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My eppreciation is extended to The Kansae State
Teact College Art Department for the experiences I have
had while worling on my Masters Degree. '

. Without the challenging and scholarly attitude of my
disor and mejor instructor, Richard Slimon, Associate Pro-
or of Art, and the helpful advice of Nr. Rex Hall, Pro-
sor of Art, Dr, J, ¥, Brinkmen, Professor of Art, and

8, Jane Slimon, Proof Reader, I would not have resolved my
, and painting into an analytical form,
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PART 1

COMPOSITION AS THE BASIC ELEMENT

ma year and a half of graduate work at The Kan-
tate Teachers College, my drawlng and painting has
one a process of evolution, It is the purpose of this
e critically this change.
In approaching an analysis of this sort, the first
lal was to find the one basic, unifying characteristic
71;, es the entire body Of my art work, The fact
‘ound this "constant” to be composition, followed more
5 & matter of course, indicates that the entire
. process ie dependent upcon this factor, The term
#itien" 1s used bo mean the structural relationship of
ary forms as they relate to the whole frame of
e, -  manipulation of massive forms one against
M relate to the whole two-dimensional area,
‘ ull.tl of my painting, This ability to arrange
Ln. meane of achleving consistency in my work,
m my paintings, "Symmetrical Grace" (pl. I) and
1 " (pl. II), the frame of reference appeare
%ﬁ pre-described through the overly consistent
gltion which gives the feeling of a landscape
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otif, Shortly afterwards there wae more concern with soli-

lt' composition, as in "Bathers" (pl. III), where a
ly drastic change of 'space" has taken pheo.l
un in the compositional layout and the more varied
_ sl.wm relationships, The primary structure is forced
Wul sense of space which does not allow the

11 > ures to rely upon a "natural” three-dimensional
primary structure of the "Bathers" is forced

ilg,r;" whole idea; the strength and appeal of the work

=

This

: its composition,

painting progressed during this year and a half,
ositional dominance does not really alter,

;arts to become submerged or hidden in a sort
handling of paint in an abetract manner,
jetion" is related to this evolving sense of a new
f"" 'on-;l space which 1s not just atmospheric, but
. What wae done with the compositional space of
'61- IV, V, VI, and VIII) depends upon this struc-
ihieh is directed toward a subtle or more

1 flat pattern, Thie kind of pattern is more
ehended through subtlety and thus the work

wre "tasteful," This tastefulness is achleved not
!"':

"t-

,Imﬂu llusion of a third dimension
onal ce,
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h ¢losely related form patterns but also through
r relationships which draw these form patterns

r, this underlying pattern becomes inereasingly
he kinesthetie manipulation of surface effects
iives tl . impression of looseness, Two of the latest
; 8 series, "Synchromy No. I" (pl, XII) and "Dyna-
yement" (pl. XIII), reveal an even greater feeling
which changes this tasteful pattern of spacial
fhe increased spontanelty makes 1t more difficult
| a structural pattern within the later works,
, this new element was added in order to increase
of surface movement in my painting, The slashing
apt application of shape has to do with a more
on my part with the "whole" 1dea of the
8 apparent ease in performance sghows in the three
s "Lyrical Exuberance," "Synchromy No. I,"
pent" (pls, VIII, XII, XIII), The facility
2t appeared as a more varied integration and

his spontaneous action becomes too dominant, the

tru or composition of my work, as in
j v
le or tutm relationships of color, I mean
s such as the red-blue (violet) range;

A{ i""? *value transition, such as the tint
the shade range (achieved by "greying" the
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B, I" (pl, XII), appears to be almost annihilated

surface appearance., In this painting, the sur-
80 much that it tends to obscure any
ucture, Thus it may easily be overlocked
ause of the extremely emotional appeal of the
inflections or changes that do take

_ logt in an immediate emotional response

one from realizing how essential the composition
'  as @ whole,
there 1p evidence that 1t 1s poseible to

#

‘Wﬂn and balance through the use
lements (spontaneous overpainting and under-

e
2y

e). "Lyrical Exuberance" and "Dynamic Involve-

sling of being both superricial (or easy to
 and structurelly dynamic,

| ‘_A_ t year, a redundancy of composition

t in my paintings., When compositions become
subtle relationships of form camnot correct
For example, "Visual PField" (pl, VII) is

gause it has lost the subtle relationship

n, The force of the structural compoei-

11y work besause of the influence of rigid

m an earlier under-painting to control the

« This diamond motif predicts the linear

| process does mot allow the painting to

4



‘Recently, I turned to the use of the photo-transfer
dque as a means of expanding the compositional possi-
of my work, Initially, the use of this technique
ted in a breekdown of composition, as "Resemblance"
, XI) reveals, In another instance, "Negative Contingency”
M similar in structure to "Baile del Fuego"
mu the use of this additional technique., The
te dra "Regret" and "Hide and Seek" (pls. XIV
A t¢ this process to achleve more execliting composi-
effects which will influence and extend the variety
n in my future paintings.

Sl



PART II

THE RELATIONSHIP OF CONTENT TO CONPOSITION

; of my work may be thought of as a spaclal
ser upon & visual concern for form; the content
ire ag to evolve out of the form, The form
my major concern,
fiable elements are evident, as in "Bathers"
™ (pl. VI), they are a secondary or nearly
tion, Here the "subject" comnotatlon
Tﬁ compared to the vivid literal
apparent in "Negative Contingency"
'Resembl (pl. XI). "Resemblance", more
Mvo Contingency", reveals a breakdown
of the fallure to integrate the literal
frame of reference, This contrast
jaintings supportes my basic belief that “"con-

‘to form in my work and that only when I

e the imagery with the primary structure
become forceful (pl. IX), Further sup-
d appears in "Regret" and "Hide and Seek"
where there is an even greater degree of

en the photo image and compositional considera-



PART III

pyiew this seriee of drawings and paintingse,

{form) eppears to be my major concern; the con-
mt of this composition, This concern for form

I pattern termed tasteful, At times this

obscured by my kinesthetic handling of

per, through the manipulation of form my later

se to a more varied integration and synthesis

dtical analysis has been a difficult task

t_‘;"-,'j ne in retrospect and not during the process
However, the crystallization of thought which
' ff,,_;, has been invaluable in revealing both

! shortcomings of my work, The experience
j;} ularly helpful as I continue to mature as

to work more independently,
1
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PIATE X
"Composition," Summer '67
34" by 48"

PLATE XI
"Resemblance," Spring '68
40" by 4o"
























