull and weaken the background, thus adding additional 

emphasis to the face and expressive strokes of paint ap

plied there . With "Uncle Tuffy II", I kept the same direct, 

quick, expressive style used in the face throughout the 

entire painting . Both techniques brought satisfying re

sults with the background, although I liked the style used 

in "Uncle Tuffy I I " the best. The exclusion of washes 

tends to leave a brighter picture, helping to keep it fresh. 

Still another experiment with washes and direct 

brush strokes can be seen in my canvas "Missouri Nights'' . 

In this painting I started out with a very direct, heavy 

application of paint, working solely on the background 

and emphasizing horizontal and ver tical planes. At dif

ferent stages of the painting I added several almost trans

parent washes also on horizontal and vertical planes, only 
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wider and l onger than t he brush marks. These washes helped 

establish depth and define objects as well as tone down the 

background. I painted the focal center, the o ld man, after 

the bac~ground had been completely establishe d, I again 

stressed the horizontal and vertical shapes . After I com

pleted all the fo rms in the painti ng , I once again painted 

several washes, onl y this time I covered the entire paint

i ng to gi ve it still a greater Ullity. The result was a 

compositionally solid paintin g , all areas cover ed; a little 

dim but not unlike an evening light . The expression was 

not as satisfying as a freer, more direct approach might 

have been , however I am pleased with the results I obtained 

using t his technique. I intend to work more in this area , 

possibly e xpandi ng and applying the technique to some of 

my abstracted works . 

My abstract paintings conver ge around a techn ique 

of app l ying paint to canvas that I have termed the "flow 

style". I developed this approach after becoming acquainted 

With and influenced by this type o f painting in 1974, when 

Paul J enki ns held his exhibition at The Lindenwood Colleges. 

J enkins was very e vasive when queri ed about his methods in 

achie ving his impressive works, and it was not until the 

following year that I had any success with my own f l ow technique. 
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1 doubt tbat my method of applying paint t o canvas is 

strictly i dentical to Jenki n ' s, since my work with flow 

painting has led me past any direct emul ati on of bis work 

to some interesting innovations of my own. 

In my exhibition , I i nclude t hree works demonstrat

ing as many vari ations o f my f low technique. The firs t 

process is the direct flowing method, whi ch is exempli f i ed 

by t he works "Vegetation" and a l a r ge , untitled work con

sisting of a dominant blue a rea surrounded by a delicate 

light green area . In these works , I moved the paint 

around on the canvas while it was submerged in an element 

not easily mixable wi th the composition of the paint. I 

allowed certain a r eas to mix whi le keeping others separate 

during the directi on of the f l ow of paint on the canvas . 

This control and application of the paint gave me some 

unusual formations and aesthe tically pleasing shapes of 

color. The second variation of the method can be viewed 

in a smaller untitled work included i n my exhibition . In 

t his piece t here is a blue flowing form which is encased 

by heavy , angular brush marks of white, light b l ue and 

brown. This combination of two di fferent applications 

of paint led me to still another var i a tion , as s een i n the 

large, dark blue abstraction in my s how. In this third 
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varia t ion, I combined the t wo pr ecee ding methods . First I 

flowed the paint to a n appropriate design as indica ted by my 

first method, and secondl y, I added b rush s trokes to empha

s i ze and highl ight area s of t he composition . Thi rdly , I 

agai n f l owed t he p aint , covering a nd overl apping different 

areas t o add and bui l d t o t he s tructure. I achi eved greater 

depth wi t h this p r oce ss over the ot her two, a l t hough I l ost 

some of the f r e shness obtained i n t he other techniques . 

All t hree pr ocesses fasci nated me an d I will continue to ex

periment wit h them. They offer a creat i ve f r eedom by 

not restrict i ng one to any r ecognizable ob jects, a nd also 

offe r an endle ss amount o f color variat ion. I find t hem 

exci t i ng to create as well as t o view. 

The art worl d i s buil t on an emot i onal foundation. 

It is t he ar tist ' s emoti on that i n f luences his wor k t o s uch 

a degree t hat no t wo a r t ists eve r p r oduce exact ly t he same 

descripti ve rep resentat ion o f an obj ect . Emotion governs 

art both visually and product i vel y, and as Mr. Spock of 

the Starship Enterpris e constantly reminds us , "emoti on i s 

illogi cal" . The a rt world is a world of contradicti on , even 

t he most steadfast of rules can be found t o contain excep

tions . I t is dif f icult t o di s cuss thi s world i n a ny depth 

without eventually cont r adicting ones own philosophy , yet 
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it is a rewarding world.. I t offers extremes in success 

or failure that only a few careers can duplicate , not only 

in the monetary sens e but in opportunities for individual

i ty. Few artists can stay depressed after accomplishing 

a self-satisfying work . Vincent Van Gogh once wrote to 

his brother , Theo, and said : 

"I am as rich as Croesus, not in money, 

but rich because I have found in my work 

something to which I can devote myself with 

heart and soul, and which gives i nspira

tion and zest to life". (4 ) 

I too feel rich . I feel gifted and anxious to star t a 

career in art. I look back at my graduate studies and 

see them as not only a learning experience but as a 

period that has given me the confidence to become the 

fine artist I am capable of being . 

In this verbal portion of my culminat ing project, 

I have provided the reader with insights to my philoso

phies, my development at Lindenwood IV, and some of my 

artistic styles and techniques. But it must be remem

bered that any analysis of my art falls short before 

the ultimate concrete reality of the work itself, and 



Page 25 

this paper can only be us e d as a s upplement to actually 

viewing my exhibition and seeing my work. 

David R. Johnston 



(1) 

(2) 

(3) 

(4) 

FOOTNOTES 

Mat t h i essen , Lucas a nd Margaret Staats, "Genetics of 
Art , Part II ", Quest/77 Magazi ne, J uly/August 
1977, page 40 

Ques t/77 Magazine, Page 42 

Quest/77 Magazine, Page 39 

Irvi ng and Jean Stone, My Li fe and Love Are One , 
Boulder; Blue Mountain Arts, 1976, page 56 



CATALOGUE FOR EXHIBITION 

"Big Truck, Little Girl", (11 11 x 8½") Photo Silk Screen 

"George" (14" x 22") Red Conte 

"Karin-I" (22" x 31") Red Conte 

"Karin-II'' (22¼" x 34¼11
) Pencil 

''Missouri Night" ( 30" x 47") Acrylic Paint 

"People" (14" x 23") Pen and Ink 

"Uncle Tuffy I 1
' (24" x 36 11

) Acrylic Paint 

"Uncle Tuf fy II " (39" x 44") Acrylic Paint 

"Untitle d " A (42 11 x 39½") Mixed Medium 

"Untitled" B(4011 x 24") Mixed Medium 

"Untitled" C (39¼" x 47½11
) Mixed Medium 

"Vegetation" (22¼" x 45") Mixed Medium 

"Watergate" (17½" x 22½") Pen and Ink 
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