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Unlike many graducte studies where the work is
mainly conceptual, thecreticz2l, and not easily displayed
in concrete form, my greoduete work in Fine Art is pri-

rily concrete, vicsual acd a
ienced. The evidence of my Covelopment as a Tine srtist
cannot be adeqguately expresszasd in a written or verbal dis-
sertation. Visual forms must be experienced visually. TFor
example, no amount of description can ever replace viewing
a movie; the same applies to a blind date--it ravely lives
up to a friend's promisas. As Joan Miichell said in a re-
cent interview with QUEST magazine:

"Artist intuit what they like. An explzna-

tion ezn't yeally convay the attraction.

There is a world of difference bhetvesan

visual and verbal conzunication.' (1)
The major portion of my culminating project, a one-man
exhibition, is the most asastural and revealing of my grad-
uate study and will best represent my accomplishments

during this greduate program. However, to ndeguztely un-
derstand these accomplishucnts, I need to provide the
viewer and critic with insights to some perscnal philoso-
phies on art and bzckground of my academic development

st Lindenwood IV. -

At the commancerm=snt of my graduate prozrom I was

overly concerned with the productivity of my Pachelor of

2885y



Pege 2

fine Arts degree in a commercial world while only super-

fiecially concerned with the aesthetic value of my art.

Thiigs is a deterring predicamsnt that has plagued and dis-
raged fine artists throughout history. The unrecognized

works of such great artists azs Gauguin and Cezanne zre

classic examples of society's less than adequate evaluation

]
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d financial support of the artist's contribution to

r

:nkind, Although society usually reccgnizes the beauty
of the fine arts, it, as a whole, overlocks or minimizes
the many years of study, preparation, repetition and dev-
elopment of the artist's abilities to zchieve such works.
Perhaps it is the dedication under such disheartening
circumstances that forces the fine zrtist to rise above
the economical or monetary world. I am not advocating
chat the artist needs to starve to paint well, but I am

saying that an upcoming artist needs to possess enough

-

Qe

TiLétion to survive. For example, now, at the consum-
mation of my program, I am prepared to make the traznsition
Trom student to artist. I am encouraged primarily with
the pleasing and complsacent accomplishment of finding
direction. My philosecphies, ideas and works have matured,
and I Teel that the sacrifices and commitments needed to

become an influential artist in our socciety are well,worth
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the effort.
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Art should be a conscientious, personal con-

fts

vicetion xyather like a religion. The srtist has to be
scrupulous and earnest, never relinguishing his pursuit
eand thoughis of the arts. One functicn of a Tiune artist
in society should be that of reflection--not only of him-
self throuzh his works, but to reflect society itself in
his works. It is the artist in a society who =choss soci-

ety; society without that echo to direct and induce would

not be unlike an uvncivilized group of peo
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needs its artists, whether visual or verbal, on the side-

line to show in their works whenever social conditions get

out of proportion. TFor instance, if the divorce rate reaches
fiity two percent, the artist should not depict marriage

as an unquestionably happy existence, bhut should show scome
of the not-so-enticing-but-real coanditions of the insti-
tucion. II sociely neglects its senior generation, the
artist should depict this. If we are paying an enter-
tainer in Las Vegas eighty thousand dollars a week and in

th2 same state are paying teachers eight thousand dollars

)
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, the zritist should illustrate the lopsided asuc

¢t the situstion., I am not advocating that every picce

(=
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of work a fine artist produces should emphassize some social
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or cultural declaration; I would never support any creative
nfinements. I do feel, though, that a fine artist should
put himself, which would include a certain amount of cultur-
al =znd socizl reverberation, in 211 his works. If I have a
strong impressicn whether cultural, social or personal, it

vences my work. The fine artist should never copy natuil

but should see, feel and express it.

‘Za

Possibly Paul Gauguin, Vincent Van Gegh and Paul Ceszanns

demonstrated my sentiments on personal expression best in
the late nineteenth century vhen they broke away from the
naturalistic art of illusion practiced by the Impression-
ists. Together they headed the Post-Impressionist move-

o=

ment, the most controversial irend in the history of art.

TUntil this point in time, the main purpose in art, with
the few exceptions such as imgginary and decorative works,
was to represent or interpret Nature or objects. As with
the Impressionists, their main objective was to exzctly
interpret Nzture, with an underlying aim to convey how
Neture changes with syecific movements in time and light.
The Post-Iwpressionists, altheough influenced by the Im-
pressionists, moved from the objective art of Naturalism
to the subjectivé art of "self-expression', which led

to Cubism, Expressicnism, Abstract Art, znd all other

ovemenis that would either dissect reality or zhandon it

for pure expression.
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Pzul Cezanne, for example, was influenced by and had
a close association with Manet, FRenoir, Sisley and Pisssaro,
all leaders in the Impressionist movement. Cezanne used his
bright colors with small brush streckes, similar to the

.

ing technique used by the Impressicnists, but he

.
-

applied his Dbrush strokes to follow carefully laid ocut

structure lines. Cezanne estzhlished in his paintinegs a

-

]

close relationship beiween color, rhythm zad structure
vhich gave =2 more solid illusion of dimsunsicn znd depth
than thke Imoressionistic style. Cezanne's works with
ocbhjects, zs he insisted, were always recognizable, zlthough
at the sime time were on the verze of Cuhism or sbhstraction,
and czn ezsily be ceonnected io both.

Vincent Van Gogh, on the other haznd, was a Post-Impres-
sionist who has been labeled as The Father Of Expressionism,

xpressionism, characterized by the distortion of reality

}_l
-
®

visual representztions to inner emotions, shows up

throughout Van Gogh's work. His art, whether depicting Nzture,
objects, or humans, is sziurzted with his own subjective
Teelirgzs., He used line, brilliant colors, rhythm and con-
stantly changing but similar brush strokes to such a personal

degree that even an artistic layman can vaually pick out

one of his many works with knowledge of cnly one or two.

Vincent Van Gogh was indesd a genius in the artistic world.
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Influenced by Van Gogh and his brilliant paletie,

r
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Pzul Gauguin was znother influential Post-Impressionist,
Ceuguin, a successful stockbroker znd collector of Im-

&

i

pressionist paintings, gave up his business career
¢ forty in 1883 to turn painter and lead the Bohemian
iife of an artist. TFive years later he fled to Tzhiti

to escape "education'" and hopefully find z2nd relezse decper

and more primitive instincts. His work excitingly con-

[
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d that of the Impressionists; instead of soft con-
tours and hazy atmosphere, his works offered rigid znzu-
larities and herd color surfaces. His personal expressions
of the native fears of the Tahitisn people are moving,

I can 21mest feel the strange noises of the night in

Q

omparison to those of the day in his woodcut "Woman At
The River'". Whether I'm aesthetically pleased or not with
the works of Gauguin, Van Gogh, or Cezénne is not impor-
tant; their work is, along with the realization that a
work of art is zanything but a repetition of some object

in Nature. The progress that their work displays has in-
fluenced artists since (as they themselves were influenced
by their artistiec predecessors). '"To my mind', Cezanne
said, "one does not substitute cneself for the past, one

merely adds a new link to its chain.™
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iew ourselves 23 a lzyer or
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must recognize how important

e forefathers zre. Too often

on his "natural' taslent and for

o

-=zts that art even has a past.

tion
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of style and theory that the
Ezpressionist and

zre as valid teday as then. £fn

reoots to grow.

I have leong felt an esoteric

¢ predecessors, which I feel

ad s well =zs indiwvidualis
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ihe sk of sounding presumptuous, @
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Teseinated me.

His gtyle, his pen =

rainted surfaces with highlighted po

influenced me., I would pay any &amou

3

ae

h

fuds

1o study under him,. b

Vzn Gogh has

in my studies, although not at the s

ancient on-going
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in the process."

intercets me, Vhether
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to its chain,

roots of our artis-
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ariist needs his past,

connection with my

helps make my art in-

tic. TFor example, with

cmbrandt hszs azlways

id ink vashes, his dark

rtraits have always

nt have bheen shle
ceen znother key-note

e lev a3 Rembrandt.
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When studving Rembrandi's drawings and paintings, it is
ag if I would have used the same strokes in a line or high-
ith Van Gogh, it is a connection with his 1ife,

vis frustrations and his philosophies. As Saul Steinberg

O
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cial relationship with the love

o

artists. One is kept honest by them znd scme~
times works to smaze them." (3)
I feel the artist is kept honest by the past loved arlists
for they mzke obvious zccomplishments reachable or a con-
stant torment for present day artistic eges. The artist's
ego is perheps his most compelling drive which is not in-
expedient, for it incites competition, hence creztion and
quality. The artistic world is indeed a frustrating world
at times.

Artists are plagged by aesthetic sand trzps. GSome

become buried so deep that they never get out =nd others

pain znd work. I vas

cmerge only after a great deal of
in such a trap when I enterecd my graduate program. I

was not sure where to go or what to Go with my ert. 1 felt
rmy talent and ability were sufficient, but I could not
decide on subject matter. During my first trimester I

became involved in a restoration project at the Second
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Preshyterian Church in St. Louis, Misscouri. The work at

the

icusly unknowan, I feel the time spent "eazrly" in my program
&t the church was influential to the advzncement of my
abilities as a fine artist in several ways. First, by

working independsntly on the restoration, giving several
cral and visuval presentations to isndividuals zs well as

the Lindenwood Stained Glass Class, and verbally docusent-

ing the research work on a gradua level s an suthorita-—
tive figure, I climbed from my undergracduzte level of think-

ing to that of a graduste. Sscond, it zzve me a much needed
cpportunity to lock at my work objectively. Third, this ana-

vails helped formulate the decision to concentrate my seccnd

et

imester on drawing.

I had some pleasing accomplishments during my first

irimester with drawing and silk-screen work. The mastery
of the complicated techniques of silk screen printing
including the stencil znd photographic proces=es, Ifor
exzmple, "Big Truck/Little Girl" in my show, was highly

satisfying. Yet, my constant anzlytical and eritiecal
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The decision to devote my second itrimesier to draw-
ing was an important outcome of my first irisester. 1

was not seeking solutions in technigue znd cralismanship

srts. Many people who have thrown themselves impulsively
into painting, graphics and other represcentztive forms

of visual art seeking solutions to their probiems in tech-
nique and craftsmanship have awakened disillusioned without

having made progress. Not unlike the many lhcurs of practice

hat

ek

-ces into 2 ballerina's perfoimance, z =succcssiul

t

(J"‘

should never go too long without returning to the

m
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basics of drawing.
Drezwing has come to be not a foundation, not a
nuisance, not a preparatory for a later "finished" work,

-

but a s=pontaneous, exploratory, creative haznpening which

_‘

'.'.'_i:‘k. This

[

is a guelifying attribute for zny fine ar

enlightenment was especially important to me; my work was

becoming too tight -— not that concern for perfection is
not permane in a spontaneocus work, but there is just no

time. VWhen absorbed in approximately twenty minute poses
uging models, as ninety percent of my dreving wss during

, I had little time to znalize technieal
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blems. I learned to trust, rely and become confident

Naeturelly I'm concerned zbout the images my visuval

wm

presentations project, yet I can only project an object
'\?-ﬂic‘ﬂ I am Subj_ective to. ' Every new sensation
is relatzd to a past expasrience whether consciously or not.
When I first see and stucdy the model, I relste to him/her

much the same as meeting a stranger, and that experience in

or material attraction or distraction will influence the
projected image. The subjective cbservation is ofien
subconscicus. What I conscicusly see at times is not what
I subconscicusly feel; =&nd hepefully at times my subcon-
overn my vwork. I have found that oifiten my
mest pleasing zecomplishments in the visual world have been
produced subconsciously, znd not recognized as suech until
after the work was completed.- This is especially evident
when studying a completed short pose. The subconscicus
emerges not only in the satisfying technique used in

structure and composition, but also in the model's exnres—

sicn which at times is difficult to conseciously reproduce.
The "Iggie" of the subconzeicus, intuiitive mind, oftien

differs from and excels that of the consciocus; it would be
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colish to ignore and not use it or ary other ifools avail-
JO-—. S -

Cbsexvation in art should be zn sceumulative exper-
ience of as many of the five senses a2nd zs much personal

he visual arts. These neglected senses should be used

to test and analyze the eye,for reliance on zny one sense
can occasionally deceive you. An szrtist would have a diffi-
cult time depicting a fire had he rnever experienced a

fire's heat and noise, It would possibly rzsult in being

co more than a translucent blending of huss instead of

ihe destructive force it could be. Using 2& many senses

ible in the observaticn of the subjzct czn only

23 pos

[n

‘rprove one's art. The artist should tske iime to know his

cn Lhas little or no

h
V)]

subject. For instesnce, even if a p
stic ability, yet is knowledgeable in a certain field,
ve can usually still draw an accurate visuzl image of
vhatever eguipment, tools or objects with which he is
wmiliar., VWhatever time and effort the artist expends

T ~

clheserving and acqguiring knowledge of his =ubjieet will be

[ g

ensated adeguately by a more zccuraie representation.

The artist needs to know znd feel sonething 2bout
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ig subjects. If all the =artist was concerned about was

neing whét he sees, he would be no bettier than a poor

era, The artist should work on a level at which the cam-
cznnot compsie, The cowera s 2 fantastic instrument with

czpabilities of reprocducing hundreds of images within min-

yet it has limitaticns which an artist can use.
ersonal expression is something that a camera cannot com
P g
pete with; the ertist has the right to do anything he

wents to his canvas -- to create whatever eiffect he wants.

He cgn use distortion, zbstraction, medium, composition, or

avy o1

bt

1 element he wishes to incorporate or iemove in

il

™

vzating the feeling toward his sublect. The artist is
the creator of his works, not a reslistic reproducer of
somzone else's creation.

Experimentation, a familiar word to any working
srtist, is a gospel one for myself., Not uvnlike a child

reking up imagirnary contests and

"‘l'l

goals for small phyvsical

feats, I set limitations, prcblems and objectives on dif-

Bl

iy @rawings to enly light zand shede studies, *otally ex—
cluding the use of line. This was a difificult task for

me as my drzwings vwere usually direct, quiek, znd



ful -- a process lending itself escellently to the line.
The results, although not instenianecusly =uccessful, dev-
eloped far above my expectziions and were aesthetically
pleasing to me., Two such works produced at this time in
my exhibition are titled "Ezrin-Sofi" and "George".

Both are short poses working directly with the models.
"George" is forceful, direct ond at the same time soft

and light; this seemingly contradictory analysis wzs brought

zbout by quick direct renderance of the subject with the

handling of the medium, red conte, in a very light, zlmost
gzli g

cate way. I was especially happy with the highlighting
shadows off the model's neck and left side. In "Geor
I added a background, implying dark horizontal planes at

slightly different heights ai
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o
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forcing the eye to fFollow the lover cleser plane next to
Y

the left shoulder to the high

plane next to the right shoulder; this technique added

-

to a suggestive roughed in background indicates znd devel-
cpes depth. Yith "Karin-I", I basically eliminated

the background and faded the rearward sections of the chair
and model for depth. I Zound both tecﬁﬂiques to be satis-

fy.ng. In both of these drawings, I uvtilized ths paper

as & medium with the conte to develop the forms. The soft-
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ness, purity =znd sensitivity in these works were unegualled

de

by my =zrlier conte works. The new satisfaction found in

my 1ight and shade studies was encourzging although I

25 not caviuring the expressions I wanted. The mood was

outstanding, but I was washing some of the perscnality

1e model. To combat this problem, I resorted to the

Jine drawing to express my mood as well zs the models.

The line drawing offers freedom, expression and an

b

case in its technique that few other styles czn compete
with., Its carefree style, lending itself to an zlmost

unconscious scribble, allowed me at times to become completely

rbsorbed with the model and my impressions of him/her. In
such a session, I would never let the pen leave the paper,

purposely racing from one section of the paper to the

I 4

next, capturing every impulse, every fceling -- using every
mark, every space and every line to produce the lmage.

OCne example of this technigue in my exhibition is titled
"Ezarin-II". As the observer studies this drawing, he/she

will notice how the line is as interesting as the subject.

It moves with indecisive rhythm throuchout the composi-

tion. In one moment the line will civecle the highlighted
arca on the calf of the left leg, and »lmost immediately

efter, it triples its weight and darkens the remaining
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lower portion. 1In 2 rolling, almost slovenly, weak motion,

it delicately edges the right arm and shoulder and then

ily climbs into a sirong, powverful, angulsr pattern, to
s 12 cushion of the cheir., The line dances througchout
the study in &n almost anegligent way, allowing tremendous
freedom, yet portraying the subject, perhaps wmore succesc-

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

an occasionally neseded frecdom to balance some of the no

44

-

demanding technigues, but offers a solution to the problem
of capturing a quick, direet sxpression.
In contrast to the loose line drazwings, I also ex-

perimented with some carelfully esxecuted tisght pen and ink

=i

studies. The main objective with these works was to produce

iled drawing. The medium of

|-

a more formal and det

n

conte znd loose line drawings were appropriate for dealing
with the quick representation and expression of the model,
yet when a model was not involved and time was avaeilable,

my work naturally became inore detailed and the medium

.

changed. Two meticulously detailed works produced during
this period zre "Waterzate" snd "The Pecple". Both are

in my exhibition, In "Wetergzate" my objecective was to display
my feelings zbout the three key figures in the Congressicnal

Investigation, the two defendants (Hunt end Haldeman) and



iding Sernator (Irwin). With Hunt, for instance,
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framed in his unique,
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ses gave him an almost sinister, untrust-

—i
M

this by drawing only his forehead,
2nd the heavy glasses, while letting the glasses
jeep, almost revealing shazdows across his eyes. In

onirast, Ealdeman gave me the impression of a teenaged

e

ying in his first traffic couxrt with a fresh

1d blve tie, a small American flag on his lapel, and a
clezn, all-American crewcut, presented an almost sinless,
trusting loock., Haldeman's pretense of virtuve, which typi-
fiecd the Nixon Administration, warranted a just spot in the
compesition., I highlightited this hypoerisy by placing him

in the center and giving him zn almost pouting, innocent
smile. In representing the Congressional side of the hear-
ings, I picked Sexator Irwin. I felt that his direct countiry

zopreach captured America's trust. I drew him in a Jjudi-

cial pose, his heavy evebrows reised as if in deep thought,

n
i

2d a pencil in hand almost covering his mouth -- a familiar

pese to all who watched or szw photos of the hesarings. 1
zrrarnged the three figures diczonally scrcess the paper, over-
lzpping the Torms. This helped to build a2 strong compesition.
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yle with my drawing of "The People'.

evolved from the photozr= hs by Margaret
in her end Erskine Czlidwell's book, "You Have
Faces", I was so impresszd by the husgn depres-

y-stricken zeople of

]

ot

gion fecund in the fzces of the pover
the South, thaet I decided to build my own compcsition from
them., VWorkirg with overlapping figures and dizgonzl shapes,

I constructed z strong composition, then added the LAmerican

flag in the background not only for symholic reszons, but
to add mevement and rhythm, Both drawings, slthouzh con-
trasting greatly with my usually ireer works, were highly

setisiying, especially in their display of draftsmanship.
Perhaps my painting offers still a wider rznge of
contrasts. One style deals with rscognizable forms, the
other is total zbstraction. Two stvles so totally dififer-
ent that at Times even I have trouble zssociating them. Iy

works entailing personalities are most alluring to me, and

J-=be

nt

fete

naturally I dzvoted a great deal of my pa ng zud drawing
to them. ¥hen one views any amount of my work, he/she will
certainly sense this concern for the human form, which for

tion, the observer

DA
e

me, has to be recognizable. In my exhib

able i of cbvicusly

J=de
ot

will notice two large, unesca
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the szme old mzn. These two works zre titled '"Uncle Tuify 1V
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Tuffy II". With both of ihese paintings I have
rreat portion of my uncle's personality, and

erable extent the way he led his life. A4As I

1is concept. My uncle's character was noticeably influ-
me while peinting these works. He is a humorous,
1ife individuzl who has led a generous existence

that these two pieces capture the spirit of this

ndly old men, These works were painted in much the
same manner &s my loose line drawings were executed. In
an alwost unconscious connection to the model but with

2 very conscious conceirn for the painting, I directly ap-

plied the paint with heavy, unpolished brush sirckes. I

vwrg influenced by Cezanne's short, rhythmically zapnlied
’ 5 Y 251

|_l

iptive applica-

brush marks as well as Van Cogh's dese

1;

!—h

A11ly apparent in

fD
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tion of peint. This in nce is esp

"Uncle Tuffy II"; the brush sirckes curve and move around

L

the Tace in a compromise betwecen a Van Gogh-type interpre-

tziion znd my own locse line technigque. In "Uncle Tuffy IV

the curve on ithe back of the shirt is extremely important,

a2 dizgonal movement that
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the eye back into the fzce, but it expresses the

e prinless youth has long deparisd. In both paint-
us2d the background to hizghlight the fzece, putting
zhind darks znd dzris behind lighis. With "Uncle

I washed the bzckground with various colo&s wat-
wn to a point of transparency. This technigue tends
znd weaken the background, thus zdding additionzal
to the face and expressive stirckes of paint ap-
here. With "Uncle Tuffy II", I Xkent the same direct,
sxpressive gtyle used in the fazce lhroughout the
einting. Boith technigues brought sztisiying re-—
ith the background, =ithough I

icle Tuify II" the best. The exclusion of washes

to leave a brighter picture, helping to keep it Ifresh.

Still znother experiment with washes and direct

fl
)
If

strokes can be seen in my canvas "llizscuri Nights".
In this psinting I started out with a very direct, hesavy
epplication of paint, working solely on the background

and emphasizing horizontzl and wvertical planes. At dif-

ferent stages of the painting I a2dded several almost trans-

also on horizontal arnd verilcal plznes, only

cl
E |l
4]
rl

il

tate of old age with his inability to stand straight.



wider and longer than the brush marks., These washes helped

3 -

establish depth and defin

m

objects as well as tone down the

background. I painted the focal center, the old man, after

round had been completely established, I zgain

ed the horizontal znd vertical shapes. After I com-

|'|'.|
M

u‘r

stres
pleted all the forms in the painting, I oance =
several washes, only this time I covered the entire paini-
ing to give it still a grea
compositicnally solid painting, all areas covered; a little

dim but not unliike an ev enLng light. The expression was

.
I-h

not as sat yving as a freer, more direct zpproach might

'm

hzve been, however I zm pleased with the: results I obtained

using this technigue. I intend to work more inm this =zress,
possibly expanding and spplying the technique to some of

my abstracted works.

A\l

Ky abstrzet paintings converge arcund a technicue
of zpplying paint to canvas that I have termed the "Iflow
style". I developed this approach after becoming zecguzinted
with and influenced by this type of painting in 1874, when
Paul Jenkins held his exhibition at The Lindenwood Ccllages.,
Jenkins was very evasive when gqueried about bis methods in
echieving his inpressive works, and it was not until the

pr [

ollowing year that I had any success with my own flow technique.
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ying paint to canvas is

lentical to Jenkin's, since my work with flow

ng hes led mz past any direcet zuulation of his work
some interesting lunncvations of my own.

the works '"Vegetation'" and a large, untitled work con-

sisting of a dominant blue arsz surrounded by g delicete

light green area. In these works, I moved the paint
crovnd on the canvas while it was submsrzed in an element
ot eesily mixable with the composition of the paint. I
allowed certain aress to mix while keeping others separate

during the directicn of the flow of paint on the canvas.
This control and applicatiocn of the peint gave me scme

unusual formations and aesthetically pleasing shaps
color. The second variation of the method can be viewed
in a smaller untitled work includcd in my exhibition. In

ihis piece there is a blue flowing form which is encased
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variation, I combined the two preceeding methods. TFirst I

flowed the paint to an appropriate design zs indicated Ly my

first method, znd secondly, I added brush strckes to empha-
size z2d highlight areas of the cowposition. Thirdly, I

again flowed the paint, covering znd over
areas to zdd and build to the structure. 1 zchizved greater
depth with this process over the other two, zltihoun

some 0f the freshness obtained in the other itechnigues.

A1l three processes fascinated me and I will continue to ex-

periment with them. They offer a creative fTreedom by

vt

not resiricting one to any recognizable objscts, z2nd also
offer 2n endless emount of color varisticn., I find them
exciting to create as well as to view.

The art world is built on an emoticnzl Toundation.
It is the artist's emotion that influences his work to such
a degree that no two artists ever produce exzctly the same
riptive representation of an object. Fuotion zoverns
art both visually and productively, and zs Mr. Spock of

the Starship Enterprise constantly reminds us, "emoticn is

illogical". The art world is a world of contradiction, even

the mo=t siezdfast of rules can be found to contain excep—
ticns. It is difficult to discuss this wvaorld in zny depth

-

without eventuvally ccentradicting ones cwn philosgophy, yet



netery cense but in opportunities for individual-
artists cen stay deprsssed sfter accomplishing

fisfying work. Vincsat Van Gogh once wrote to

am 2s rich as Crossus, not in mone
? y 2

I too feel rieh. I feel gifted and anxious to start =2
carser in zrt, I look back at my graduate studies and

see them as not caly a learning experience but zs a

period that has given me the confidznce to beccme the
L2 . P = T % = 1 B s e
Tine artist I zm capable of being,.

In this verbal portion of my culminating project,
I have provided the reader with insights to my philoso-
phies, my development at Lindenwcod IV, and some of my
artistic styles z2nd techniguzs, But it must be remem-

bered that any &nelysis of my zrt falls short before--

1

the ultinms

reality of the work itself, and
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this paper can only be used as a supplement to actually

viewing my exhibition and seeing my work

David R, Johnston

ol
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Unlike many graduate studies where
mainly conceptual, izoretieal, and not
in concrete form, my gradvate work in i
marily concrete, Vi3 2l snd at best, phs
senced. The evidence of my development

the work is

c

25ily displayed

e Art is pri-

cine artist

cannot be zdegquaiely expressed in a written or verbal dis-
sertation. Visual forms must be experiencsd visually. For

example, no amount of description can ever replace viewing
g movie; the same zZpplies to a blind date--it rarely lives
up to a friend's promises. As Joan Miichell sgid in a re-
cent interview with QUEST magazine:

"Artist intuit what they like. An explana-

tion can't really convey the attraction.

There is a world of difference between

visual znd verbzl communication,' (1)
The major portion of my culminating project, a one-man

exhibition, is the most natural aznd re.

during this graduate program. However,

dzrstand these accomplishments, I

viewer and critic with insights to some
phies on
at Lindenwood IV.

At the commencement of my

overly concerned with

caling of

need to

gracuate pro

my grad-

and will best represent my =z=ccomplishments

to adequately un-

provide the

persconal philosc-—

art and bzackground of my zacademic development

ogram I was

the productivity of my Bzchelor of
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the effort.

Fine Art =houvuld be a conscienticus, personal con-

o he

L}

vietion rather like a religion. The artist hsas

o

scrupulous gnd sarpest, never relinquish his pursuit
and thoughtis of the artis. One function of a fine artist
in society should be that of reflection--not only of him-
self through his works, but to reflect society itself in

his works. It is the artist in a society who eche=s soeci-

ety; society without that echo to direct and induce would

-
D
wa
o
)
1
L3
-

not be unlike zn uncivilized group of pesople. Sccie

needs its artists, whether visual or wverbal, on the side-

line to show ia their works whenever social conditions get

]

out of proporticn. For instance, if the divorce rate reaches
fifty two percent, the artist should not depict marriage

2s an unquestionably happy existence, but should show scme

of the not-so-enticing-but-real c¢onditicns of the insti-
tucion. If society neglects its senior generation, the
2rtist should depict this. If we are paying an enter-

tainer in Las Vegas eighty thousand dollars a week and in

the same state are paying teachers eight thousand dollars

a2 vear, the artist should illustrzte the lopsided aspecet

ot the situation. I am not advocating that every piece

of work a fine artist produces should emphasize some social
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cultural declaration; I would never support any creative

or

confinements. I do feel, though, that a fine artist should
put himself, which would include a certain smount of cultur-
n1 and social reverberation, in all his works. If I have a
strong impression whether culitural, social or persconal, it
influences my work., The fine artist should never copy nature
but should sze, feel and express it.

ossibly Paul Gauguin, Vincent Van Gogh and Paul Cezanne
demdnstrated my sentiments on personal expression best in

the late nineteenth century when they broke away from the

=

naturalistic art of illusion practiced by the Impression-
ists. Together they headed the Post-TImpressionist move-
ment, the mest controversial trend in the history of art.
Until this point in time, the main purpose in art, with
the few exceptions such as imaginary and decorative works,
vas to represent or interpret Nature or objects. As with
the Impressionists, their main cbjective was to exactly
interpret Nature, with an underlying aim to convey how
Naiture changes with specific movements in time and light.

rugh influenced by the Im-
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rressionists, moved from the objective art of Naturalism
to the subjective art of "self-sxpression", which led

to Cubism, Expressionism, Absiract Art, and all other —
movensnts that vwould either dlSQCCt reality or zbandon it

for pure expression.
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aul Cezanne, for example, was influenced by and had
a close asscciatiocn with Mzanet, Benoir, Sisley and Pissaro,
lezcers in the Impressionist movement. Cezanne used his

o |

ight coleors with small brush strokes, similar to the

\
l¥is]
'
.
W
-

close relationship between color, rhythm and structure

which & mocre solid illusion of dimension ené depth

then the Impressionistic style. Cezanne's works with
objects, 2s he insisted, were always recognizable, although
at the szime time were on the verge of Cubism or azbstrection,
and can e=sily he connected to hot
Vincent Van Geogh, on the oiher hend, wes a Pest-Impres-

sionist who has been labeled as The Father Of Expressionism.
Expressionism, characterized by the distortion of reality
to give visual representations to inner emotion shows up

iroughout Van Gogh's work. His art, whether depicting Nature,
objects, or humans, is saturated with his own subjective
Teelings. He used line, brilliant colors, rhythm and con-
stantly chznging but similar brush strokes to such a personal
degree_ﬁ&at even an artistic layman can waually pick ocut

cne of his many works with knowledge of only ocne or t{wo.

Vincent Van Gogh was indeced a genius in the artistic world.
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Intluenced by Van Gogh and his brilliant palette,

paul Canguin was another influential Post-Impressionist.

5

cau-uin, a succezssful stockbroker and collector of Im-
nrossionist paintings, gave up his business career at

forty in 1883 to turn painter and lead the Bohemian

b

:fe of an artist. Five years later he fled to Tahiti

(B

to escape "education" and hopefully find and release deeper
and more primitive instinets. His work execitingly con-
trasted that of the Impressionists; instead of scit con-
tours znd hazy atmosphere, his works offered rigid angu-
lavities and hard color surfaces. EHis personal expressions
of the native fears of the Tahitian people are moving.

I can almost feel the strznge noises of the night in
comparison to these of the day in his woodcut "Woman At

The River'". Vhether I'm assthetically pleased or not with
the works of Gauguin, Van Gogh, or Cezanne is not impor-
tant; their work is, a]dng with the realization that a
work of art is anything but a repetition of scme object

in Nature. The progress that their work displays has in-

fluenced artists since (as they themselves were influenced

by their artistiec predecessors). "To my mind'", Cezznne
sepid; "one does not substitute oneself for the past, one

merely adds a new lirk to its chain.”




contemporary ertist, in a recent

ves within art's zncient on--going
(2)

nd becomes 2 kind of layer in the process.”

inuity with the past interests me, TVhether
¥

we view ourselves as a layer or a new link to its chain,

we must recognize how important the roots of our artis-
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ic forefathers are. Too ofiten an axrtiist

on his "matural" talent and for all pr=zciicing purposes for-

tion of etyle and theory that the Impressionist, Post-
impressionist, Expressicnist and all c¢ther movements fought

for are as velid todey as then. An artist needs his past,
his rocts to grow.

I have long felt an esoteric connection with my

predecessors, which I feel helps make my art in-
sri=pendent as well as individuvalistic. For example, with
the risk of sounding presumptuous, Remrbrandt has always

feseinsted me. His style, his pen and ink washes, his dark

seinted surfaces with highlighted portraits have always

influenced me. I would pay any amount ito have been able
to study under him. Vzn Gogh has ©beecn zunother key-note

in my studies, although not at the same level as Rembrandt.
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Bembrandti's drawings and paintings, it

When studying

i
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[41]

23

.s if I would have used the same strokes in a 1

jeht; with Van Gogh, it is a connection with his life,

=

1

his frustraticns and his philesophies. As Saul Steinberg

phrased the comnection in a recent article:

"One has a special relationship with the loved
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I feel the artist is kept honest by the past loved =riisgt
for they mske obvicus accomplishments reachable or a con-
stent torment for present day artistic eges. The zriist':
cgo is perhsaps his most compelling drive which is not in-
expedient, for it incites competition, hence creation and

guality. The artistic world is indeed a frustrating world

and irap
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bocrome buried so deep that they never get out and others
cierge only afiter a great deal of pain and work. I was

in such a trap vwhen I entered my graduate program. I

r high-

waes not sure where to go or what to do with my art. I felt

my talent and 2bility were sufficient, but I ceould zot
decide on subject matter, During my first trimester I

became involved in a restoralticon project at the Second
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Missouri. The work at
lthough not directly related to my interests

:nd painting, wes invdlved with stained glass,

Lrown, I feel the time spent "early" in my program
at the church wes Iinfluential to the advancement of my
abilities a2s a Tine artist in several ways. First, by
working independently on the restoration, giving severzl
iens to individuals as well as
the Lindenwood Stained Glass Class, znd verbally document-
ing the resecarch work on a grazduate level as an authorita-
tive figure, I climbed from my undergraduate level of think
ing to that of a graduate. Scscond, it gave me a much needed
cpportunity to look at my work objectively. Thir this sna-
lysis helped formulate the decision to concentrate my second
trimester on drawing.

I had some pleasing accomplishments during my first
trimester with drawing and silk-screen work. The mastery

of the complicated techniques of silk screen printing

including the stencil and photographic processes, for

T

xample, "Big Truck/Little Girl" in my show, was highly

)]

@
-
h

isfying. Yet, my constant analytical and eritieal

)

nalysis in these fields made such work frusirating.

§2857



The decision to devote my secon

1d trimesier o dravw-
ing was 2n importent outcome of my first

e not seeking =zolutions in technique and craftsmanship

4
=i
=
ja
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per se, but seecking the motivation for my wor
iong felt that drawing was the foundation of the visuzal
arts. lMany people who have thrown themsslves impulsively

into painting, graphics and other represeantstive forms

—

of visual art sseking solutions to their orowicms in tech-

hip have awakened disillusicned without

having made progress. Not unlike the many hours of practice

ihat goes into a ballerina's performance, =z succsssiul
artist should never go too Jong without returning to the

zsics of drawing.

Drezwing hes come to be not a foundation, not a
nuisancs, not a preparatory for a later "finished" work,
but a spontaneous, exploratory, creative happening which
is a guslifying attribute for any fine art work.
enlightenment was especially important to me; my work was

becoming too tight -- not that concern for perfecciion is

not germzne in a spontanecus work, but there is just no
time. lien absorbed in approximately twenty minuie poses
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ely end become confident

L)
[

I'm concerned about the imzges my visual

sroject, yet I cen only project an object
L ] J k

%

which 1 am subjective to. : Every new sensation

is related to a past experience whether consciously or not.

When I first see and study ihz model, I relate to him/her

4

projected image. The subjecltive observation is often
subeconsciovus. What I consciously see at times is not what
I subconsciously feel; and hopefully at times my subcon-

scious will govern my work. I hazve found that often my

must pleasing sceomplishmenis in the visual world have been
produced subcounseicusly, and not recognized as such until
after the vwork waes completed. This is especizlly evident

vien studying a completed short pose. The subconscious

ges not only in the satisfying technigue used in

structure and compesition, but zalso in the model's expr

=
4
.
5]

sion which at times is diffiecult to consecious

@]
fa
{

reproduce.

The "logic'" of the subconscious, i

(i
f

€

tuitive mind, often

differs from and excels that of the conscious; it would he
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foolish to ignore and not use it or any other tcols avail-
shble to the artist.

Cbhbservatien in art should be an accumulative expsr-

relevance as possible. Too ofiten all senses other than
sight are neglected for the obvicus surfzce reasons, in

the visual arts. These neglected senses should be used

cult time depicting a fire had he nsver experienced a
fire's heat and noise. It would possibly result in
no more than a translucent blending of hues instead of
the desiructive force it could be. TUsing as many senses
as possible in the observation of the subject can only
improve one's art. The artist should tazke time to know his
subject. TFor instance, even if a person has little or no

1

ariistic ability, yet is knowledge:zbhle in a certain field,

mage of

e

Lhe can usunally still draw an accurate visual

¥}
(o

whatever equipment, tools or objects with which he is
familiar. Vhatever time and effort the artist expends
observing and acquiring knowledge of his subject will be.

compensated adeguately by a more accurate representation.

The zartist needs to know and feel something about
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211 the artist wes concerned about was
25, he would be no better than a poor
t sheould work on a level at which the cam-

. The cemera iz z Tantastic instrument with

i reoroducing hundreds of images within min-

1 itations which an srtist can use.
1 iz something that a czmera cannot com-
ist kas the right to do snything he

wants to his canvas —-- to create whatever effect hie wants.

He c¢zn ucse distortion, sbstrzction, medium, composition, or

n

e

any other element be wishes to incorporate or remcve
crcating the feeling toward his subject. The artist is
the ecrczicr of his works, not a realistic reproducer of
somzone else's creation.

Pxoerimentation, a familiar vword to any worlking

artist, is & gospel cne for myself. Not unlike 2 child

meking up imaginary contests and goals for small physical

feats, T set limitaticns, problems and objectives on dif-

ferent works. One limitation early in my second trimester
that vastly improved my drawing as a vhole was limiting

my drawings to enly light end shede studies, fotzlly ex-
cluding the use of line. This was a difficult tzcsk for

fo

(i}

ce~

(B F

me as my drawings were usually dirsct, quick, an
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ful -- a process lending itself escellently to the line.
The rzsults, although not instauntznscusly successful, dev-
eloped far above my expecvations znd vere sesthetically
pleczsing to me Two such worls produced at this time in "™
my exhibition are titled "Earin-Soit" znd "Ceorge"

Both ere short poses working dirsctly with the models.
"George' is forceful, direct znd zt the same time soft

and light; this seemingly conirsdictory snalysis wzs brought
ebout by quick direct renderznce of the subject with the
handliing of the medium, red conte, in a very light, almost
delicate way. I was especizally heppy with the highlighting
shadows off the model's neck znd left side. Iﬁ "Ceorge",

I added a background, implying cark horizontal plsnes at

o

=

slightly different heights at ezch

Torcing the eye to follow the low

i

h

e}

leit shoulder to the higher,

L3

m

pl

-

m

next to the right shoulder; is

to a suggestive roughed in backoround

crzs depth. With "Karin-I", 1 basiecal
the background and faded the rezrward

end model for depth. I found beth tec

Iiying. In both of these drzwings, I u
zs a medium with the conte to develop

ide of

er closer plane next

secticns of

hnicues to bLie

the forms.

the model,

to

secemingly farther hack

technigue

indicates and devel-

ly eliminated

h

w
it

ille r

e
SAT1S

tilized the naper

The soft-
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.

engitivity in these works were unecualled
onte works., The new satisfaction found in
de studies was encouraging although I
ng the expressions I wanted. The mood
I wes washing some of the personality
To cowbat this problem, I rescorted to the
wing to exﬁres_ my mood as well as the model

drawing offers frecdom, ex

sase in its techr

1ique that few other styles can ccompete

with. Its czrefree style, lending itself to an 2lmost

uncensecious scribble, allowed !

ebzorbed with the model and my impressions of him/her. 1In

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

purposely racing from one section of the paper to the
next, capturing every impulse, every feeling

g —— uUsing every

mark, every spsce and every line to producs

Cne example of this technigue in my exhibition is titled

"Ezrin-II". As the observer studies this drawing, he/she

will notice how the line is as interesting =s the subject.

It moves with indecisive rhythm throughout the composi-

tion. In one momeznt the line will ecirele the highlighted

| arca on the calf of the left leg, and alr:-=t immediately

after, it triples its ve éht and darkens the remzining
|

2 at times to become completely



1ower portion. In a rolling, =2lmost slovenly, wezk motion,
it delicately edges the right srm and shouvlder and then
1azily climbs into a strong, powerful, sagular pattern, to
-hade the cushion of the chair. The line dences throughout

+he study in an almost negligew
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an ocecaesionglly needed frecdom 1o balance scms of the meore

demanding technicgues, bur offer

of capturing a quick, direci
In centrast to the Jocse line drawings, I also ex-
perimented with some carefully executed tight pen zund ink
studies. The main objective with these works vas 10 produce
a more formal znd detailed drzving. The medium of
conte and locse line drevings were spproprizte for dealing
with the quick reoresentation and expressicn of the model,
yet when a model was not involved and time was available,
my work naturally became more detailed and the medium
cnanged. Two meticulously detziled works produced during
this period are "Watergate" and '"The People'". Doth are

in my exhibition. 1In my cobjective was 1o dis

e

lay

my feelings sbout the three key figures in ile Congressional
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esiding Senator (Irwin). With Hunt, for ins
1 felt that his eyes which were framed in his unique,

half-rimmed glasses gave him an almest sinister, untrust-

ing lonk; I emphasize this by drawing only his forehead,

eyes, &and the heavy glasses, while letting the glasses

cast ccep, almost revesling shadows across his eyes. In
contro=t, Haldeman gave me the imprescion of a teenaged
boy epcezaring in his first traffie court with a fresh
haircut and new suit; Ealdeman, wearing his red, white

trustiing lock. Haldeman's pretense of virtue, which typi-

fied the Nixon Admi
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Just spot in the
compesition, I highlighted this hypocerisy by plazeing him

in the center and giving him an 270ost pouting, innocent
smile, in representing the Congre=sional side of the hear-
ings, I picked Sernator Irwin. I felt that his direct country
approach captured America's trust. I drew him in a judi-

cizl pose, his heavy eyehbrows raised as if in deep thought,

znd 2 pencil in hand almost covering his mouth —-- a familiar

pese to a2ll who watched or saw photos of the hearines. I
arranged the three figures diagonzlly scress the paper, over-

il

apping the forms. This helped to bhuild a strong composition.

~_'



Page 18

style with my drawing of "The Pecple'.

I used a similar
This drawing evolved from the photographs by Ma
Bourke-White in her end Evskine Caldwell's book, 'You Have

impressed by the human depres-

)
o]

o=

Seen Their Fzeces". I
sion found in the fzces of the poveriy-stricken people of
the South, that I decided to build my own composition from
them. Working with overlapping figures snd diagonal shapes,
I construcied & sirong composition, then zdded the Zmsrican
flag in the background net only for syrbolie reasens, but
to add movement znd rhvithm. Both drawin
trasting greatly with my usually frezr works, were highly
satisfying, especizally in their display of draftsmarship.
Perhaps my painting offers still a wider range of
contrasts. One siyle deals with recosnizeble forms, the

other is total sbstrzction. Two styvles so totally diifer-

ent that at times even I have trouble associating them. Ny

»

works entailing personalities are most alluring to me, znd
naturally I devoted 2 great deal of my painting and ¢

to them. TWhen one views any amount of my work, he/
certainly sense this concern for the human form, which for
me, has to be recognizable.In my exhibition, the clbserver

will notice two large, unescapzble pzintings of cbviocusly

the same o0ld man. These two works zre titled "Unecle Tufiy I
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snd "Uncle Tuffy II". With both of these paintings I have
Cap ad a great portion of my uncle's personality, and
to a considerable extent the way he
ved earlier, the artist must know as much as possi-
»le sbout his subject in order to give adequate represen-
totion to it. I feel that these paintings demonstrate just
ihiélconcept. My uncle's character was noticeably influ-
=1ntial to me while painting these works. He is 2 humorous,

“yll-of-1life individual who has lad =z generous existence

end I feel that these two pileces cspture the spirit of this

friendly old man, These works were pzinted in much the
seme manner as my loese line drawings were executed. In

an almost unconscious connzction to the model but with

a2 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

bruéh marks as well as Van CGogh's descriptive applica-
tion of paint. This influence is especially apparent in
"Unecle Tuffy II"; the brush strokes curve and move around

the face in a compromise between a Van Gogh-itype interpre-

tation znd my cwn lcose 1in echoigue. In "Uncle Tuffy I“

(0
ol

the curve on the back of ihs shirt is extremely important,

not only because it initiates a diagonal rovement that




zve a brighter picture, helping
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i11 =snother experiment with washes and direct

irckes can be seen in my cznvas '""Misscuri Nichts'.
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1ting I started cut with a very dirsct, heas

tion of paint, working solely on the background

eizing horizontal =and vertical pl=anc
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s zlso on horizcntal and vertical planes
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znd long

cctzblish depth znd define objects as well as tone do

-y

painted the

i
-

- 3
)

+he background had been coipletely established, I zgzgein

- L

1
4

pleted all the forms in the paianting, I once again pairnte

several washes, only this time I covered the entire pzin
ing to give it still a greater unity. The result was =

compositienally solid painiting, all areas covered; a 1i

il

gim but not unlike an evening light. The expression va

rt

not as satisfying as a freer, more direct apprcach migh
have been, however I zm plezssd with the results I obt
using this technigue., I intend to work more in this =zre

possibly expanding znd applying the technigue to some of

Iy ebstract paintings converge around a technigu

f ‘»"

(@)
-

g2pplying paint to canvas that I have termed the "flow

style". I developed this approach after becoming zcguei
with and influenced by this type of painting in 197
Paul Jenkins held his exhibition at The Lincdenwood Coll:z

Jenkins was wvery cvasive when gueried szbout his methods
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ive works, znd it wvas nct until the

following year thzt I had any success with my own flow t:

er than the brush marks. These washes heln

-regsed the horizontal and vertical shapes, After I corn

-
ot

1

ccal center, the old man, aiier

T—



by the works "“"Vegetation'" and a large, untitled work con-
of a dominant blue area surroundsd by a delicate
light green area. In these works, I moved

sround on the canveas while it was subnerged in an element

ot easily mixable with the compositicn of the paint I
allcocved certain aress to mix while keeping others separate

during the direction of the flow of peint on the canvas.
This control and epplication of the paint gave me some

of

n

unusual formations and aesthetically plesasing shape
celor. The second variation of the method can be viewed
n a smaller untitled work included in my exhibition. In
this piece there is a blue flowing form which is encased
by heavy, angular brush marks of white, light blue and

epplicaticons

ch

=1l

(4]

prown. This combirnation of itwo differe
of paint led me to =till sznother variation, 2s seen in the

large, dark blue ghstreciion in my shew. In this third



variation, I ccmbined the iwo preceeding methods., First I
flowed the paint to an appropriate design as indicatied by my
first method, and secondly, I added brush strclkes to empha-
=ize and highlight areas of the composition. Thirdly, I
again flowad the paint, covering and overlenping different
areas to add aznd build to the structure. I zchieved greater
depth with this process over the other two, wough I leost

some of the freshness obtained in the other

411 three processes fascinated me and I will

periment with them. They offer a creative fr

o

not restriecting one
offer zn sndless amount of color variation.

exclting Lo create as well as to view.

The art world is built on z2n emotionsl
It is the artist's emotion that influsnces his

a degrec that no two artists ever produce exzct

(WH
o
i
(9]

to any recognizable objectis

riptive representation of an object. Emotion

art both visuvally and productively, and as Mr,

the Starship Enterprise constantly reminds us,

Spock

Yemotil

same

goveruas

of

ocn is

illogical', The art world is a world of conirzdiction, even

the most sieadfast of rules can be found to contain excep— -

tions. It is difficult to discuss this world

in any

without eventually cdnt*adlctﬂng ones own rhiloszophy,

depth

vet



is a TEWar

it

or failure that only a fow careers can duplicate, not only

itics for individual-

iter accomplishing

m

ity. Few zriists can stey depressed
s self-satisfying work. Vincent Ven Gogh once wrote fo
his brother, Theo, and s=zid:
"I egm as rich as Croesvé, not in money
but rich becausge I have feound in my work

something to which I can dsvote myself with

cart and soul, znd which gives inspira-

career in zxrt. I loock h=ck at my graduate studies zand
see them as net only 2 learning experience but as a
veriod that hes given me the confidence to become the

fine zrtist I am capable of being.

In this verbal portion of my culminating project,

I

I have provided the rezder with insights to my philesc-

phies, wy development at Lindenwood IV, and some of my
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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-
sertation. Visual forms must be experienced visually. TFor
example, no amount of description can ever replace viewing
a movie; the same applies to a blind date--it rarely lives
up to a friend's promises. As Joan Mitchell said in a re-
cent interview with QUEST magazine:

"Artist intuit what they like. An explana-

tion can't really convey the attraction.

There is a world of difference between

visual and verbal communication." (1)
The major portion of my culminating project, a one-man
exhibition, is the most natural and revealing of my grad-
uate study and will best represent my accomplishments
during this graduate program. However, to adequately un-
derstand these accomplishments, I need to provide the
viewer and critic 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 in a commercial world while only super-
ficially 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
works of such great artists as Gauguin and Cezanne are
classic examples of society's less than adequate evaluation
and financial 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, repetition 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 above
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 transition
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 society are well worth
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the effOI‘t .

Fine Art should be a conscientious, personal con-
viction rather like 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 reflection--not only of him-
self through his works, but to reflect society itself in
his works. It is the artist in a society who echoes soci-
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 rate reaches
fifty two percent, the artist should not depict marriage
as an unquestionably happy existence, but should show some
of the not-so-enticing-but-real conditions of the insti-
tucion. If society neglects its senior generation, the
a4rtist should depict this. If we are paying an enter-
tainer in Las Vegas eighty théusand dollars a week and in
tha same state are paying teachers eight thousand dollars
2 vear, the artist should illustrate the lopsided aspect
of the situation. I am not advocating that every piece

of work a fine artist produces should emphasize some social
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eyltural declaration; I would never support any creative
nements. I do feel, though, that a fine artist should
»A;elf, which would include a certain amount of cultur-
and social reverberation, in all his works. If I have a

s impression whether cultural, social or personal, it
ences my work. The fine artist should never copy nature,
t+ should see, feel and express it.

- Possibly Paul Gauguin, Vincent Van Gogh and Paul Cezanne

ponstrated my sentiments on personal expression best in

e late nineteenth century when they broke away from the

aﬁnt the most controversial trend in the history of art.
ﬁﬁfil this point in time, the main purpose in art, with
the few exceptions such as imaginary and decorative works,
was to represent or interpret Nature or objects. As with
the Impressionists, their main objective was to exactly
fﬁterpret Nature, with an underlying aim to convey how
Nature changes with specific movements in time and light.
The Post-Impressionists, although influenced by the Im-
Pressionists, moved from the objective art of Naturalism
to the subjective art of "self-expression", which led

to Cubism, Expressionism, Abstract Art, and all other
movements that would either dissect reality or abandon it

for pure expression.
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Paul Cezanne, for example, was influenced by and had
a close association with Manet, Renoir, Sisley and Pissaro,
all leaders in the Impressionist movement. Cezanne used his
pright colors with small brush strokes, similar to the
glimmering technique used by the Impressionists, but he
applied his brush strokes to follow carefully laid out
structure lines. Cezanne established in his paintings a
close relationship between color, rhythm and structure
which gave a more solid illusion of dimension and depth
than the Impressionistic style. Cezanne's works with
objects, as he insisted, were always recognizable, although
at the sime time were on the verge of Cubism or abstraction,
and can easily be connected to both.

Vincent Van Gogh, on the other hand, was a Post-Impres-
sionist who has been labeled as The Father Of Expressionism.
Expressionism, characterized by the distortion of reality
to give visual representations to inner 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 changing but similar brush strokes to such a personal
degree that even an artistic layman can uaually pick out
One of his many works with knowledge of only one or two.

Vincent van Gogh was indeed a genius in the artistic world.
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Influenced by Van Gogh and his brilliant palette,
Paul Gauguin was another influential Post-Impressionist.
Gauguin, a successful stockbroker and collector of Im-
pressionist paintings, gave up his business career at
age forty in 1883 to turn painter and lead the Bohemian
life of an artist. Five years later he fled to Tahiti
to escape "education" and hopefully find and release deeper
and more primitive instinets. His work excitingly con-
trasted that of the Impressionists; instead of soft con-
tours and hazy atmosphere, his works offered rigid angu-
larities and hard color surfaces. His personal expressions
of the native fears of the Tahitian people are moving.
I can almost feel the strange noises of the night in
comparison to those of the day in his woodcut "Woman At
The River'". Whether I'm aesthetically pleased or not with
the works of Gauguin, Van Gogh, or Cezanne is not impor-
tant; their work is, along with the realization that a
work of art is anything but a repetition of some object
in Nature. The progress that their work displays has in-
fluenced artists since (as they themselves were influenced
by their artistic predecessors). "To my mind", Cezanne
said, "one does not substitute oneself for the past, one

Merely adds a new link to its chain."
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‘Mary Frank, a contemporary artist, in a recent

rview was quoted as saying:

"An artist moves within art's ancient on-going

world and becomes a kind of layer in the process." (2)
'j**fdaa of continuity with the past interests me. Whether

we view ourselves as a layer or a new link to its chain,

we must recognize how important the roots of our artis-

tic forefathers are. Too often an artist places emphasis

@&fﬁia "natural" talent and for all practicing purposes for-

j@ﬁta that art even has a past. The battles for recogni-

-i;an of style and theory that the Impressionist, Post-

Imﬁressionist, 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 presumptuous, Rembrandt has always
fascinated me. His style, his pen and ink washes, his dark
Painted surfaces with highlighted portraits have always
influenced me. I would pay any amount to have been able
to study under him. Van Gogh has been another key-note

in my studies, although not at the same level as Rembrandt.
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When studying Rembrandt's drawings and paintings, it is

as if I would have used the same strokes in a line or high-
light; with Van Gogh, it is a connection with his life,

his frustrations and his philosophies. As Saul Steinberg
phrased the connection in a recent article:

"One has a special relationship with the loved

artists. One is kept honest by them and some-

times works to amaze them." (3)

1 feel the artist is kept honest by the past loved artists
for they make obvious accomplishments reachable or a con-
stant torment for present day artistic egos. The artist's
ego is perhaps his most compelling drive which is not in-
expedient, for it incites competition, hence creation and
quality. The artistic world is indeed a frustrating world
at times,

Artists are plagued by aesthetic sand traps. Some
become buried so deep that they never get out and others
emerge only after a great deal of pain and work. I was
in such a trap when I entered my graduate program. I
wWas not sure where to go or what to do with my art. I felt
Iy talent and ability were sufficient, but I could not
decide on subject matter. During my first trimester I

became involved in a restoration project at the Second
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presbyterian Church in St. Louis, Missouri. The work at
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 church 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 first
trimester with drawing and silk-screen work. The mastery
of the complicated techniques of silk screen printing
including the stencil and photographic processes, for
€xample, "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 second trimester to draw-
ing was an important outcome of my first trimester. I
was not seeking solutions in technique and craftsmanship
per se, but seeking the motivation for my work. I have
long felt that drawing was the foundation of the visual
arts. Many people who have thrown themselves impulsively
into painting, graphics and other representative forms
of visual art seeking solutions to their problems in tech-
nique and craftsmanship have awakened disillusioned without
having made progress. Not unlike the many hours of practice
that go into a ballerina's performance, a successful
artist should never go too long without returning to the
basics of drawing.

Drawing has come to be not a foundation, not a
nuisance, not a preparatory for a later '""finished" work,
but a spontaneous, exploratory, creative happening which
is a qualifying attribute for any fine art work. This
enlightenment was especially important to me; my work was
becoming too tight -- not that concern for perfection is
Dot germane in a spontaneous work, but there is just no
time. When absorbed in approximately twenty minute poses
Using models, as ninety percent of my drawing was during

the trimester, I had little time to analize technical
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problems. I learned to trust, rely and become confident
in my aesthetic insight.

Naturally I'm concerned about the images my visual
presentations project, yet I can only project an object
which I am subjective to. : Every new sensation
is related to a past experience whether consciously or not.
When I first see and study the model, 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 will influence the
projected image. The subjective observation is often
Subconscious. What I consciously see at times is not what
I subconsciously feel; and hopefully at times my subcon-
scious will govern my work. I have found that often my
most pleasing accomplishments in the visual world have been
Produced subconsciously, and not recognized as such until
after the work was completed. This is especially evident
when studying a completed short pose. The subconscious
€merges not only in the satisfying technique used in
Structure and composition, but also in the model's expres-
Sion which at times is difficult to consciously reproduce.
The "logic" of the subconscious, intuitive mind, often

differs from and excels that of the conscious; it would be
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foolish to ignore and not use it or any other tools avail-
able to the artist.

Observation in art should be an accumulative exper-
ience of as many of the five senses and as much personal
relevance as possible. Too often all senses other than
sight are neglected for the obvious surface reasons, in
the visual arts. These neglected senses should be used
to test and analyze the eye,for reliance on any one sense
can occasionally deceive you. An artist would have a diffi-
cult time depicting a fire had he never experienced a
fire's heat and noise. It would possibly result in being
0o more than a translucent blending of hues instead of
the destructive force it could be. Using as many senses
8S possible in the observation of the subject can only
improve one's art. The artist should take time to know his
Subject. For instance, even if a person has little or no
artistic ability, yet is knowledgeable in a certain field,
he can usually still draw an accurate visual image of
Whatever equipment, tools or objects with which he is
familiar. Whatever time and effort the artist expends
Observing and acquiring knowledge of his subject will be
Compensated adequately by a more accurate representation.

The artist needs to know and feel something about
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pis subjects. If all the artist was concerned about was
reproducing what he sees, he 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 -- to create whatever effect he wants.
He can use distortion, abstraction, medium, composition, or
any other element he wishes to incorporate or remove in
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
artist, is a gospel one for myself. Not unlike a child
making up imaginary contests and goals for small physical
feats, I set limitations, problems 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, totally ex-
¢luding the use of line. This was a difficult task for

e as my drawings were usually direct, quick, and force-
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—- a process lending itself excellently to the line.
.*zeults, although not instantaneously successful, dev-
far above my expectations and were aesthetically
sing to me. Two such works produced at this time in
exhibition are titled "Karin-Soft" and "George''.

2 are short poses working directly with the models.
nGeorge" is forceful, direct and at the same time soft

and light; this seemingly contradictory analysis was brought
it by quick direct renderance of the subject with the
handling of the medium, red conte, in a very light, almost
delicate way. I was especially happy with the highlighting
shadows off the model's neck and left side. In "George",

1 added a background, implying dark horizontal planes at
slightly different heights at each side of the model,
foreing the eye to follow the lower closer plane next to
the left shoulder to the higher, seemingly farther back
plane next to the right shoulder; this technique added

to a suggestive roughed in background indicates and devel-
opes depth. With "Karin-I", I basically eliminated

the background and faded the rearward sections of the chair
and model for depth. I found both techniques to be satis-
fying. In both of these drawings, I utilized the paper

s a medium with the conte to develop the forms. The soft-
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s, purity and sensitivity in these works were unequalled

rlier conte works. The new satisfaction found in

y 1ight and shade studies was encouraging although I

s not capturing the expressions I wanted. The mood was
tanding, but I was washing some of the personality

om the model. To combat this problem, I resorted to the

e drawing to express my mood as well as the models.

~ The line drawing offers freedom, expression and an

ase in its technique that few other styles can compete

Its carefree style, lending itself to an almost

unconscious scribble, allowed me at times to become completely

absorbed with the model and my impressions of him/her. In

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

purposely racing from one section of the paper to the

next, capturing every impulse, every feeling -- using every

mark, every space and every line to produce the image.

One example of this technique in my exhibition is titled

"Karin-II'". As the observer studies this drawing, he/she

Will notice how the line is as interesting as the subject.

It moves with indecisive rhythm throughout the composi-

tion. 1In one moment the line will circle the highlighted

area on the calf of the left leg, and almost immediately

after, 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
lazily climbs into a strong, powerful, angular pattern, to
shade the cushion of the chair. The line dances throughout
the study in an almost negligent way, allowing tremendous
freedom, yet portraying the subject, perhaps more success-
fully than any of my other works. The line not only offers
an occasionally needed freedom to balance some of the more
demanding techniques, but offers a solution to the problem
of capturing a quick, direct expression.

In contrast to the loose line drawings, I also ex-
perimented with some carefully executed tight pen and ink
studies, The main objective with these works was to produce
a more formal and detailed drawing. The medium of
conte and loose line drawings were appropriate for dealing
with the quick representation and expression of the model,
vyet when a model was not involved and time was available,
my work naturally became more detailed and the medium
changed. Two meticulously detailed works produced during

this period are '"Watergate' and '"The People''. Both are

in my exhibition. In "Watergate'' my objective was to display

my feelings about the three key figures in the Congressional

Investigation, the two defendants (Hunt and Haldeman) and
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one presiding Senator (Irwin). With Hunt, for instance,

T felt that his eyes which were framed in his unique,
half-rimmed glasses gave him an almost sinister, untrust-
ing look; I emphasize this by drawing only his forehead,
eyes, and the heavy glasses, while letting the glasses

cast deep, almost revealing shadows across his eyes. 1In
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, and a
clean, 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 hypoecrisy by placing him

in the center 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 all who watched or saw photos of the hearings. I
arranged the three figures diagonally across the paper, over-

1ﬁpping the forms. This helped to build a strong composition.
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I used a similar style with my drawing of "The People'.
This drawing evolved from the photographs by Margaret
Bourke-White in her and Erskine Caldwell's book, '"You Have
Seen Their Faces'". I was so impressed 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 from
them. Working with overlapping figures and diagonal shapes,
I constructed a strong composition, then added 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 in their display of draftsmanship.
Perhaps my painting offers still a wider range of
contrasts. One style deals 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 alluring to me, and
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 form, which for
me, has to be recognizable. In my exhibition, the observer
Will notice two large, unescapable paintings of obviously

the same old man. These two works are titled "Uncle Tuffy I"
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;izﬁqmcle Tuffy II". With both of these paintings I have
g;;;ured a great portion of my uncle's personality, and
E;Fa considerable extent the way he led his life. As I
;g;tioned earlier, the artist must know as much as possi-
éig about his subject in order to give adequate represen-
;étion to it. I feel that these paintings demonstrate just
this concept. My uncle's character was noticeably influ-
;ntial to me while painting these works. He is a humorous,
full-of-life individual who has led a generous existence
ahd I feel that these two pieces capture the spirit of this
iriendly old man. These works were painted in much the
same manner as my loose line drawings were executed. In
an almost unconscious connection to the model but with

& 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 in
"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"
the curve on the back of the shirt is extremely important,

ot only because it initiates a diagonal movement that
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the eye back into the face, but it expresses the

contrasts with the wholesome, happy expression of a
whose painless youth has long departed. In both paint-
i used the background to highlight the face, putting
£é behind darks and darks behind lights. With "Uncle
;ﬁ I'" I washed the background with various colofs wat-

red down to a point of transparency. This technique tends

;;:hasis to the face and expressive strokes of paint ap-

g?ied there. With "Uncle Tuffy II", I kept the same direct,

?@ﬁck, expressive style used in the face throughout the

%ﬂtire painting. Both techniques brought satisfying re-

?ults with the background, although I liked the style used

in "Uncle Tuffy II" the best. The exclusion of washes

tgnds 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 vertical planes. At dif-

ferent stages of the painting I added several almost trans-

barent washes also on horizontal and vertical planes, only

1e state of old age with his inability to stand straight.
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wider and longer than the brush marks. These washes helped
establish depth and define objects as well as tone down the
background. I painted the focal center, the old man, after
the background had been completely established, I again
stressed the horizontal and vertical shapes. After I com-
pleted all the forms in the painting, I once again painted
several washes, only this time I covered the entire paint-
ing to give it still a greater unity. The result was a
compositionally solid painting, all areas covered; 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 this technique. I intend to work more in this area,
Possibly expanding and applying the technique to some of
my abstracted works.

My abstract paintings converge around a technique
©f applying paint to canvas that I have termed the "flow
Style". I developed this approach after becoming acquainted
With and influenced by this type of painting in 1974, when
Paul Jenkins held his exhibition at The Lindenwood Colleges.
Jenkins was very evasive when queried about his methods in
aChieving his impressive works, and it was not until the

fOllowing year that I had any success with my own flow technique.
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bt that my method of applying paint to canvas is

g has led me past any direct emulation of his work
me interesting innovations of my own.

- In my exhibition, I include three works demonstrat-
ing as many variations of my flow technique. The first
rocess is the direct flowing method, which is exemplified
ﬁ?;*hﬂ works ""Vegetation'" and a large, untitled work con-
; ting of a dominant blue area 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 with the composition of the paint. I
allowed certain areas to mix while keeping others separate
during the direction of the flow of paint on the canvas.
?his control and application of the paint gave me some
unusual formations and aesthetically pleasing shapes of
color. The second variation of the method can be viewed
in a smaller untitled work included in my exhibition. 1In
this piece there is a blue flowing form which is encased
by heavy, angular brush marks of white, light blue and
brown. This combination of two different applications

of paint led me to still another variation, as seen in the

large, dark blue abstraction in my show. In this third



Page 23

variation, I combined the two preceeding methods. First I
flowed the paint to an appropriate design as indicated by my
first method, and secondly, I added brush strokes to empha-
size and highlight areas of the composition. Thirdly, I
again flowed the paint, covering and overlapping different
areas to add and build to the structure. I achieved greater
depth with this process over the other two, although I lost
some of the freshness obtained in the other techniques.
All three processes fascinated me and I will continue to ex-
periment with them. They offer a creative freedom by
not restricting one to any recognizable objects, and also
offer an endless amount of color variation. I find them
exciting to create as well as to view.

The art world is built on an emotional foundation.
It is the artist's emotion that influences his work to such
& degree that no two artists ever produce exactly the same
descriptive representation of an object. Emotion governs
art both visually and productively, and as Mr. Spock of
the Starship Enterprise constantly reminds us, "emotion is
illogical". The art world is a world of contradiction, even
the most steadfast of rules can be found to contain excep-
tions. It is difficult to discuss this world in any depth

without eventually contradicting ones own philosophy, yet
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is a rewarding world. It offers extremes in success
failure that only a few careers can duplicate, not only
ln the monetary sense but in opportunities for individual-
Few artists can stay depressed after accomplishing

21 f-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 inspira-
tion and zest to life". (4)
I too feel rich. I feel gifted and anxious to start 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 culminating 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
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_?ﬁgper can only be used as a supplement to actually

2

ing my exhibition and seeing my work.

David R, Johnston
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CATALOGUE _FOR EXHIBITION

_*?iuck, Little Girl", (11" x 83") Photo Silk Screen
" (14" x 22") Red Conte
n-I'" (22" x 31") Red Conte
*in-II" (224" x 34%") Pencil
issouri Night" (30" x 47") Acrylic Paint

ple" (14" x 23") Pen and Ink

"Uncle Tuffy II" (39" x 44") Acrylic Paint
"Untitled" A (42" x 393") Mixed Medium
"Untitled' B(40" x 24") Mixed Medium

"Untitled" C (393" x 473") Mixed Medium
""Vegetation" (223" x 45") Mixed Medium

r?ﬂatergate" (173" x 223") Pen and Ink
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