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Although I have chosen %0 4o a ereative
thesis in en age-eld, traditional type of med~
fum, that of ofl paimiing, I fesl that the ep-
portumities to evelve s puresenal form of en~
prossion are as 1limitless as the pessidle ‘
color cosbinasions and ecupositicmal veriatioms,
and that the resuls will in time besoms unique
1tke the pereomalisy endewment of the artist.
T™he approash I have taken has boan am intel~
lsotual ene, reashing with my paintings de-
yond that point wvhere verbel poetry ends and
a different kind of peotry begine,
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Arches reaching skyward
too soon bend back eartﬁward.

Openings,

intrigue filled

and haloed,

shimmer with surrealistie array;
outstretching across

expanses ol fertile plains.

Bxploit the realm beyond,

M noble adventurer.

Painter lock bevond myv open facade
and give vent to your creative impulses,

Bring alive my splendor,

my insolvable mystervy.

Keep airesh my sculptured soul,
in this world beset by clamoring,
uncultured automation:

For through wy golden gates
lie chalices and rrails,







INTRODUCT ION

When cutting across the diversified stream of modern
painting, both the casual observer and the serious student
sncounter certain recurring symbols apart from the artists'
distinguishing styles, or modes of expression. In the work
of Pablo Picasso and Paul Klee these signs decome almost too
numerocus to mention. In the paintings of Mare Chagall sym-
bolic forms take on the appearance of ceremonious {ish and
ethereal mules. Henri Matisse repeats unusual "gold f{ish"
in his paintings and manifold familiar objects esarmark his
compositions, Under the glid sheen of Salvador Dali's metige
ulously executed canvases, symbols of all descriptions lurk
and recur time and time again, manipulated by the wand of this
vain virtuocso into a sordid side-show of melting watches,
partially dissected and decaying cadavers, and a variety of t
{mmaculately rendered "licked" forms. From the laboratory= }
studio of Jean Arp come a faneciful eollection of organic
shapes, stylised bow ties, and symbolic navels. The collage~
compositions of Rraque and Oris reveal a recurring, ordered
hodcepodge of "etudes,” utiliging dismembered violins, sheet
music, wall paper, compotes, and fruit, Oval, faceless heads
and nostalgic arcades diminishing into iniinite apace typify
the erstwhile symbole of Giorgio de Chiriecc,

\

The traging of these recurring symbols could go on ine |
definitely, for they highlight the work of nearly every



artist. In my owm limited painting experience I can already
ses patterns of symbols and forms developing, For the pur-
poses of this thesis I have focused my attention on the late
est of these, namely the erch form, since it has assumed such
an interesting role in my thinking. I have taken this sine-
gular form as the main stream of my thesis, The other cone
siderations of style, content, and technigue have been ine
fluenced by this central thems. The arch has proven to be

a convenient point around which to organise my thinking and
to present in eritical examination and explanation the body
of my thesis.




PART 1
O THZ ETERNAL ALLUREMENT OF THZ ARCHFORM

The strong allurenmant of the areh-form is universal, In
painting this fact is attested to by its Lfrequent recwrrences
throughout history, both as a symbolic form and as a pure
oompositional elenment, In wmy own work it is no different,
for I use the arch often and sometimes it occure in a painte
ing without any conscious forethought on my part, 1 have re-
cently focused my attention om the arsh, and now it occupies
the position of a dominant wmotif in my lateat paintings,
Arches appear in varying stages of recognisability and each
one holde a particulsr {ascination for me, It might be helpe
ful to the reader at this point, for me to refer briefly to
the photographs included in part two of the thesis to see
more clearly, at the outset, the many variations on the arch
theme that appear in these paintings,

The arch ean evoke in the viewer a complete range of
moods and feelings. In the questful mind of philosophers, an
mhiuamyh%nmnml.y@olwanmna
agent %0 simplify many of the mysteries of 1ile and the unie
verse, With the sloquent pen of poets, "golden arches” have
been glorified and allegorised, and given the ethereal status
of rainbows and pearly gates. In the inspired nind and ine
ventive hands of a painter the arch can assume all this and
nore, both as & pure visual statement; and a3 a labyrinth of




imagery for the inquiring mind and eye-~thereby extending
its enchantment beyond that point where the oftentimes in-

adeyuate poetry of words ends,

THZ ARCH AS A COMPOSITIONAL SLEMENT

&,

As a compositional motif, the arch can be a most aesthe-
tically engaging shape, alone or in combination with other
arches. The strong rhythmic movament of the curved openings
must be carefully held in check, however, to insure the most
satisfactory internal harmony and balance. To accomplish
this T often contain the openings inside a rectilinear box,
and gqptly vary the widths of the legs of the enclosure to
heightén the interest, By conforming to the laws of nature
‘rather than to the laws of architecture, these arches hold
more a@peal as organic forms repeated in nature than as pre-
cisely calculated "lifeless" impersonal structures (see
illustration, Plate II),

Stripped down to its very skeleton in this way, the arch
becomes ostensibly a universal shape and symbol, though not
as revered as its counterpart the "dome.” Like other "basiec"
shapes, the arch (known to both Iast and Jest) occupies a uni-
versally appreciated position~-bearing with it a kind of cul-
ture~free distinction, Its efiect is not reduced by localized
symbolism, as the silhouettes of the Empire State Building;




The Eiffel Towsr, or onion domes would be., Itripped of these
econnotations, the arch transmits infinitely wore pleasure in
the purely aesthetio realm of beauty, In this universal cap-
acity, seldom would the areh evoke unintended associations,

Nearly all symbolic forms, however, despite their obe
vious familiarity, always run the risk of misinterpretation,
and the arch is no exeeption. lat us suppose, for example,
that the viewer strongly associntes the fres-standing arch
with a yoke of suppression, and not with the intended weighte
bearing role, or sees only the utility in the engineering of
a viadust to the exelusion of its simple, bold, funetional
beauty; then the orientation towerd the symdol-msaning may
become ecnfused and grestly distorted., Tt then becomss the
duty of the painter to elarify his statemsnts and if posaible
avoid leaving his symbols opsn to ambiguous interpretation,
exoept when he desires the imugination of the viewer to rmn
freely the gamnt of assoclations, The compositiom alone
should always arouss in the viswer some emotional emjoyment
apart Lfrom the symbolic comtent, /And, of course, ths dest
work results when these two eonsiderations are wedded into a
harmonious synthesis and complement each other ... and when
ons acoepts the belief that ideas transmitted from the imagle
nation of one person (the painter), if they are to be appre«
ciated pwt be met with an eQual amount of imagination by the
sesond parsom (the viewer).




Though 1t oiten appears singly, the arch has fascinating
possibilities linked up with other arches in unusual groupings
and in artistically arranged arcadesj all of which lend theme
selves to an unlimited variety of richly diverse interpretate
fons, Here the painter is not hampered by architectural cone
ventions, orders, and principles, and has complete artistie
license to build archways to the skies if he so desires-
always keenly accentuating the amesthetiec and ex-loiting the
most pleasing and interesting variations possible,

(see "Moon- ashed Arches,” Frontisniece)
AN ANALYSTIS OF Y AP UOACH TO FAINTIEG: A CHEDO

My approach to painting has been a cerebral, rather than
an emotional one. I rely on the conscious powers of the mind,
not on a nebulous set of intuitive feelings coniured up from
a dreameltike, fantasy-iilled stream of pre or sub conscious-
ness, To the question, "with what do you mix your paint?”
like Ople, I too could answer, ™’ith my brains, Cir," and to
this add my heart and my hands, I am in partial asreement
with the belieis of Josef Albers with respect to this vital
ingredient in painting, and hold with his statement:

cvuryghsgtigzzatggg :g;nkingli:rng::gsggyaiﬁaﬁrgna:hc

way of penuine feeling.

In my compoaitions I try to be above all d@liberate;

ecreating a c¢lear-cut boldness in iy presentations. T try to




be direct and odbjective, and to eliminate all the extraneous
matter that would impede or ohstruct this directness until T
arrive at an "essential” expression of my forms, Unlike

Julio Acuna, in the Art Department of the !'niversity of Dela=

ware, who i{a searching for new forms of expresnion, I anm
seeking new expression for form, Neither end in this case
determines the validity of the approach, but like a religion,
it is rather the conviction with which one poes about achiev-
ing this objective that makes it me:ningful.

In the creation of virgin forms, inspiration often
comes from combinations in nature, and from the imagination,
These ideas are then transplanted into reality throurh o series
of sketches and are kent in control by the powers of peathee
tic reason and "plastic matheretics.*2 From the sketchog I
procesed te lay out tha composition, ard at the aame time work
out some probable cclor combinations, is the paintine em

erges from this indireet anmroach, the nrocese takes on a zene

sitive, almost instinctive nature, a2llowins the dictates of
the medium end the blowneup pronortiona of the design to b
folt, and with the mind helping to guice the hand, The ways
in which these turns of the dasipgn take place seem almost
unbelisvable, and e¢sn be met only with a measre of intelli.
gence, and mastered with a creat deal of patience, flexidbility,

and imaginative resourcafulness, T insist on control =t




every point in my paintings, and try to show the viewer at
avery opportunity that there has been some mastery of nind
over medium, There should never be any doubt as to the orie
gin and manipulation of form in my work. The commosing

has never been left to the laws of chance,3 and never will
the viewer be perplexed as to whether the elements have been
hurled togother or stumbled upon accidentally.

To eliminate the temptation to lean tovard a glib, licke
ed suriace with ofzensive sharp edges, I work almost exclus-
ively with either a stiif-bristled brush or a palette knife,
lLess refined edges can be manared in this way and it helps to
keep each statement bold, and to maintain a direct clarity.
The knife further adds a textural quality, impossible to
achieve with a brush, This technigue does not difier very much
from that of "icing" a cake. A smoothed-over surface may be
laid on first, over which may be built up & rich textural

topography in heavier pigment, or, on a shallow plane capitale
izing only on the thin shadows cast by the knife-ridge, a
suriace pattern not unlike coarse weaving may be produced.

I prefer primed masonite panels for a painting surface, dut

I enjoy the springiness of stretched canvas as well, with the
lively bounce and friendly give-and«take properties, when I
am working with a brushe Though I often return to canvas for
a change of pace, nearly all the paintings completed for the
thesis have been done on masonite.




T have a deen raspact for the "revered iirst reality”
and never torture or penetrate my working suriace with il-
lusionary asnace or blind allevys and ialse avenues, In my
paintings a hirh rorard jor this suriace has bean deronstrate
ed by the use of heavy impasto, which creates its own dimen-
sion and not an illusion, and by the use of overlapred rason-
ite nanels to nroduce a siircht thickness, or raised portion.
4 iurther attitude is nrevalent in my painting, that of the
interrity to the medium itsells I am certain my oils look
like the oils they are and no attempt has baen mada %0 have
them look like anvthing else, 1 have also incorrorated 1/L"
strips oi wood to act as dividers containing the reometric
snaces in “Archway to Plett's FPlace," producing a prill eriact
in "Tersistence of Squares,” and creating a cense of vertie
cality in an otherwise periectly siuare nanel (L'x4') in
"Allaeporical Arches.” These raised atripz pive valid denth
and strongth to the compositions. They have their own visual
thickneas, and do not depend on an illusion to achieve their

eiifect (see details, Flate IV),

These same thin "lattice®" strips I have used exclusivaly
in the iraming of my panels, Their simplicity rrovents their
detracting irom the painting, and they contaln the compositionm
without drawing undue attention. The strips are attached %o
the back edpges ol the masonite puanels very easily, and thev

create a clean~cut, ifinished aprearance,
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0f interest to the reader at this point might be my
method of "sirmultaneous painting,"” something that arose
naturally in the course of ny work., Using prodirious gquane
tities of pigment to cover the sometimes 20 square feet of
panel, I found it necessary to mix an excess to insure come
vlete coverage. Ailso, since I like to first build up a heavy
surface of under-painting, the idea struck me of working on two
or three paintings at a time, In this way I could alwvays be
assured of at least one dry panel to work on, and none of the
excess paint would be wasted. I generally spend the greatest
portion of my time and attention on a large "major" panel
then, nearby, I work on the smaller "experimental” panels at
random, Resides affording the opportunity to try out new
painting combinations and ideas, shese panels also afford me
some relief from the more intense and demanding major work,
Roth approaches have been equally important in my painting, for
the invaluable discoveries made on the smaller panels may be
later adapted on a larger scale, and sometimea they have been
quite sueccessful on their om, These usually result in a
freer, more "expressionistic"” type of handling, but the prime
mover of order has still been present. Typical of these side
products are "Two Suns are Better than One" and "Ondine”
(see Plates VII and VIII).

The content of my thesis paintings, as the titles should
indicate, has been intangible. There are no secure grasps,
nothing specific or concrete in which to root familiar things;
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for in an ordered way they depend on the fantastiec and cur-
ious for their subjective effectiveness, and on an intellect
coupled with lmagination {or their appreciation., Take, ior
instance, "Two 3uns are Better than (ne,” and the other-
worldliness implied by the title. ho has seen an "Apparatus
{or the ixtraction of Wisdom" or the "Jisdom" aiter it has been
extracted, or "Cosmic Hens™ - not to mention the eggs that
they lay, and s0 on? Inigmatie as they may seem, the kevy to
these titles really lies in how rmeh they stimulate the nind
to further investigation and provide a reireshing vent for

the imarination. On {irst inspection many of the titles may
seen to have been applied in a jocular spirit, and there should
be roomn for occasional humor in painting.“ Upon deeper ine
vestigation, however, humor on the surface often revsals a
more profound and sober intention. The inquiring mind seeks
out these deeper neanings and toys with the new associations,

Gaught up in the demanding tempo of twentieth century
living, man must take time out of his madness to occasionally
enjoy the things around him, and nowhere has there been pro=-

vided a baotter means for this than in painting, in the form of
rapt "detached contemplation”, when s viewer has been allowed
to totally involve himself in the process of "seeing," instead
of merely looking, undistracted, he not only sees the work for
1;3 own sake, but he may also gain a new insight into himsels,

"The Wiseman Travels only with Vis Imagination” typifies




this departure, (see Plate YIII) Here is a pursly intelle
ectual journey, taking place solely in the mind, There are
no piectorial objects on which to "lean” and the compositiom
mest on its own intrinsic merits as a work of art demone
strate valid reason for f{ts dbeing, This bHecomes art for the
intellests and the imagination's sake. In a painting thare
is not, as In a poem, expectation, a climax to be recached,
or ending to be waited far, The painting is thare to be
Judged in an instant - all the laborious howrs to rsach the
precise moment are either agcepted or rejected in ons asup-
rere, detached, contemplative instant,

Removed from the visual world of recognigable objects,
'Y have chosen to work completely in the non-figurative abdse
tract, except for the arch image, or symbel, and this has
besn an intelleetual problem, pure and simple, Any semblance
of subject matter in these paintings would result from an
arbitrary deduction on the part of the viewer, The subject
has been completely absorbed inte a formal simplitication of
abstract forms into a universal arrangemant, Arches are not
Just arches in this scheme, They become a part of the unive
ersal geometry that makes up our whole immediate reality,5
The £finite arch bescomes a part of ths infinite and sets up
within itselsl a kind of cosmic pulsing that pervades us all,
and all art work of this type. MHow often has one heard it
said that for an artistic endeavor to be great and enduring




tﬁmﬁm&a&m&dt%owl It is thet frag-
ment which I seek, and only time will tell if I have been et
all sucoessful. I Leel that my work has decome & kind of abe
stract syrbolism, painting that has been universal in scope,
but persomal in eonception,

Being primarily an intsellectual venture, my paintings
have been designed to meet a dual level of comprehension, the
nore obviocus detashed, emotional responses on the one hand,
and the sore deepnly panetrating, assosiation-producing ceree
brations on the othere. Neither has been wholly de-emphasised
at the sacrifice of the other, and both have been desirned to
work hand in hand in a controlled harmony to enhance the
pleasure of the viewer, This insures an emotional response
tenmpered with reason, s relationship that should be parsmsount
in all forms of painting end the arts.

My statemamts in the paintings have been set forth with
£lat two=dimsnsional frankness, and with the clarity of bold
type. Extranecus detail has deen culled out in favor of cone
sentration on the essentials of the gomposition, In methe
onatics A=3+2«1n10, Dut 80 does 6-d and 7«3 more directly and
with more interest them S-S, Seo it has been with my painting,
and shall continue to be,

lastly in my theais paintings I have attempted to maine
tain a high level of consistency in my style. There has beem




& definite continuity in the gontent, based om the meny vars
{ations of the areh theme, and in the manner of appliecatiom
of paint on masonite panels which have been of two reneral
sises, 3txA? and 4'xh', T have keot my eompositions within
a framework of "styling® that further serves to identify
each painting as a part of the overall group.

I have devoted the second part of the thesis to a erite
1eal examination and discussion of saeh of the paintings exe
esguted for the theais and sone related paintings included for
the purpose of continuity, REach one is handled separately in
detail, and with as much detached objectivity as possible.
Naturally, every painting has been permeated in some dermrse
with "subjective sentiment” and econsequently this type of
discussion by the painter himeelf becomes a highly personal
matter, and one very close to his heart. The commentaries
ars accompanied by photographs, which will help clarify many
of the points made in the text, These paintings also rep-
resent the body of work to be sontained in a one-man show in
econjunction with my thesis requirements, to be held in the
Student Center of the University of Delaware in June.
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PART II

A COMMENTARY ON THE BODY OF INDIVIDUAL PAIRTINGS
EXECUTED rOR THE THESIS, IHCLUDIRG SOMS RELATED WORK

The arch first appeared in my painting four years aro,
in 1957, a time when I was struggling with myself and my
beliefs, I was striving to render in oils an awesome crue
eifix, The result was to some eyes grotescue (ses Tlate I),
almost blasphemous and sacrilegious., The death-like mask
with the integral "sgrafiitoed” crown oi thorns (applied
with paiehts knife and made jagred with the sharp end of the
blade), and the deep~set eves (drawn out by the intense red
of the irame) represented for me the acute physical suiter-
ing and mental anguigsh the Savior must have endured on the
cross~-really an external agony that belied the spiritual
tranquility within, a quality so characteristic of the ‘on
of God,

This Crucifixion was meant to be unorthodox and a rer-
sonal interpretation of this great Christian event, from the
irregular white area symbolizing the purity of “hrist and
the blood-red stains in Yis face to the stakelike croas with
the unbalanced memdbers. The arch T depicted in two different
styles, “othic on the right and Fomanesque on the lesrt, still
further maintaining the consistent heterodoxy that marks the
whole painting, The arches contrast strength with aspiration,

the mundane with the ethereal. Aind, too, the cross has been




16

planted in space, on the threshold of a strange archway
suggesting ascent into heaven, The eiliect is Jurther acec=~
snted by the strong vertical proportions of the canveas,
18"x/,8", as well as by the slender vertical sides of the
arches themselves, Could these same arches be caid to

mirror the skeptically arched eyebrows of the observer?

This example has been included to show the reader my
early adaptation of the arch, contrasted with the prominent
position it holds in my painting today, perhaps best exemp=
lified by "Moon-¥Washed Arches,"

MOON=WASHED ARCHER

The actual completion of "loon~iashed Arches" came toe
ward the snd of the thesis seriss. However, I am making it
my £irst thesis painting aince I used it as a frontispiece
and since it embodies so many of the principles traced in
this written discourse. In this painting I hava reduvced the
arch forms to a plane of only slight denth, almost twoe-
dimensional, and have given them what I call a "living bone"
anatomy, one that 1s more plastic than the bleached, brittle,
weathered bones associated with steers' skulls along a desert,
or with an 0t'Kesfe, To0 heighten the dramatic etfect T have
made the arch bridge abide by no architectural nrinciples, but
instead climd diagonally through a velvet-like Prussisn




blue~green sky, and reach out in cantilevered fashion to the

distant heavens,

Internal harmonies have been made apparent, since the
whole composition has been balanced within the irame through
a thoughtful placement of the aspiring arcade and through
the use of negative spaces (always as vital to a composition
as the positive spaces), The thin white lattice strip that
has been introduced between the outside frame and the panel
helps to contain the arch network within the 3'x4' compe
osition, and provides it with a delicate internal balance by
giving the white arches something with which to relate ex-
ternal to the design itself,

As the title implies, ths arches seem to be bathed in
cool moon-light, kept even cooler by the deep blue-green
that signifies as well a dark, mysterious nisht. These
arches built into the evening blue show no visible signs of
attachment to anything earthbound, and this gives them a

very unemundane, ethereal status wholly in keepingz with the
theme of the thesis,

EMBLEMATIC BLACK AND YELLOW

The arch has not always been shown with such pictorial
reality as in "Moon-Washed Arches.” In "Emblematic Black

and Yellow" the arch form becomes less an arch and more an

integral part of a totally abstract composition, Two
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opposing arch forms are discernable, nevertheless, when the
viewer consciously seeks them out, a pointed one intruding
from the left, and a blunt, more rounded one entering from
the right. Flaced top to top, or head to head, as they are,
they set up within the composition opposing tensions which
are further emphasised by the angular black shape, The ine
ternal rhythm energizes an otherwise static design and serves
to bring it to life. %oldness of contrasting colors and the
elemental simplicity of the compoeition also present some
interesting positive-nagative 1llusions. The yellow may
appear as two intruding bodies on a black snace, or the black
may be beheld as a separate slement apart irom the vellow,
which in this instance would meraly be acting as background
for the blacks In view of the severely limiting conditions
of the design, I feel that the composition has been reason-

ably successful,
2GGS LAID BY THE COSMIC HEN

In terms of time spent, "Zggs Laid by the Cosmic Hen"
was a long painting, It extended over many stages of devele
opment and was not finished until recently. The already come
plicated problem was made more complex by the triple cone
sideration of the Triptych, Jach nanel had to be organized so
as t0 be complete and self contained, and at the same time be
related to the neighboring panel and become an intceral part

of the overall horizontal sequence,
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In the flat background areas a consistent unity has
been achieved through an overlapping of shapes alike in
color and continued in the adjacent panels with the same
positive-negative spatial relationships. In the more
active "overlay” laid on alterwerd with a brush, a unity
and rhythric harmony has been acconmplished through re-
lated orange and white line directors that swirl thread.
like through the composition, helping to interrelate all
the panels, The two end panels, which are sli~htly small=-
er than the center panel, are held in an almost kinetie
balance by the trails which emanate irom the strong cen-
tral egz that scems like an oval nucleus exnosing some of
1%# lite-containing yolk,

In this painting the arch form has been subdued, yet
it st1ll has the power to shore up the overall design and
to0 bolster the panels with a forceful, undulsting rhythm
over which the lyrieal swirls play {fancifully about in
gounterpoint, The more somber values of the black and
gold, much lower in key than the overlay, help to set off
the more lively strains and keep the total 2'x5' panel
from becoming too static and disarticulated., The whole
theme has been in keering with the universality of form of
the series and again subscribes to the thesis specifications,
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APPARATUS FOR THE SXTRACTION OF WISDOM

The cerulean blue arch bridging the gap in "Apparatus®
holds a prominent position, both in the desirn and in the
solution to the eniszmatic proposition. By virtue of its
centralized position and strons color, this arch stands out
from the intricately interconnected backrround (made up of a
network of arches), The whole panel is divided into areas of
cool grays, sach of a slightly diiierent shade, and countepy
divided by the "arma" of the apparatus, AIrches have been
pointed upward, dovnward, and irom side to side, necessitate
ing a strong linkage, which in this case takes the form of
the blue keystone arch Joining the two sides, In the compe
ositional balance, as well as in the over-all relatedness of

the parts, 1its role has been an inportant one, 7The strong
movements of the lgga of each arch set up a c¢omplex oi inner
tensions, and a balance has been achieved through a cancelling
out of thrusts and opposing nushes and pulls, The blue arch
pulls the three thrusting arches toward it and holds them in
a state of balance, insuring the vortex of th%e composition
gtrong support.

Like "loon-iashed Arches,® "Apparatus ror The Txtraction
Of Jisdom" is one of the most architectonic paintings of my
theais series. Together they are the moat obvious examples
of order and conscious organiszation in my painting. “very
element in their desirns has been essential for the etfiecte
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iveness of the painting. ¥ot a single portion could be re-
nmoved without destroying some relationship and impairing the
unity of the entire composition. The over-all eiiectiveness
of every painting depends on this relationship, and the
essentialz become as important as the links in a chain.

WISDOM EXTRACTED

Any apparatus for such a noble purpose as extrecting
wisdom must naturally be followed by an end produet, which
in this case has been the sequel, "Wisdom Sxtracted,” panel
two in the series, “Wisdom" provides the companion placs
for "Apparatus" when they are hung together, The viewer is
immediately contfrented with a complement in colors, blues to
oranges, However, in the warm grays and cool grays there
has been more common ground permitted, as with the strong
black-and-white relationships, and in the identical sizes of
the two panels, (3'xAi'). The strong resemblance to teeth
really makes the whole theme seem humorous, as do the plier
and vise~llke appearances in "Apparatus"j nevertheless, they
set some thinking into motion, and that is tre important
thing.

~omposition-wise, the elements in "'Wisdom Sxtracted”
produce a kind of "patterning” in thelr placement and in
their flattish appearance, which seems to imbue the entire
design with a dramatic vitality, a very "unstill” quality as
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I prefer to call it, compared to the careiully related eleme
ents in "Apparatus.” All this, oif course, further acts to
make the two panels visual complements in nearly every re-
spect, The strong alternating bands of gray, vellow, and
orange do provide some attachment ior the black and white
shapes (a kind of mooring) so that they cannot be completely
carried off into the stream of the composition. 4 cork re=
peat has been added to the design, in the same genesral shape,
for some slight elevation and additional textural appeal in
the foeal area, and grzatly heig-tens the interest of the
whole painting (see Plate XV). The elements of painting

are still the dominant forces in the work, and not enouch
foreign materials have been introduced for it to be consider-
ed a collage in the true sense of the word. 4 double iraming
of black and white has also been erploved here, and this
helps to relate the inner areas and to pull the whites through
the composition.

TWO SURS ARZ BETTIR TUAN ONE

"Two uns are Retter than ine" on first glance has some-
what the sweeping rhythms and heavy impasto of a blown-up de-
tail of a Van Gogh "Starry Night,” Laid on in thick swirls
with painting-knife strokes, the strong yellow suns produce a
kind of aureole that radiates ifrom the cores, thersby help=
ing to relate the circular forms to the shimmering, ilecked=
white background, These shapes have been reneated in two
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brilliant white, secondary suns, which scrve to o.iset the
stronger yellow ones-~like tw-wo0 reilections. .urther act-
ivity has been pgenerated by the broken red ¢ometelike trail
that courases through the composition in a quasi-iirure=
eigsht path, The painting has been carried out hirh in key,
as would befit such a celastial setting,

Apart irom the visual interplav and chromatic melody,
the title sugrests something of a riddle. In fact, are two
suns better than one? Is the earth that cold? 'hy doesn't
one sufiice, or why not three {or that mattar? Is the uni=
verae {iguratively burning her candle at hoth ends, and in
the middle too? The wheels turn, vet are ever at rest, ~“ith
theas possibilities I leave the reader, and with these
beautitul lines:

My candle burns at both ends;
It will not last the nipht;

But, ah, my foes, and oh, my iriendse
"Iv gives a lovely lifht,

idna S5t, Vincent “illa
("¥iga trom Thickets”

ONDINE

"Ondine” (irom the rFrench "onde," meaningz wave or water),
sweeps the viewer into a swirling maelatrom, where deep ine
side the whirling vortex an imaginative scene has been set
for a water spirit to receive her human soul by wedding
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a mortal, This is but one of the interpretations whieh can
be gonjured from this scene of pure fantasy,

"Ondinets™ circular movement was etched - almost dug
through the pigment when it had dried tc the comsistaney of
chilled butter, and represents another example of the ex-
clusive palette-~knife technique. T7The red accents were
applied later after the background had dried and a need be-
came apparent for some life-giving addition to this small
20" x 24" panel, A certain amount of liveliness was achieved
in the variegated background suggesting a kind of watery,
almost engulfing, resurgence of whites, greens, and blues
flecked with oranges and yellows.

In terms of time, "Ondine,” along with "Two Suns,” was a
fast painting, requiring only hours to complete, as come
pared to the davs and weeks required for the other painte
ines, CSven at my most rapid and most "expressionistie” 1
believe the intellect of the painter should be felt and ap~
parent, if not obvious, somewhere, (therwise, how does the
beholder distinguish betwesn the work performed by a daubster
and that executed by a thoughtful, organized, discerning
artist®

ARCHVAY TO PIST'3 PLACE

In "Archway to riet's Place” a definite clue has been
provided for the viewer, Fiet, obvicusly Fiet Yondrien, on
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whose primordial experimentations with geowetric simpliecity
and primary coloration the composition has been based, is the
key hore.é The variation on the Mondrian theme has been piven
a personal adaptation in the handling of the elements, in the
use of c¢olor, in the inclusion of the arch-form, and in the
use of raised devices to enclose the areas, some of which are
themselves raised, Still the title reveals my respect for
the master of the pure and geometriec.

The composition has besn made up completely of recti-
linear shapes with the exception of the archez, upon which
the viewer's attention has been focused-«by virtue of their
centralized position and deviation from the geometric plan.
Intense orances and yellows contrast sharply with the stark
blacks and whites, and charge the already bold composition
with greater foroefulness., The scale of the elements (over
3t x ') demands a spacious setting, for the painting is too
overpowering to be hung in a small room, and its "volume” is
too great for it to be placed near a weaker pilece., OUnce again
the theme of the thesis has been maintained, this time with
even greater impact owing to the bold and straightforwvard
handling of the composition.

ALLEGORICAL APCH&S

"Allegorical Arches,” although similar in atyle to the
preceding paintings, delivers an entirely different type of
message. As should be readily apparent, the forms are not
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arches at all, but rather exploded, almost arimated, rushrooms
(forms that have been derived directly from nature's eurious
realm), These gigantic mushrooms are unique in size and shape
alone, for they are by most standards monumental, and further,
with the Miroe-like eyes, they have uite an overwhelning ape
pearance, These compelling circles seem to have a very dis-
arming elfect on the viewers. In a ¢oni’‘ned setting the painte
ing is overpoweringi however, in a proper pgallery setting thre
scale takes its place quite naturally, The 4'xi*' dimensions
of the panel give the mushroom shapes an alarming height, and
a good subtitle mirht be "Revolt of the 'ushrooms.” Another
aprropriate compositional title mirht have been simply, "Pose
itive Mushrooms and Negative Spaces,”" which would clearly show
the important role of the negative shapes; however, tfor the
purpose of the thesis I felt "Allecorical Arches” was ruch
more Litting,

Lattice stripa 1/4" in sigze have been incorporated in
this design also., These raised strips rive a vertical accent
to the forms along the stem lines, as well as to the overall
“feel® of the panel, The two~dimenaionality was destroyed by
their addition, and an entirely diilierent set of color values
had to be worked out to retain the original "flatness"™ and
satisfy the needs of the comrosition, The change of values
helped to balance the design internally, and an overall hare
mony was greatly enhanced by the use of a cormmonedenominator
color in the background spaces, which in this case was blue,
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It would be advisable {or the reader to trace these various
aspects of the composition careiully, to fully arreciate
the solution I reached. Again, preat artistic liberty has
been exercisedj nevertheless,a strong thesis serblance has

been preserved.
INIGUATIC AnCHRS

rinigmatic Arches" began as a similtaneocus painting, then,
because of its increasing complexity, became a separate and de=-
manding venture of itsell. As the painting continued to grow,
8o did my enthusiamsm ior it, until I became as involved with
it as I had been previously with the companion plece, "Allegore
f1eal Arches.® Although smaller in scale, its oroportions
still present a "large" appearance, and the strange interpleys
of the linear enclosures (almost a bold callirrarhy) hold the
entire composition torether with rmch the same afiect as the
heavy mullions in a stained-glass window,.

Fainted on the horizontal, with severe rectanrularity,
the 2'x) ' composition has been broken up into distinct areas,
this time enclosed by the thickness of the ridres of paint,
The web of color which divides the backsround up so as to
give a radial croass-like etiect, helps reclate the broader
areas to the linear overpainting., Additional texture has
been added with a "sgraifito” technique in the Frusaian-blue
areas, and this contrasts the vertical roverent with the hore

isontal axis of the painting. The enigmatie arches have been
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intertwined throuzhout the design, but have not been made
too elusive, and ean be recornized with a scarching eve,
The overall style of the painting derarts vory little from
that of the thesis, as a carciul exanination of the compone
ents will reveal, even thourh at first blush it scems to

daviate from it quite a bit,
PERSIZPENCE OF S7TUARRS

"Persistence of Squares,” largest of the theais painte
ings (measuring 4'x5') deviates slishtly irom the arch theme,
but retains the overall character or "{eel" of the body of
work as a whole. It 18 rerhaps closest in style, arnroach,
and organization to "Archway to Piet's Place,” even thourh
it rrew out of an entirely dii.erent set of conditions,

This painting was done exnressly to be hung in a school,

the lora Little Zlementary 3chool where I have bean erplovad
as a Teacher of Art. Unlike an easel painting, which leaves
the painter ireer to exercise his will, this type of work
must be made to fit into a particular tyne of setting, come
plement it, and at the same time become a harmonious part of
it. To achieve this wedding of painting with setting, 1 have
embodied some of the architectural principles used in the cone
struction of the school, namely the splitelevel rectanrsularitvy,
and the “ondrianelike stainsdeplass tlock work in the ene
trance way (see photograph, Plate XVI), The color, too, has

been handled so as to be compatible with the »rimaries used
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throughout the school,

Besides having the design of the painting meet the
above architectural considerations, I have also satisiied
some of my own personal drives, and have manaped to keep
the work within the framework of my owm evolving style.
Strips have been employed here too, and form a kind of grill-
work, not unlike the geonmetry of a cross-word puzzle, where
color has been used in place of words, establishing an arte
istic set of checks and balances (sec detail, Flate XV),

The construction features of this painting were relative=
ly simples The strips were press-laminated to a backed masone
ite panel and then primed by brush with {lat off-white house
paint, The colored areas vere then "filled in" by palette~
knife, the choice of color having been detcrmined beforehand
by a series of interchangeable constructionepaper squares
and a balsa-wood working models A final visual juggling was
‘necessary, however, since the relati nahips chanred so drast-
ically when the pronortions of the design were exploded to
about ten times their original size. The primaries have been
used in combinations of three, three squares of each hwe only,
to carry out the fundamental theme,

Do the squares represent the related areas of the school
curriculum, an aerial view of education? ILike learning, will
they persist, or like the limp watches of l'ali's "Persistence
of Memory" will they melt away into oblivion? These are but a
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few of the questions I have been asked, and ask myself,

Despite the many words used in these commentaries, they
have by no means been intendsd to completely “"describe™ the
paintings, for how does one describe a poem without words”
My interpretative remarks have merely been directed at the
reader with the hope that they will be helpful in a fuller
understanding and a more meaningful aprreciation of the work
gontained here.

CONCLUS ION

With an everwexpanding emotional regard for the areh; I
otill look ahead to further exploitation of its rreat creative
potential. Throughout the course of my painting, I have evole
ved a complex set of meanince for the archeform, both as a
symbolic reference and as a comrositional irage., Of cf}ursﬁ;
the arch will not have the same meaning for some that it will
have for others, and certainly I do not expect everyone to
£ind it as appealing as I have, Yith this thesis I have mere-
ly attempted to acquaint the reader with some of these painted
possibilities and to open up some new avenues for his thinking
regarding the arch, apart from ite traditional f{unction.

Tt has not been my intention to mialead the reader into
believing that I would like the "Arch and I7 to bLecorme knowm
as synonymously as "Navels and Arp” or "Melting forms and Dali,"
The arch has been presented here as renresentative of a stage
in my growth a8 a painter, Yt has been neither a beginning
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nor an end, <‘hen I have cxhausted the coreative potential inm
this theme, or have satisf{ied my impulses ior it (whichever
comgs first), I shall find myself on the thraeshold of another
challcnging archway, with another wheole realm of untapped
resources waiting to be given immortality in a painting,.

GENERAL COMMANTS ON THE PHOTOGLAUHS CONTAINGD IN THE THESIS

A photograph ¢an never fully capture the color and vitale
ity inherent in an oll painting, Invariably the liveliness 1is
either totally lost or gravely distorted, and the color, in
most cases, either washed out or unfaithfully reproduced. In
many of the photographs included in this section, the paintings
have been reduced to perhaps one twenty-{ifth their original
size., A photogranh is at best a substitute, for to tranamit its
fullest 1épact, a painting must be viewed in its natural state
and not on celluloid. The black and whites -hould be helpiul
to the reader in following the compositional references made
in the text. However, color being the thing to see, one
should look at the color reproductions with ressrvations, re-
membering that paintings are the least photogenie of subjects.




FOOTHOTES

1 Josef ilbers, "Think]," Time '‘agaszine, June 18, 1956, p.80,

2 The plastic mathematics referred to here renresent a nerw-
sonal variation on the surrealistic theory, whereby a methode
ieal pattern pervades the painting process, irom the point of
view of the creator who always keaps his work in check with a
reliahble set of mental reins.

3 Not to be confused with the faultless "laws of chance’ that
overn the creations of Jean Arp, those nearly perisct pearls,
is "Lfruits dorn of man,” that seem to conform to his own con~

trolled laws of beauty, but never to pure chance.

4L The kind of humor in the arts leonard Bernstein reiers to
as the "fountain head® or "touch stone,” This is another of
~the devices in painting as in musie which, along with the

organiszation, preserve sanity and which act rmceh like the
comie relief in literature.

5 Ais opposed to the hereaiter: the ultimate realitv,

6 The realm of painting iondrian preferred to label "iieuve
Reelding® or "Neo Plasticism.,”
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