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ABSTRACT 

The establishment of one's artistic style 

presents a personal signature which displays a 

uniqueness of identity both through the choice o f 

subjec t matter and the manner in which it is 

represented. A mature style presents a vision that 

is reflective o f the artis t 's philosophy. Many 

factors affec t the evolution of an arti s tic style o r 

vision : t he attitude c oncerning composition and 

col o r are important ; the s elec ted media de t e rmines 

t o a degr e e the appearance of a work of art; and 

d iffering techniques, along with unforeseen problems 

s pecific to the chosen medium, may influenc e 

s tylistic development. 

Thi s Masters Exh i bition is the culminating 

produc t o f graduate studi es in art . The accompanying 

t hesis presents an analysis of the artist ' s s t yli s t ic 

e vo lution. 
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INTRODUCTION 

This paper is written in support of the Graduate 

Exhibit of Mary Spangler and in partial fulfillment 

of candidacy requirements for a Master of Art degree 

in studio Art. Th e exhibit consists of thirty-five 

works: thirteen acrylic paintings, three oil 

paintings, five p as tels, three pencil studies, six 

prints , and six cut-paper works. 

The intent in pursuing a Master of Art degree 

was three-fold. First, to gain a firm understanding 

o f the fine arts profession, including the historical 

legacy from which modern artists often draw 

inspiration for their works. Second, to attain 

proficiency in the use o f two-dimensional media f o r 

the purpose of artistic self-expression. Third , to 

develop an individual artistic style and identity. 

Unders t anding the use of the principles and 

elements of composition and the mastery of varied 

media are paramount in achieving one's aesthetic 

goal s . I nc luded among these goals are: the 

fulfillment of the desire to meet the challenge of 

representing three-dimensional subjects on a two­

dimensional surface ; the representation of 

recognizabl e imagery and the interpretation of 

/ 



2 

subjects as idealized and abstracted; the 

presentation of images which suggests solidity and 

strength while maintaining a quality o f harmony and 

tranquility; and the presentation of line and shape 

in a manner which will evoke in the viewer a sense of 

lyrical movement. 

The development of this body of work is based on 

thorough , rational planning rather than emotional and 

intuitive action. To achieve this end , several 

approaches were undertaken . 

In one approach, photographs were used as a 

starting point. Often one does not have time for 

even a thumbnail sketch, especially when traveling. 

In such cases a thirty-five millimeter camera with a 

zoom lens proved to be an invaluable tool. It allows 

one not only to record the subject, but also to 

compose. Photographs also serve to translate three­

dimensional objects into a two-dimensional format , 

thereby readily solving the problem of such 

interpretation. The photograph serves as a s tarting 

point which provides basic information . Often 

several photographs were combined to create an 

altogether new composi tion. Reference is made to the 

photographs only f or basic knowledge as to details, 

cast shadows, and other general information. It is 
/ 
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far more interesting to work in this manner than to 

copy a photograph in paint. 

Another approach is the use of preliminary 

sketches . Often a sketch or detailed pencil drawing 

is first done, either from a photograph or from the 

subject itself. The purpose for doing this is t o 

determine a value pattern and to aid in developing 

the composition. These preliminary studies also 

serve to solve many rendering problems. 

Another approach is to work directly from the 

sub j ect . In this method, the planning of the 

composition takes place in setting up the subject . 

Afterward, additional time and thought are spent in 

selecting the point of view which presents the most 

interesting and well-balanced composition. The 

enjoyable part is translating from three-dimensional 

to two-dimensional with the eye rather than the 

camera. It is through this interpretation that some 

very interesting distortions can occur. Also one may 

feel a greater freedom in developing the composition 

and using the elements of design. Working directly 

from the subject allows more lateral movement in 

interpretation of that subject. 

The last method to be discussed here is the 

approach t o the development of non-objective works. 

/ 
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They are seen as design problems. They draw heavily 

from the elements and principles of design . The aim 

is to develop a composition which is well balanced 

and rhythmical. 

When one looks at the body of work presented 

here, it is apparent that it is about the 

idealization of subjects through the use of line, 

shape, texture and, especially, color. The problem 

which is of maj or interest is the presentation of 

recognizable imagery which lifts the original objects 

to a new and idealized level of reality, an 

interpretation which presents the subject as greater 

or more imposing than it is in its original state . 

There is also the aim to present harmonious yet 

intense colors, smooth sensuous textures and a kind 

of idealized elegance. Occasional ly, there is an 

attempt to present what hopefully appears t o be a 

suggestion of lyrical movement. And at times 

complementary hues are juxtaposed to crea te the 

vibrat ion of simultaneous contrast f or the purpose of 

further stimulating the viewer's interest. 

The subjects most favored in pursuing the 

solutions to these problems are: still life objects, 

a particular favorite; floral motifs; landscapes with 
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the attendant challenge in representing space or 

depth; and abstractions or non-objective works which 

provide a s pecial outlet for c reating and s o lving 

de s ign problems . 

All of these s ubjects lend themselves t o the use 

o f o rganic shapes and flowing, curvilinear lines. 

This is e s pecially true of the fl o ral motifs and 

abstractions. The repeated use in a c omposition of 

the elements o f line and shape helps t o create a 

gent le , fl owing rhythm throughout. 

The devel opment of stylistic qualities is 

i mp ortant for the artist since it is his "visual" 

signa ture. Some s tylistic qual i ties may surfac e 

whi l e one i s l e a r ning the techniques required for the 

use o f a s pec ific medium. However, a true and uni que 

vocabula ry o f ele ment s emerges only after an interim 

dur i ng which a body o f work h a s de veloped. A 

sty listic vocabular y i s the manifestation o f the 

artist ' s p erson a lity. I t revea ls the p ref erence f or 

l i n e , shape, col o r , texture , s pac e, va l u e , and t h e 

way volume i s rendered. It f u rther reve al s 

organizational pre f erenc e s . This voc abul ary may 

reveal mor e about the a rtist t han is consci ous ly 

realized. I t is on l y t h rough l ook~ng at a body of 
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work in retrospect that one may witness the 

manifes tation of a personal style. 

The body of work presented here spans a period 

of about three years. A period of nearly one and a 

half years prior to that time was spent in becoming 

familiar with the techniques of different media. 

Becoming familiar with media techniques, one might 

add, may be a never ending process . It seems that 

there is always something new to be learned about t he 

use of any given medium for artistic expression. 

Also , over this period o f time a ravenous appetite 

for art history knowledge was being satisfied both in 

classes taken for credit (a total of fifteen hours) 

and in art history classes which were audited f or 

personal fulfillment (a total of twenty-one hours). 
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SELECTED WORKS FROM THE EXHIBITION 

An early work, "Untitled" (f i g . 1 ) is a print 

taken from an incised cast plaster block . It reveals 

an innate preference for curvilinear lines and 

biomorphic shapes . The print has a strong sense of 

flowing movement. The value contrast is at its 

optimum with the simple choice of blue-black (created 

from a mixture of Prussian blue, cadimum red medium 

and permanent green deep to achieve a rich velvety 

quality) on white paper. Shallow space is shown by 

overlapping the various organic shapes and lines . No 

preliminary drawing was done for this piece . The 

design was incised directly on a prepare d plaster 

s lab which was still "green". The design was 

developed by taking proofs in the form o f rubbings as 

the work progressed. The block was then given a coat 

of shella c to prevent the absorption of ink. The 

final proofs were done on mulberry p aper whic h 

yie lded the most satisfactory results. 

Another early work, "Lotus" (fig. 2) is a 

l ino leum p rint done in the waste block technique. 

Thi s is a relief printing technique in which the same 

blo ck is used t o print every c olor i n the 



1 . 1 9 " X 2 . 7 II 

"Untitled"iief print . Pl aster re 

8 

2. 11 " x ll". p r in t. "Lotus " . wa ste - block Lino leum 
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comp osit i on . Mo re o f the block i s carve d away with 

the appl ication o f each color until there is little 

raised surfac e from which to print. In "Lotus '', t he 

s ubject is pres ented as a r ecognizable image and 

i nvolves the layering of s even colors, including the 

white of the paper . Since this technique requires 

all colors to be printed from the same block , careful 

preliminary p l anning was r equired. First, the 

composition was determined by a sketch . Next, the 

value pattern determined the place ment o f col or . A 

complementary scheme using yellow-green and three 

values of red-violet was selected. This choice was 

a c cente d with viol et and yellow. A red-v i olet which 

was grayed and modi fied with white was used. The 

results presen ted a very tranquil and harmonious 

c omposi tion. It should be noted that the pri nt 

"Lo tus" was executed prior to the study o f col or 

theory and shows a definite t endency to use 

complementary hue s and to modify them as to value and 

i ntensity . It displays a n early interest in the 

orchestr ation of color t o achi eve a harmonious e nd . 

To develop the composition, proofs were taken at each 

s tage . Tec hni ques o f careful registration were used . 

c areful planning and cutting produced a finished 

block from which an embossing could be take n. 

/ 
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3 . " Magma I". 1 2 " x 16" . 
Silkscreen print. 
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A later print, "Magma I 11 (fig. 3) is a silk­

screen print which utilized a glue resist technique. 

In this technique, additional water soluble glue is 

placed on the silk-screen with each application of 

color. As a result less of each subsiquent color is 

allowed through the screen, thus creating a 

composition. This technique lends itself to the use 

o f direct and spontaneous methods of development 

which so o ften result in an interesting abstract 

composition. The colors used here were taken from 

the warm side of the color wheel. A golden yellow, 

and earthy orange, along with a deep red-violet were 

used. The white o f the paper was utilized as well. 

swirling, curving shapes and lines abound throughout, 

and there is a strong emphasis on diagonals. The 

result evokes thoughts of a white hot smoldering 

movement, hence the title, "Magma I". 

As work progressed, the idea was conceived for 

the painting "Iris" (fig. 4). The admiration of 

Georgia O'Keeffe's work is obvious in the selection 

of close-ups o f botanical subjects. This artist has 

had an acute interest in horticultural subjects for 

many years and experienced great delight in 

discovering O'Keeff e 's work. In preparation for this 



5 . "Iris" . 
11" X 14". 
Penc il study. 

1 2 

4. "Iris". 
24" X 30". 
Oil on c anvas. 
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work a detailed pencil study of an iris (fig. 5) 

was done from a photograph taken earlier. Working 

from the pencil study and photograph which provided 

guides for a light and dark value pattern, the 

painting was developed. Again biomorphic shapes are 

present. Six elliptical shapes radiate from the 

center and agitated movement seems to revolve around 

them. The colors selected are again complements of 

strong inte nsity. Yellow is played against violet 

and red-violet, and red-orange is used in opposition 

to blue-green. The u se of repeated curvilinear lines 

is abundant. These lines which are long and 

sweeping as well as short, rapidly repeating "C" 

movements may stimulate thoughts of Rococo 

intricacies . Whe n coupled with the use of 

simultaneo us con t r as t o f c olor they create a feeling 

o f almost violent movement in this composition . This 

paint ing uses both hard and soft edge techniques to 

e l ucid ate the value pattern and to juxtapose the 

c o lors . 

"Tulips" (fig. 6), is a pastel done at about the 

same time as the "Iris" composition. This work, 

too, originated as a detailed pencil drawing from a 

photograph (fig. 7 ). The use of complements is again 



7 . "Tulips" . 11 11 x 14!' 
Pencil study. 

6 . 11 Tulips " . 
19" X 25 11

• 

Pastel on 
paper. 

14 
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present here. In addition to the violet and yellow 

contrast, red and green are also used. The work was 

done on a middle beige tone of Canson pastel paper, 

sel ected f or its textural quality . This color of 

ground, along with the softer quality o f pastels and 

the graying of the background colors resulted in less 

v ibration between the complementary hues. This more 

subtle use of color coupled with the use of gently 

flowing lines results in a piece that is harmonious 

and tranquil. There seems to be a hint of elegance 

in this composition of a favorite flower. 

An attempt was made to do an abstraction of the 

"Tulips " composition ( fig. 8). One section o f the 

composition was selected -- the portion with the red 

and yellow blossoms. It was a study done on an eight 

by ten inch canvas board. An attempt was made to use 

more p ainterly brush strokes and the result is 

interesting. However , the composition would have 

been much more effective in a larger format and a 

more even distribution of chiaroscuro. 

The next major painting project was a small 

still life , "Reflections 11 (fig. 9) . It is important 

because it represents a transition from oils to 

acrylics. After being accustomed to using a medium 

that may require one or two weeks to dry to the 

/ 



9 . " Refle c tio ns". 
1 4" X 18 11

• 

Ac rylic on 
c anvas. 

8 . "Tulips". 
8 11 X 10" . 
Oil on 

16 

canvas board. 
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touch, it was a struggle to learn to manipulate a 

medium that dries in fifteen minutes. Techniques had 

to b e learned by trial and error to render the 

delic ate textures of satin, glass, pearls, a shell, 

and flowers. All of these objects rest atop a mirror 

which reflects them. When analyzing this painting in 

terms of design, one can see that consistently 

pres ent are the curvilinear lines, organic shapes, 

and complementary colors which, in this case, are 

h i gh values of red-violet and blue-green . 

Afte r gaining confidence in the use of thi s 

11 ne w11 medium, another still life was attempted o n a 

large r canvas . The subject matter included orient al 

fan s and is entitled 11 Still Life with Oriental Fans " 

( f i g . 10) . This painting is important bec ause it 

represents a bre akthrough in the o r c h estration o f 

color . The c enter f a n is a c l ose f acs imile o f the 

fan i n t h e s til l life. The c o l o r s o f the other 

obj ect s , h owe ver, we r e c arefully s elec ted to c r e ate a 

har moni ous col o r scheme to complement the c enter f an . 

Th e col or scheme i s pre dominat ely compleme n tary using 

the gold of the f a n a ga inst the deep v i o l e t of the 

drap e ry . A second comple mentary scheme i s tha t o f 

o range and b l ue which are used i n t h e f an l y i n g on 

the table a nd t h e t all ceramic vase. 

/ 



10. "stil 1 Life with Oriental Fans " . 
26 " x 30 ". Ac rylic on c anv a s . 

18 
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Blue is repeated in the form o f shadows on the white 

s phe ric al vase. The fan in the upper right corner 

was originally gray with light blue shapes surrounded 

by an echo of white. The fan was interpreted in the 

composition as a gray-green with light blue shapes 

s urrounded by a pale lavender . The use of the deep 

violet drapery and the strong spot light effect on 

the various objects creates a very dramatic mood with 

a baroque flavor . 

Next, time was spent in studying other ar t ist's 

techniques. Two still lifes were executed in the 

styl e of Paul Cez anne . "Still Life with Artic h oke" 

(fig. 11) and "Still Life with Dogwood" (fig. 12) . 

Both contain a tilted table surfac e on which the 

still life objects res t. Broken color was employed 

in desc ribing the volume of the objects . An effort 

was made to allow the space to read both two and 

t hree-dimensionally. Broken lines are used to def ine 

many of the contours o f the objects and the folds o f 

the drapery. In "Still Life with Artichoke" 

del iberate distor t ions we re made in the line of the 

table top, the tilt of the fruit bowl, and the 

perspective of the pitcher which i s seen f rom the 

s ide as we ll as from above . The purpose of these 

d is t o rtion s is to c r eate ten s i on within the painting. 

/ 
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11. " Still Life with Art i c hoke" . 22" x 28". 
Acryl ic o n canvas. 

1 2 . "Stil 1 Li f e with Dogwood" . 
16" x 20". Ac rylic o n canvas . 
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Te n s i on is al s o c reated by the precarious positioning 

o f the piec es of fruit at the edge of the t able in 

both paintings . The purpose of these studies was to 

s trive t o understand how Cezanne composed and 

devel oped his s till lifes, including the tensions and 

distortions that he c reated within his paintings , and 

h is u s e o f shallow spac e and broken color t o cre ate a 

play bet we en the two - dimens ional and the three­

d i men s i on a l. It i s hoped that insights and 

techniques we re gained in thes e studies which might 

b e u s ed in the future . 

The o ther artist s tudied was Camille Cor ot. A 

copy was made of his p ainting o f 1826, 11 The Bridge o f 

Augustus on the Nera 11 (fig. 13 ) . The purpose o f thi s 

study was t o better unders tand the ex ecution o f 

aerial p e rspec tive and the deve lopment of deep space 

i n a l ands c ap e. Coro t c reate d the illusion o f deep 

s pace by using color s which were both grayed and 

lightened a s the y rec eded into the dis tanc e. Also , 

h e u s e d diminut ion o f size t o emphasi z e the rec eding 

p e r s pective. A v e ry admirabl e quality o f Cor ot' s 

p aint ings i s the c lea n, c risp c larity o f col o r which 

h e presents to t h e viewer. 

Followi ng t h e study o f Corot's work, "Sunset on 

I mperial Point 11 was p ain ted ( f i g 14). I t i s an 

/ 
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13. study of Corot: "The Bridge of Augustus on the 
Nera". 20" x 28". Acrylic on paper. 

14. "Sunset on Imperial Point". 22"x28". 
Acrylic on paper. 



23 

acrylic on paper. The imagery is very simple; two 

land masses, one near and one in the distance. They 

are presented as seen at sunset. Aerial perspective 

was attempted and applied with reasonable success. 

In addition, the coulisse effect is used to create 

perspective with the presentation of the overlapping 

of land masses. The color scheme is a split 

complementary one. The sky was painted in varying 

shades of orange and a grayed red violet in several 

values, while the land masses are comprised of 

varying shades of blue-green . All colors are 

reflected in the water. The mood presented by this 

painting is one of harmonious quietude. 

Again an abstract painting was attempted. The 

compo s ition was first developed in a collage (fig. 

15). Next the collage was interpreted in the acrylic 

painting "Gilbert" (fig.16). The interpretation was 

rather literal s ince the composition, value pattern 

and colors were worked out in the collage first . The 

title of the painting was inspired by a hurricane 

wh ich caused loss of life and much destruction in the 

Gulf of Mexico at the time the painting was done. 

The title of the painting was ac tually selected after 

its execution and was suggested by the abundance of 

water , the swirling motifs and the drapery . 

/ 
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"Still Life with Oriental Fans", there is presented a 

boldness and clarity of imagery. Certain objects in 

this painting have been rendered with satisfaction 

and confidence, particularly the lacquer vase, the 

plant and t he transparent plate at the right. Also 

satisfying i s the green ceramic vase, the folded 

paper book and the drop of the drapery at the front 

edge of the table. There appear to be some spatial 

ambiguities in the placement of the plant container 

and the r ed ceramic vase. On the whole, however, 

this painting presents a very satisfying image and 

fulfills the goals of this artist. 

A second study was done of this still life using 

pastels on white Stonehenge, a heavy paper which i s 

one hundred percent rag. The title of this work is 

" St ill L i fe with carved Lacquer vase II" (fig 18 ). 

The same objects were selected f o r rendering, minus 

the green ceramic vase. Because the hues are not 

modifi ed t o t he same extent as those in the acryli c 

ver s i on , the difference in value and intensity of 

col or i s great er. This creates a brighter more 

colorful painting. The same cascading effect of t he 

dr apery i s achieved through line. The shape of the 

f olded book has become mor e i nteresting and less 

stati c with the use of i rregular line t o distort i ts 

/ 
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geometry. The space presented in this painting is 

no t quite as deep as in the acrylic version, but the 

ob j ects are rendered with a satisfactory illusion of 

three-dimensional volume. 

Once again studies of floral motifs were 

undertaken . The first was a composition called "Red 

Tulip" (fig . 19). It was rendered in acrylics from a 

pencil study and a photograph. As with the other 

floral paintings, "Red Tulip'' focuses on an intimate 

view . In this composition, three yellow tulips f orm 

a triangle. The t riangularization of the composition 

is emphasized by t he linear qualities of t he tulip 

leaves wh i ch provide directional guidance for the 

eye. Within this triangle is placed a single red­

orange tulip which is the focal point of this 

painting. once again complementary colors were used . 

The upper section o f the painting is rendered in a 

sof t , muted blue-green to emphasize the r ed-orange 

hue o f the center tulip. The leaves and other 

f o liage are painted in a gray-gree n with light blue 

added to it. This mixture of hues provides a 

harmonious middle ground in the painting. The three 

yellow tulips are complemented by their violet 

centers. The dark and light patterns of these 

f lowers were muted with a thin wash consisting of a 
/ 
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1 9. 11 Red Tulip". 24 11 x 30 11
• Acrylic on canvas . 

2 0 . "Red Tulip " . 19" x 2 5 ". Pastel on paper. 
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mixture o f vio let and yellow o chre. To further 

emphasize b oth the red and the yellow tulips , and t o 

give weight to t he ent ire composition, the t wo l owe r 

cor ner s were render ed in a v e r y dark gree n . This 

co l or has a r i chness bec ause it is a c ombinat i on of 

hookers green, vio let , and alizarin crimson . Because 

c ompl eme n ts were use d to some degree in all o f the 

colo r mixes , the r esulting composition i s one of 

subtly and harmony o f hues . This version of t h e 

"Red Tul ip" compos i t i on h a s s trong contras t in its 

chiaroscuro patte rn. 

Another vers i on o f t his compo s i tion was done . 

It, too, is titled "Re d Tulip" (fig. 20 ). The medium 

is pastel on beige toned paper . This piece h a s a 

more brilliant appe a r anc e bec ause the i n tensi t y o f 

the p igment h as not been grayed a s it was in the 

acrylic version . Both p i eces r etain an idea l ized 

quality which is found i n most o f t he wor ks in this 

exhibition . 

"Morning Gl ories" was the subject o f the next 

floral piece (fig . 21 ) . No pencil study was done f or 

this work. Instead the pastel study was rendered 

directly from a photograp h of l avend er morning 

glories. The co l or scheme selec ted f or this p i ece is 

an analogous one featuring yellow- green, green, blue-

/ 
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21 . "Mo rn i ng Gl or i e s " . 16 " X 22 ". 
Pas tel on paper . 
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green, and blue on a complementary background of 

violet and gold. The effect is one which is cool and 

tranquil with an undertone of excitement created by 

the complementary hues of the background. Broken 

red-violet l i nes are used to delineate certain areas 

of the blossoms. curvilinear lines abound throughout 

and even radiate like wheel spokes from the center of 

each flower. Organic shapes are plentiful within 

this piece and are most complementary to the smooth 

texture which was c reated by blending pastel over 

pastel . This blending technique creates a sensuil, 

soft edge quality . It might be appropriate to 

mention here that at no time was a stump or finger 

used to blend the pas tels. Blending was done by 

l ayering color ove r color, for the purpose of 

c reating a rich l uminous quality. Moreover , no 

fixative was used in order that the purest qualities 

o f the pigment could be maintained. 

Following the floral studies, landscape 

subjects were again attempted. A decision was made 

to do a series of studies featuring scenes from the 

Missouri Botanical Garden; in particular the 

Seiwa-en, the Japanese Garden. 
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The subject selected for the first study in the 

series is a gray-white structure surrounded by the 

lush green of the garden. It is the structure which 

houses the statue entitled "Victory o f Knowledge over 

Ignorance '' . Henry Shaw acquired this statue f or his 

garden. The structure which houses the statue was 

originally built as a mausoleum for Mr. Shaw. 

However, he had another structure closer to his 

beloved Tower Grove House , built to contain his 

remains. This study was executed in pastels and is 

entitled "Henry Shaw's Monument to Victory" (fig . 

22 ). It presents a limited use o f aerial 

perspect i ve. It also illustrates the coulisse effect 

in depicting spac e by overlapping various elements 

such as the structure in the middleground which has 

the f o l iage and evergreen bough in front of it. 

There is a further thrust into space implied by the 

presence o f the tree b oughs which are cut off by the 

picture plane. This is a device, earlier used by 

o riental artists, which came into use in the west 

with the advent of photography. It was also 

frequently used by the impressionist painters as a 

tool to dep i ct space . curvilinear lines are on ce 

again present, in the form of the evergreen boughs 

and the exaggerated curve o f the sidewalk, both of 

/ 



22 . "Shaw 's Monument t o Vi c tor y ". 
19 " x 25". Pas tel on paper. 

23. " Autumn 1n the se 1wa - en, shaw 's Garden". 
96 " x 36". Tr ipt y ch. Ac r y lic on canvas. 

3 5 
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which serve to direct the eye to the structure at the 

center of the composition. The rendering of the 

gray-white stone presents an opportunity for the use 

of reflected colors, both warm and cool. The shading 

on the central structure is violet and is 

complemented by the soft yellow and yellow-green of 

the surrounding shrubs, while the blue of the sky and 

the greens of the foliage are complemented by the 

rust color of the earth . The initial drawing of 

elements in this work was done in complements of the 

local colors actually presented by the scene. This 

technique provides an undertone of excitement to an 

otherwise tranquil scene. 

The next landscape in the Missouri Botanical 

Garden series was a panoramic view of selected 

scenes. This piece was entitled ''Autumn in the 

seiwa-en, Shaw's Garden'' {fig. 23). It developed 

into a major piece whose dimensions are ninety-six 

inches wide by thirty-six inches tall. The format 

selected is the classic triptych tradition o f late 

Medieval and Renaissance art. The size of each side 

panel represents one-half the dimension of the center 

panel. Each panel was framed independently rather 

than hinged as was traditional . In addition, each 

panel works as an independent compositi on. A 
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collection of eight photographs was used to develop 

this comp os i t ion . The major scenes selected from the 

Garden are: the island which serves as the location 

for the Japanese Teahouse and the arched bridge which 

provides access; the yatsuhachi, or eight plank 

bridge; and the Victoria Lily Pool with a view of the 

Li nnean House, the oldest functioning greenhouse west 

o f the Mississippi River. Since these were separate 

views within the Garden, the problem was to develop a 

composition which combined the three motifs in a 

manner which was coherent. This was achieved by 

us i ng a curvilinear line which connected all three 

panels. The flowing line represents the shoreline o f 

the large pond in the Japanese Garden . The actual 

perimeters of the body o f water were restructured t o 

meet the needs of the compos ition. In the 

composition, the lower section of the center panel 

presents the viewer with a point of refere nce. A 

pro jection of land from whic h to view t he scene was 

placed here to provide a perspective thrust into the 

composition. This is a typical device used in 

Oriental compositions . In the panel to the left, the 

eight plank bridge, provides the viewer wi t h passage 

into the scen e . rt creates a sense of perspec tive 

through diminution o f the size o f the variou s planks 



38 

o f the bridge. The same type of perspective occurs 

in the panel on the right with the diminishing size 

of the giant water lily pads. The center panel 

guides the eye into the composition utilizing the 

diminution of size of the oriental lamps and the 

shrubs. The larger items on the near shore 

contrast with the smaller details on the distant 

shore. The use of diminishing perspective especially 

in the side panels and the curvilinear lines flowing 

throughout provides a route for the eye to travel 

into, around, and out of the composition. 

As the scene was intended to be autumnal, 

yellow- orange was used as an under painting to create 

an overall warm glow . The color scheme retains a 

complemen tary feeling . Rust was used in many areas 

to complement the blues of the wate r and sky and the 

greens of the trees. The red violet of the arched 

bridge, the lavender of the l antern in the 

foreground, and the light mauve o f the Linnean House, 

along with some of the foliage, are in contrast with 

the yellow-green of the grass, lily pads, and many of 

the shrubs. The rendering o f the water and the 

r e flections presented many problems; through trial 

a nd error, it was determined that a vertical approach 

was mos t appropriate . Many vertic al strokes were 
/ 
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laid side by side, placing specific col ors where 

necessary to render the reflections. The water was 

painted darker at the bottom by adding viol et and 

hookers green to the blue-gray mixture. I t was 

rendered lighter at the distant shore by adding a 

creamy white to the same blue-gray hue. This 

modulation of dark to light creates a sense of aerial 

perspective. The teahouse was rendered several times 

and finally a subtle blue-gray hue was decided upon 

as most harmonious in the compos ition. It also 

complements the red-violet o f the arched bridge. 

The triptych was an enormous and challenging 

undertaking. It required many hours to complete 

because passages were painted and repainted in an 

ef f ort to c reate harmony of line, texture, and 

espec ially harmony in col or relationships. This work 

has very strong Oriental overtones and one of the 

aims was to evoke emotions consistent with the 

Oriental philosophy that all things should exist 

together in harmony and tranquility. 
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CONCLUSION 

Setting goals and striving to fulfill them is a 

process wh ich provides one with purpose in life. It 

is through this process that one continues to grow. 

The intentions and goals put f orth in the 

introduction o f this paper have for the most part 

bee n realized, some with greater satisfaction than 

others. 

One of the major points of intent was to gain a 

firm understanding of the art profession. This is an 

undertaking of endless pursuit. It involves various 

pro fessions wi t hin and related to the fine arts , 

i ncludi ng t he function o f galleries and museums. The 

profession o f an artist involves muc h more than 

making art. Good management is essential. one must 

a c count f or time, supplies and other items of record. 

Important also is a n accounting of financ ial assets 

and liabil ities . Marketing ones work is another area 

o f concern f o r the artist . Invo lved is the 

photographic recording o f a work, the presentation o f 

the work by matting and fr aming, and the submiss i on 

for juried exhib its . All o f t hese activities r equire 

a c e rtain amount o f time, but are very necessary t o 

the success o f an artist in today 1 s world. The 

~ 
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establishment o f studio is also a consider ation. It 

would seem t hat a unit o f study might be developed 

which specifically addresses these topics. Armed 

with inf ormation o f this t ype the artist would b e 

better prepared to deal with business associated with 

art. 

Knowledge o f a historical legacy was also 

mentioned as a major p o i nt. It i s important to learn 

about earlier works o f art as well as contemporary 

works in varied media. I mportant , too, i s the 

placement o f the study o f such art within a cultural 

context and the i nc lusion o f the broad study o f 

cultures which extends from the primitive to the 

sophisticated . When one has added these studies to 

one's scope o f knowledge there is a wea lth of 

s timulating material from whic h t o work . 

Pro f iciency in the use o f two-dimensional media 

was another goal which was set f orth. It is 

necessary to learn s p ecific tec hniques with s pecifi c 

media in order to c reate a sat isfactory piece of a rt. 

Printmaking is a good illustration o f this. It is 

important that t he quality and type of paper selected 

i s suited to the project . The type o f ink used and 

the manner in which it is mixed are considerati ons . 

And most importantly, registration tec hniques must b e 

/ 
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accurately applied when printing more than one plate. 

This artist feels that appropriate skills have been 

learned in the use of oils, acrylics, pencil, 

pastels , and printmaking - - both relief and 

s ilksc reen . 

The rendering of objec ts is important in 

pre sent ing an image . The greatest and most 

s atisfying challenge, when it is successfully 

e xecute d, i s t h e interpretation o f three-dimensional 

s ubject s in terms of the two-dimensional requirements 

o f the paper o r c anvas. 

As t o the matter of the development o f a style, 

this a rtist f eel s that one has finally emerged. Fo r 

lac k of a label, a description will have t o s uffice. 

Rendering imagery whic h is easy to recognize, is an 

imp ortant e l e ment , but such imagery is usually 

i de a lized a nd ab stract ed. Motifs are frequently 

pre s ented in an a ttitude of strength, boldness, and 

sol i d i ty. Because o f a great a ffec tion for a 

graceful, curvilinear line and flowing organic 

shape s, s ome wo rks may take on a lyrical or 

rhythmical qua lity. As t o color , much exploration 

has been d o ne h e re in t erms o f colo r relationships . 

The h ues u sed a re often complementary yet in values 

and intensiti es whic h are h a rmon ious. At times they 
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may reveal greater intensity and demand more of the 

viewer. The use of color and its relationships is a 

fascinating area of art and one might add that it 

would be desirable to be known as a colorist. 

It is probable that this artist ' s style will 

be altered and modified with time and experience. 

However, one f eels certain that the essence of 

strength , rhythm, harmony, and the fascination with 

color will remain unchanged. 
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SLIDE REGISTRY OF WORKS EXHIBITED 

Title of works Media 

1. 

2 . 

3. 

4 . 

5. 

6 . 

7. 

8 . 

9 . 

10. 

11. 

12 . 

13. 

14. 

15. 

16 . 

"Still Life with Acrylic 
Carved Lacquer Vase" 

"Still Life with Pastel 
carved Lacquer 
Vase II 11 

"Still Life With Acrylic 
Oriental Fans" 

"Reflections" Acrylic 

"Still Life with Acrylic 
Artichoke" 

(after Cezanne) 

11 Still Life with Acrylic 
Dogwood" 

(after Cezanne) 

"Glass, Shell and Oil 
Too Much Rope" 

"Iris" Oil 

"Iris" Pencil 

11 Tulips 11 Pencil 

"Tulips" Pastel 

"Tulips" Oil 

"Red Tulip" Pencil 

"Red Tulip" Acrylic 

"Red Tulip" Pastel 

"Morning Glories" Pastel 

size 

20"x28" 

20"x28" 

24 "x30" 

14"x18" 

24 11 X30 II 

16 " x20" 

18"x24" 

24 11 X30 II 

ll"x14" 

11"x14" 

19"x25" 

8"x10" 

8"x10 1 /2 " 

24"x30" 

19"x25" 

16"x2 2" 
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17. "Narcissus" Acrylic 18"x24" 

1 8. "Lotus" Linoleum 12 11 x12 11 

Block 
Print 

19. "Lotus" Embossed 12"x12 11 

Print 

20 . "Sunset on Acryli c 2 0"x28" 
Imperial Point" on paper 

21. "Autumn in the Acrylic 9 6 "x3 6" 
Seiwa- En, Triptych 
Shaw's Garden" 

2 2 . "Seiwa-En Acrylic 2 4 "x3 0 11 

Teahouse" 

23. "Shaw 1 s Monument Pastel 19"x25 11 

t o Victory" 

24. "Study of Corot's Acrylic 20"x28" 
The Bridge of on paper 
Augustus on the 
Nera" 

2 5. "Dance in Time Acrylic 2 6 "x38 " 
and Space- - a s tudy 
o f movement" 

2 6 . "Gilbert" Collage 1 2 "x17" 

2 7. "Gilbert" Acrylic 1 6 "x20" 

28 . "Untitled11 Plaster 1 9 "x27" 
Relief 
Print 

29 . "Magma I" Screen 12 11 xl6 11 

Print 

30 . 11 Playing with Sc reen 1 2 "x18" 
Cubes" Print 

31. "Gearing Up " Relief 1 2 "x18" 
Print 

/ 



32. Color Theory 
Plate 5 
"Stripes in 
Harmony and Rhythm" 

33 . Color Theory 
Plate 8 
"Pattern: Chromatic 
and Achromatic" 

34. color Theo ry 
Plate 9 

35 . 

"Torn Edge Collage" 

Col or Theory 
Plate 1 2 
Trans lation of 
colors and values 
"The Bridge over the 
by Caillebotte 

36 . Col o r Theory 
Plate 13 Paper 
"Bezold Effect" 

cut Colored 
Paper 

cut Colored 
Paper 

Cut Co l ored 
Paper 

cut Colored 
Paper 

6"x9" 

6 II X9 II 

6"x9" 

6 II X9 II 

Seine at Argenteu il" 

Cut Colored 6 " x9 " 
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