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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 of
subject matter and the manner in which it is
represented. A mature style presents a vision that
is reflective of the artist's philosophy. Many
factors affect the evolution of an artistic style or
vision: the attitude concerning composition and
color are important; the selected media determines
to a degree the appearance of a work of art; and
differing techniques, along with unforeseen problems
specific to the chosen medium, may influence
stylistic development.

This Masters Exhibition is the culminating
product of graduate studies in art. The accompanying
thesis presents an analysis of the artist's stylistic

evolution.
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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. The exhibit consists of thirty-five
works: thirteen acrylic paintings, three oil
paintings, five pastels, 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
of 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 of two-dimensional media for
the purpose of artistic self-expression. Third, to
develop an individual artistic style and identity.

Understanding the use of the principles and
elements of composition and the mastery of varied
media are paramount in achieving one's aesthetic
goals. Included 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

recognizable imagery and the interpretation of



subjects as idealized and abstracted; the
presentation of images which suggests solidity and
strength while maintaining a quality of 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 starting
point which provides basic information. Often
several photographs were combined to create an
altogether new composition. Reference is made to the
photographs only for 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 to
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
subject. 1In 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 to 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 major 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 1is in its original state.
There is also the aim to present harmonious yet
intense colors, smooth sensuous textures and a kind
of idealized elegance. Occasionally, there is an
attempt to present what hopefully appears to be a
suggestion of lyrical movement. And at times
complementary hues are juxtaposed to create the
vibration of simultaneous contrast for 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




the attendant challenge in representing space or
depth; and abstractions or non-objective works which
provide a special outlet for creating and solving
design problems.

All of these subjects lend themselves to the use
of organic shapes and flowing, curvilinear lines.
This is especially true of the floral motifs and
abstractions. The repeated use in a composition of
the elements of line and shape helps to create a
gentle, flowing rhythm throughout.

The development of stylistic qualities is
important for the artist since it is his "visual"
signature. Some stylistic qualities may surface
while one is learning the techniques required for the
use of a specific medium. However, a true and unique
vocabulary of elements emerges only after an interim
during which a body of work has developed. A
stylistic vocabulary is the manifestation of the
artist's personality. It reveals the preference for
line, shape, color, texture, space, value, and the
way volume is rendered. It further reveals
organizational preferences. This vocabulary may
reveal more about the artist than is consciously

realized. It is only through looking at a body of



work in retrospect that one may witness the
manifestation 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 the
use of any given medium for artistic expression.
Also, over this period of 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 for

personal fulfillment (a total of twenty-one hours).



SELECTED WORKS FROM THE EXHIBITION

An early work, "Untitled" (fig. 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 prepared plaster
slab which was still "green". The design was
developed by taking proofs in the form of rubbings as
the work progressed. The block was then given a coat
of shellac to prevent the absorption of ink. The
final proofs were done on mulberry paper which
yielded the most satisfactory results.

Another early work, "Lotus" (fig. 2) is a
linoleum print done in the waste block technique.
This is a relief printing technique in which the same

block is used to print every color in the
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"Uatitleg®. 18T % 27%,

Plaster relief print.

rLotus™: ¢ G AL B e
Linoleum waste-block print.
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composition. More of the block is carved away with
the application of each color until there is little
raised surface from which to print. 1In "Lotus", the
subject is presented as a recognizable image and
involves the layering of seven colors, including the
white of the paper. Since this technique requires
all colors to be printed from the same block, careful
preliminary planning was required. First, the
composition was determined by a sketch. Next, the
value pattern determined the placement of color. A
complementary scheme using yellow-green and three
values of red-violet was selected. This choice was
accented with violet and yellow. A red-violet which
was grayed and modified with white was used. The
results presented a very tranquil and harmonious
composition. It should be noted that the print
"Lotus" was executed prior to the study of color
theory and shows a definite tendency to use
complementary hues and to modify them as to value and
intensity. It displays an early interest in the
orchestration of color to achieve a harmonious end.
To develop the composition, proofs were taken at each
stage. Techniques of careful registration were used.
Careful planning and cutting produced a finished

block from which an embossing could be taken.
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3., "Magma I". 12® % 16".
silkscreen print.
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A later print, "Magma I" (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
of direct and spontaneous methods of development
which so often 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 of 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 of botanical subjects. This artist has
had an acute interest in horticultural subjects for
many years and experienced great delight in

discovering O'Keeffe's work. 1In preparation for this
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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 intensity. Yellow is played against violet
and red-violet, and red-orange is used in opposition
to blue-green. The use 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. When coupled with the use of
simultaneous contrast of color they create a feeling
of almost violent movement in this composition. This
painting uses both hard and soft edge techniques to
elucidate the value pattern and to juxtapose the
colors.

"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
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Pencil study.
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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,
selected for its textural quality. This color of
ground, along with the softer quality of pastels and
the graying of the background colors resulted in less
vibration 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 tranqguil. 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
"rulips" composition (fig. 8). One section of 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 painterly 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 1life, "Reflections" (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

F 4
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"Tulips".
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0il on
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"Reflections".
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touch, it was a struggle to learn to manipulate a
medium that dries in fifteen minutes. Techniques had
to be learned by trial and error to render the
delicate 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
present are the curvilinear lines, organic shapes,
and complementary colors which, in this case, are
high values of red-violet and blue-green.

After gaining confidence in the use of this
"new" medium, another still life was attempted on a
larger canvas. The subject matter included oriental
fans and is entitled "Still Life with Oriental Fans"
(fig. 10). This painting is important because it
represents a breakthrough in the orchestration of
color. The center fan is a close facsimile of the
fan in the still 1life. The colors of the other
objects, however, were carefully selected to create a
harmonious color scheme to complement the center fan.
The color scheme is predominately complementary using
the gold of the fan against the deep violet of the
drapery. A second complementary scheme is that of
orange and blue which are used in the fan lying on

the table and the tall ceramic vase.



10.

"still Life with Oriental Fans".
26" x 30", Acryvlic on canvas.
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Blue is repeated in the form of shadows on the white
spherical 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
surrounded 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 artist's
techniques. Two still lifes were executed in the
style of Paul Cezanne. "Still Life with Artichoke"
(fig. 11) and "Still Life with Dogwood" (fig. 12).
Both contain a tilted table surface on which the
still life objects rest. Broken color was employed
in describing the volume of the objects. An effort
was made to allow the space to read both two and
three-dimensionally. Broken lines are used to define
many of the contours of the objects and the folds of
the drapery. In "Still Life with Artichoke"
deliberate distortions were made in the line of the
table top, the tilt of the fruit bowl, and the
perspective of the pitcher which is seen from the
side as well as from above. The purpose of these

distortions is to create tension within the painting.



11. + "st4ll Life with Artichoke". 22" x 28",
Acrylic on canvas.

12. "still Life with Dogwood".
16" x 20". Aerylic on canvas.
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Tension is also created by the precarious positioning
of the pieces of fruit at the edge of the table in
both paintings. The purpose of these studies was to
strive to understand how Cezanne composed and
developed his still lifes, including the tensions and
distortions that he created within his paintings, and
his use of shallow space and broken color to create a
play between the two-dimensional and the three-
dimensional. It is hoped that insights and
techniques were gained in these studies which might
be used in the future.

The other artist studied was Camille Corot. A
copy was made of his painting of 1826, "The Bridge of
Augustus on the Nera" (fig. 13). The purpose of this
study was to better understand the execution of
aerial perspective and the development of deep space
in a landscape. Corot created the illusion of deep
space by using colors which were both grayed and
lightened as they receded into the distance. Also,
he used diminution of size to emphasize the receding
perspective. A very admirable quality of Corot's
paintings is the clean, crisp clarity of color which
he presents to the viewer.

Following the study of Corot's work, "Sunset on

Imperial Point" was painted (fig 14). It is an
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14.

Study of Corot:
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"The Bridge of Augustus on the

Nera". 20" x 28", Acrylic on paper.

"sunset on Imperial Point". 22Nx28" .,
Acrylic on paper.
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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
composition 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 since the composition, value pattern
and colors were worked out in the collage first. The
title of the painting was inspired by a hurricane
which 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 actually selected after
its execution and was suggested by the abundance of

water, the swirling motifs and the drapery.
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geometry. The space presented in this painting is
not quite as deep as in the acrylic version, but the
objects 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 form
a triangle. The triangularization of the composition
is emphasized by the linear qualities of the tulip
leaves which 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 of the painting is rendered in a
soft, muted blue-green to emphasize the red-orange
hue of the center tulip. The leaves and other
foliage are painted in a gray-green 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

flowers were muted with a thin wash consisting of a
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"Red Tulip".

"Red Tulip".

24“

19"

¥ 30%.
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Acrylic on canvas.

Pastel on paper.
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mixture of violet and yellow ochre. To further
emphasize both the red and the yellow tulips, and to
give weight to the entire composition, the two lower
corners were rendered in a very dark green. This
color has a richness because it is a combination of
hookers green, violet, and alizarin crimson. Because
complements were used to some degree in all of the
color mixes, the resulting composition is one of
subtly and harmony of hues. This version of the
"Red Tulip" composition has strong contrast in its
chiaroscuro pattern.

Another version of this composition was done.
It, too, is titled "Red Tulip" (fig. 20). The medium
is pastel on beige toned paper. This piece has a
more brilliant appearance because the intensity of
the pigment has not been grayed as it was in the
acrylic version. Both pieces retain an idealized
quality which is found in most of the works in this
exhibition.

"Morning Glories" was the subject of the next
floral piece (fig. 21). No pencil study was done for
this work. 1Instead the pastel study was rendered
directly from a photograph of lavender morning
glories. The color scheme selected for this piece is

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



"Morning Glories".
Pastel 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 lines 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 created by blending pastel over
pastel. This blending technique creates a sensual,
soft edge quality. It might be appropriate to
mention here that at no time was a stump or finger
used to blend the pastels. Blending was done by
layering color over color, for the purpose of
creating a rich luminous quality. Moreover, no
fixative was used in order that the purest qualities
of 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 of Knowledge over
Ignorance". Henry Shaw acquired this statue for 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 of aerial
perspective. It also illustrates the coulisse effect
in depicting space by overlapping various elements
such as the structure in the middleground which has
the foliage and evergreen bough in front of it.
There is a further thrust into space implied by the
presence of the tree boughs which are cut off by the
picture plane. This is a device, earlier used by
Oriental 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 depict space. Curvilinear lines are once
again present, in the form of the evergreen boughs

and the exaggerated curve of the sidewalk, both of
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22. "Shaw's Monument to Victory".
19" x 25". Pastel on paper.

3., "Autumn in the Seiwa-en, Shaw's Garden'.
gg" 'x 36". Triptych. Acrylic on canvas.
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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 of 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 composition. A
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collection of eight photographs was used to develop
this composition. 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
Linnean House, the oldest functioning greenhouse west
of 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
using a curvilinear line which connected all three
panels. The flowing line represents the shoreline of
the large pond in the Japanese Garden. The actual
perimeters of the body of water were restructured to
meet the needs of the composition. 1In the
composition, the lower section of the center panel
presents the viewer with a point of reference. A
projection of land from which to view the scene was
placed here to provide a perspective thrust into the
composition., This is a typical device used in
Oriental compositions. 1In the panel to the left, the
eight plank bridge, provides the viewer with passage
into the scene. It creates a sense of perspective

through diminution of the size of the various planks
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of 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 underpainting to create
an overall warm glow. The color scheme retains a
complementary feeling. Rust was used in many areas
to complement the blues of the water and sky and the
greens of the trees. The red violet of the arched
bridge, the lavender of the lantern in the
foreground, and the light mauve of 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 of the water and the
reflections presented many problems; through trial
and error, it was determined that a vertical approach

was most appropriate. Many vertical strokes were
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laid side by side, placing specific colors where
necessary to render the reflections. The water was
painted darker at the bottom by adding violet and
hookers green to the blue-gray mixture. It 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 composition. It also
complements the red-violet of 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
effort to create harmony of line, texture, and
especially harmony in color 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 trangquility.
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CONCLUSION

Setting goals and striving to fulfill them is a
process which provides one with purpose in life. It
is through this process that one continues to grow.
The intentions and goals put forth in the
introduction of this paper have for the most part
been 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
professions within and related to the fine arts,
including the function of galleries and museums. The
profession of an artist involves much more than
making art. Good management is essential. One must
account for time, supplies and other items of record.
Important also is an accounting of financial assets
and liabilities. Marketing ones work is another area
of concern for the artist. 1Involved is the
photographic recording of a work, the presentation of
the work by matting and framing, and the submission
for juried exhibits. All of these activities require
a certain amount of time, but are very necessary to

the success of an artist in today's world. The



41
establishment of studio is also a consideration. It
would seem that a unit of study might be developed
which specifically addresses these topics. Armed
with information of this type the artist would be
better prepared to deal with business associated with
art.

Knowledge of a historical legacy was also
mentioned as a major point. It is important to learn
about earlier works of art as well as contemporary
works in varied media. Important, too, is the
placement of the study of such art within a cultural
context and the inclusion of the broad study of
cultures which extends from the primitive to the
sophisticated. Wwhen one has added these studies to
one's scope of knowledge there is a wealth of
stimulating material from which to work.

Proficiency in the use of two-dimensional media
was another goal which was set forth. It is
necessary to learn specific techniques with specific
media in order to create a satisfactory piece of art.
Printmaking is a good illustration of this. It is
important that the quality and type of paper selected
is suited to the project. The type of ink used and
the manner in which it is mixed are considerations.

And most importantly, registration techniques must be
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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
silkscreen.

The rendering of objects is important in
presenting an image. The greatest and most
satisfying challenge, when it is successfully
executed, is the interpretation of three-dimensional
subjects in terms of the two-dimensional requirements
of the paper or canvas.

As to the matter of the development of a style,
this artist feels that one has finally emerged. For
lack of a label, a description will have to suffice.
Rendering imagery which is easy to recognize, is an
important element, but such imagery is usually
idealized and abstracted. Motifs are frequently
presented in an attitude of strength, boldness, and
solidity. Because of a great affection for a
graceful, curvilinear line and flowing organic
shapes, some works may take on a lyrical or
rhythmical quality. As to color, much exploration
has been done here in terms of color relationships.
The hues used are often complementary yet in values

and intensities which are harmonious. At times they




43
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 feels 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

1.

10.
11.
12.
13.
14.
15.
16.

"Still Life with

Carved Lacquer Vase"

"still Life with
Carved Lacquer
Vase II™

"Still Life With
Oriental Fans"

"Reflections™"
"Sstill Life with
Artichoke™
(after Cezanne)
"Still Life with
Dogwood"

(after Cezanne)

"Glass, Shell and
Too Much Rope"

et 59 Y R
“Iris"
"Tulips"
"Tulips"
"Tulips"
"Red Tulip"
"Red Tulip"
"Red Tulip"

"Morning Glories"

Media

Acrylic

Pastel

Acrylic

Acrylic

Acrylic

Acrylic

0il

0il
Pencil
Pencil
Pastel
0il
Pencil
Acrylic
Pastel

Pastel

size

20"x28"

20"x28"

24"x30"

14"x18"

24"x30"

16"x20"

18"x24"

24"x30"
11"x14"
11"x14"
19"x25"

8"}{10"
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8"x10 1/2"

24"x30"
19"x25"

16llx22ll
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18,

19.

20.

23,

22.

23

24,

2%

26,

Y AP

28,

29.

30.

3L

"Narcissus"

"Lotus"

"Lotus"

"Sunset on
Imperial Point™"

"Autumn in the
Seiwa=-En,
Shaw's Garden"

"Seiwa-En
Teahouse™"

"Shaw's Monument
to Victory"

"Study of Corot's

The Bridge of
Augustus on the
Nera"

"Dance in Time

and Space--a study

of movement"
"Gilbert"
"Gilbert"

"Untitled"

"Magma I"

"Playing with

Cubes™"

"Gearing Up"

Acrylic

Linoleum

Block
Print

Embossed

Print

Acrylic

on paper

Acrylic
Triptych

Acrylic

Pastel

Acrylic

on paper

Acrylic

Collage
Acrylic
Plaster
Relief
Print

Screen
Print

Screen
Print

Relief
Print

18"x24"

12"x12"

12%%L2"

20"x28"

96"x36"

24"x30"

19" x25"

20"x28"

26"x38"

12¥%1T"

le"xa2o"

19 27"

12"x16"

12"x18"

12"R1i8n
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33.

34.

35.

36.

Color Theory

Plate 5

"Stripes in
Harmony and Rhythm"

Color Theory

Plate 8

"Pattern: Chromatic
and Achromatic"

Color Theory
Plate 9
"Torn Edge Collage"

Color Theory
Plate 12
Translation of
colors and values

Cut Colored
Paper

Cut Colored
Paper

Cut Colored
Paper

Cut Colored
Paper

61|x9 "

6 llxg n

6"}{9 n

6 n xg n

"The Bridge over the Seine at Argenteuil"

by Caillebotte

Color Theory
Plate 13 Paper
"Bezold Effect™

Cut Colored

6“}(9 L]
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