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Night Mist3C

In this painting I attempted to create a feeling of
fantasy and mystery; I tried to get poetry into my work,
This I did by superimposing a bio-morphic film color shape
over rectangles and trapezoids., Mr. Cunningham thought I:

had succeeded.

Fall Lgndscapez7

Mr. Cunningham stressed the sense of order in the
ugse of color. Basing his logical color relationships on
the Ostwald theory, he would help us select those colors
which would give us a definite order. He by the way, has
an uncanny sense of recognizing every hue in a large range
of values and intensities. As I worked with him, I found
myself becoming more and more aware of the gradations of
color and value. This awareness is continuing to develop.

"Fall Landscape" ig almost cubistic in its pattern-
ing of forms, although I intended the tree forms to be
symbolic. Mr., Cunningham challenged me with a very difficult

color order., At the left I started the field with an intense

ZGFigure 10, p. 40.
37Figure 11, p. 41.
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green and the brightest form color was the red of the field
in the right panel., The color of the middle panel is &
combination of the two. Likewise, the forms are graduated
from one intense color to the other. Technically, I was
handicapped because I used oil. From this painting on I
used acrylics for my "hard-edge" works.

§9001§28

This painting was not originally inspired by spools.
Mr. Pearson suggested using color to manipulate space. At
the Institute of Design in Chicago I had worked with some<
what similar problems so this was not entirely unfamiliar
to me. Where the planes seem tc recede, I made them come
forward by using seemingly advancing colors. Likewise,
those planes that advance are painted in apparently reced-
ing colors. The result is a pulsating feeling of space
with a greater amount of the two-dimensional than the
three-dimensional.

Spatiel Compogition No, 12°

<8Figure 12, p. 41.
29Figure 13, p. 43.
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Henry Pearson influenced me in the painting of
this composition. The calculated hard-edge forms create
ambiguous space. One can "read" the volumes as the insides
or the outsides of boxes; this is a result of overlapping

the colors in order to create transparencies.

Spatial Composition No. g?o

This hard-edge ordering of the rectangular volumes
was done without the guidance of an instructor. However,
I was always aware of the importance of getting the exact
gradations of color as Mr. Cunningham had stressed. I
enjoyed manipulating the geometric flat planes to create
gome disorder in the otherwise highly ordered compositione.
There were some technical problems such as spacing and
obtaining & sharp edge in the definition of the planes.

I did not intend that this work be symbolic, but as I
worked with the ambiguity of the planes, I discovered
that I could manipulate them so as to create a cold city-
scape.

Orpheus Descending51

SOpigure 14, p. 42.
SlFigure 15, p. 43.
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When one gazes at the purple dots in this painting
and tnen shifts his eyes to the yellow field, spots of
darker yellow appear to weave in and out around the entire
area. One gets a dizzying effect from the strong physio-
logical reaction. This is truly an Op painting. Mr.
Pearson liked it.

William Fleming wrote: "Op art, or optical art,
is alsgo a form of action painting, except that the éction
takes place in the viewer's eye."sz

There is an implied kinetic quality in this painting.
I entitled it "Orpheus Descending" because there is the
apiraling action of the dots which is not unlike the feel-
ing of the descent of Orpheus into Hades when he went to
retrieve his beloved Eurydice. The circular format is
suited to the dizzying effect.

Blue and Orange Dq§§35

I set myself a problem in this painting. Out of the
chaotic optical reaction that was evident when only the red

dots were placed on a blue field, I wanted to establish a

S2William Fleming, Art and Ideas (Third edition, New
York: Holt, Rinehart, and Winston, Incorporated, 1968), p. 532.

SSpigure 16, p. 43.
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more static condition. This was done by painting in the
bands of red with blue dots. This illuminated the optical
reaction and one can look at it without feeling nauseated.

Sunset §g1m34

When I was studying with Henry Pearson, I was
constantly made aware of any optical reactione in my
surroundings. With a tremendous sense of delight I
fecognized a shimmering Op effect emanating from the
water as I swam into the sunset! This experience re-
sulted in a very conscious, intellectualized effort to
reproduce the similar effect on canvas. Henry Pearson

thought I had succeeded.

Blue Squar9335

This painting was done independently of any in-
gtruction. Again space and color were my primary concern.
It was purely non~-objective. I intended to create a
harmony of color and form, with some contrast of color.

I also experimented with attempting to expand the inner
square so that it would lose its static quality. This

was done by using warm colors in opposite corners. The

S4Figure 17, p. 44.
5SFigure 18, p. 44.
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top band of orange and red "pushes" upward; the red square

in the arc "pushes" downward.

Orange Gardenia36

Ben Cunningham made me recognize the infinite
possibilities of color manipulation. I became intrigued
with color and the overlay of transparencies. The "Orange
Gardenia' forms were especially suited to the warm color
I chose, as was the round format., My primary concern was
with obtaining the right gradations of color, from light
and bright to dark and dull. The extent of the problem
was increased when I chose to work from the outside in
and from the inside out to establish the color gradations.

The paintings in this group were influenced by
Henry Pearson and Ben Cunningham. For the first time I
experimented with Op painting under Mr. Pearson's guidance,
Color has always been of primary importance to me, con-
sequently, I was impressed with Mr. Cunningham's knowledge
about it, and I used color more daringly in my work,

Both Mr. Pearson and Mr. Cunningham stressed hard-
edge paintings in a purely intellectual and non-objective
way--without adding associative references to nature and

things in the environment. My paintings resulted in

SCpigure 19, p. 45.
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highly ordered, deliberate, and calculated compositions.
This was a sharp break away from my representational
work and a transition to the symbolic with which I am

now concerned.



CHAPTER IV
SYMBOLISM IN ECOLOGICAL COMMENTARY

Social commentary has never been of concern in my
peinting. I have relied solely on the representation of
objects and on color and form to communicate a sense of
visual wonder,

During the past year, I have begun to ponder upon
the behavior of our society. There has been much props-
ganda on the abuse we dole out to our environment. Having
always been a lover of nature, I am truly disturbed about
its destruction. Wordsworth's lines often come to my mind:

#,..Nature never did betray
The heart that loved her,...“37

There is, at the present time, evidence of nature
being betrayed by those who do not love her. I am quite
concerned about the destruction of our ecological balance.
My latest paintings show, through symbolism, that concern,

111 Fares the Land, No. 198

57anderson and Buckler, op. cit., p. 54. William
Wordsworth, "Lines Composed a Few Miles From Tintern Abbey,"
lines 1223-23.

38Figure 20, p. 46.



As I sat sketching the dilapidated barn and the
three kingfishers sitting on the wire, I remembered
Oliver Goldsmith's words--

WI1ll fares the land, to hastening ills a prey."39

A chain reaction of associations set in which
began with thoughts about the disintegration of the farm
and then led to contemplations of the inevitable destruc-
tion of nature. There was no end to my associativel
thinking. My mind and eye worked together to stimulate
my imagination and many germs of ideas set in for sub-
sequent paintings.

This conté crayon rendering of the decaying barn

served as a stimulant to my imagination.

I11 Fares the Land No, 240

The artist, be he poet, painter, or musician, has
always rendered homage to nature. As has been stated
earlier, I had begun to recognize the possibility of the
destruction of nature, including all flora and fauna.
Because the iris is one of my favorite flowers, I used

it as a symbol for all flowers. A film color, which

59anderson and Buckler, op. cit., p. 1603. Oliver

Goldsmith, "The Deserted Village," lines 51-52.
4Opigure 31, p. 46.

26
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represents the shadows of destruction, was laid in three
bands across the flowers. I left out some of the defining
lines of the floral shapes to create ambiguous form. The
painting was not hung in the exhibit because the pastel
hues ¢id not go well with the intense colors I had used
in the other works. In reviewing the painting in its
original state, the symbolism of the transparencies is
quite evident, |
'§41

Il1]l Fares the Land No,

My associative thinking while sketching the old
barn led to thoughts of the destruction of our birds.
Still using hard-edge, I painted the nest in & symbolic
round form., The blue eggs represent all bird eggs in
the meadows and woodlands. Two are in equilibrium, one
on its vertical axis, the other on its horizontal. A
third egg is slipping out of the nest into oblivion.
All of the eggs are partly covered with a darker value
of blue., As & whole, I think I was able to create
imaginative reality in this painting.

I11l FPares the Land No, gﬁz

4lpigure 22, p. 47.
42pigure 23, p. 47.
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This was the last painting completed before my
exhibit. I think Ben Cunningham would like it. He
frequently stressed the importance of having more light
emanating from a painting than that which is reflected
upon it. This I had not been able to do until this time., .
There is an inner glow--a slight vibration. The vibratioﬁ
is not as predominant as in an Op painting which has strong
contrasts of color because I kept the contiguous forms closely
related in color,

This painting may not be immediately discernible &s
an expression of my concern for the destruction of nature..
The blue birds fade out into ever-lessening values until
they are almost colorlesgs at the outer edges. One single
bird in the center remaing in full intensity. However, in
spite of the fact that the symbolism does not "work", I
think this peinting is successful because of the inner-
glow I was able to achieve in color manipulation.

The last paintings which were completed during the
past year are not representational, neither are they merely
studies in space and color. Through the use of symbolism,
I have tried to make imaginative statements concerning the
condition of our environment, Many more such paintings
exigt in their germ state, ready to be experimented with,

revised, and finally executed.



CHAPTER V
SUMMARY AND SOME CONCLUSIONS

To the extent that it was possible, I limited my
readings in art to the most recent publications.

Throughout the process of writing this paper I
was very subjective. I tried to relate my own exper-
iences as a teacher and as a painter to those thoughts
expressed by Weisman, Schinneller, Collier and others.

I think this subjectivity is necessary for &a better
understanding of myself, my work and my students.

In the discussion of my paintings, I discovered
tha¢ I was even more subjective. As I was confronted
with a photograph of one of those paintings, I was able
to relate back to the time, place and conditions under
which it was executed. Memory brought back not only the
actual process of painting with its frustrations and
satisfactions, but it also brought back the criticisms
and encouragements of Henry Pearson and Ben Cunningham,
These are either implied or specifically expressed in the
discussion of the paintings.

While painting last winter, I had many misgivings
about whether or not I would be "ready" for my show. The

more I worked, the greater was the sense of misgiving.
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There was so much more to paint! Eventually I came to the
conclusion that I would never be ready if I was to continue
to develop. There should be no end. From Kuniyoshi's
notes I gleaned support for my thinking. He said, "He who -
thinks he has finally found himself is a fool. Creation
revolves with circumstance and time. For as time goes on
‘we grow; from one day to another there is a change."43

Weisman expressed this continual growth and change
in another way.

iYet if he really be an artist, his completed work
will suffice only as another experience that will serve
to reactivate him toward a renewed vision and the embodi-
ment in artistic form of still another unique insight."44

One cannot understand or complete all, or say that
there are no more challenges. One must continue %o grow.
I think that in presenting my paintings from the transition
of the representational to the symbolic, there is evidence
of growth, of change.

What next? Right now I know that there will be more

paintings pertaining to my aversion to the destruction of

43Yasuo Kuniyoshi~--Lectures, U. M. D., 1951.

“dyeisman, op. cit., p. 510.
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nature. One of the ideas on the subject has "germinated"
so long that I can begin its execution. After that I
know that I will continue to paint, because I must,

I must paint because of a driving compulsion to
de so. I must paint because I teach art. By continually"
painting, I will not only develop in my work, but I will
better understand the aspirations and‘exasperations of
ny students. This is essential if I am to oontinue'teach-
ing art. I hope that I can continue to also transmit
some of the lessons I learned from those excellent teachers,
Kuniyoshi, Henry Pearson, and Ben Cunningham, for --

"No man is an island, entire of itself."45

“Spnderson and Buckler, op. cit., p. 993. John Donne,
"Meditation No. XVII from Devotions Upon Emergent Occasions."
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FIGURE 1
STILL LIFE

FIGURE 2

CAROL
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FIGURE 3
FLYING SAUCERS

FIGURE 4

GARETH AND LYNETTE
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FIGURE 5
PRAIRIE LAKE DAM

FIGURE ©

IRIS
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FIGURE 7
CANADIAN LANDSCAPE NO. 1

FIGURE 8

CANADIAN LANDSCAPE NO. 2
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FIGURE 11
FALL LANDSCAPE

FIGURE 12

SPOOLS
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FIGURE 13
SPATIAL COMPOSITION NO., 1

FIGURE 14

SPATIAL COMPOSITION NO. 2
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FIGURE 15
ORPHEUS DESCENDING

FIGURE 16

BLUE AND ORANGE DOTS






FIGURE 19

ORANGE GARDINIA

45



48

FIGURE 20
ILL FARES THE LAND NO. 1

FIGURE 21

ILL FARES THE LAND NO. 2
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FIGURE 23
ILL FARES THE LAND NO, 3

FIGURE 23

ILL FARES THE LAND NO. 4



