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INTRODUCTION

Mejor emphasis has been glven to the presentation of a one
man show In the Fine Arts Center during June of 1971. This show
Included palntings, drawings, batlks, and prints In varlous media.
The written paper ls presented a3 a partial fulflliment for the
Master of Arts degree. It is hoped that thls record of my thoughts
will help students In the future who venture Into this particular
area of art. By reading this paper they might possibly be able
to avold some of the pitfalls that were encountered and which
seemed unavoldabte, By reading and seeing what has been done
previously, they may be able to achleve far more In thls dlrectlion
then what is attempted here,

| hope to show that valld art can be produced by workling
with a maln concern for the dynamlcs of flgure~ground retatlonships.
Also, | hope to bring about some understanding of the subject slince
very little work has been done In this speciflc area,

By putting Into words what | have palnted and thought | hope
to realize a new maturity In my education In art. 1 think these
thoughts will be reflectad In my work by making It more wortwhile,

more thought-out, more forceful, and more vallid.



STATEMENT OF PROBLEM

Many artists today produce what are sometimes called works
concerning the relationshio of nlanes., | have 'sed planes that
relate to the surface and might suggest some space between ther hut only
suggest space, This Is usually a sincere attempt on my part, to
oroduce movement and tension In a limited flat area, even though
it seems working in this very limited direction may be a bit
precarious, By precarlous, | mean that mzny people not famlliiar
with some of the problems of figure ground relatlionships, might
feel that palntings with thls subject matter are not worthy of
conslderat!on or even that effort that has gone into them, |
hope that by further work and experimentation, the statement |
an trylng to meke will be much clearer, 1| feel | muet make this
search for personal satlsfaction, The reward wiil be an artiseic
fulfiliment and enrlichment.

| feel my work has become better beceuse of my year aof craduate
school and because of the thesis required. | have been f:rcec to
think why | pilat this way, bow to make [t better and how t think
why | palnt this way, how to make it better and how to reatlisticly
glve myself constructive criticism to Imorove my csintling,

My works are nroducts of fljure ground relatinnshlips procduced
by experimentation and the nlacement of planes In an srea imlted
to the size nf the canvas or working surface. These planes ar
sometimes thought-out to aulte 3 finlshed state before the painting

Is started. Sometlmes areas are built up using a method very



similar to college. {In thess Instance by using principles of
design, | try to produce a figure ground relationship that utilized
a feellng of movement or feeling of tension in a limlted area,

In the past, |‘ve trled quite extencively and often qulte
forclbly to show my Ideas with somethlng concrete, Sometiies,
t feel | have concuered the princlple of flgure ground reletionsk . s
producing s tension In a limited srea, sometimes, | feel the pro-
blen has conquered me,

By using flgure=-ground relationshlos and emphasizing the
ground, | have found an Intriguing problein and one that will
lend Itself to many different Interpretations. The problem i3
setting up conflicts between the flgure and ground trylng to
create a push pull effect or a tenslon and still have a palinting
that Is successful as a whole. Kandinsky sald ''lt Is the
splrit which chooses form from the storehouse oi matter, and it
always chcoses the form most expressive of itself.“' Perhaps
this is the key to all abstract work and to the work | am trylng

to eccomplish,

‘wasslly Kandinsky, quoted In Peter Selz, ''The Aesthetic
Theorles of Wasslly Kandinsky and Thelr Relatlonship to the Origlin
or Non-Ob)ectlve Painting,'" Art Bulletin, June, 1957, op. 27-136.




THE DYNAMICS OF FIGURE GROUND RELATIONSHIPS

WHEN THE GROUND IS EMPHASIZED

The flgure=Ground relatlonshlo s a somewhat dlfflcult as
a subject becauss not many studles have been published in thls area,
There has been some anod wark done by Hoyt L. Sharman nf Ohin State
Ur ersity and Gyorgv Kepes, 1t i{s thelr writings that heave been
a .ource for most of the Information. ©Diring the time thls subject
has been under conczideration It has been found that fcr complete
understanding; cerception, perspective, 1igitt theory, line, and
many other basic principles must be uncerstood, Thls paper will
assur~ that these principles are understood but will be limited to

Flgure fround theory, Spacial or Area Relatlicnships, and Yension

and Movement on the limited area of the canvas,

"Art seeks the point in space where the ohvious and the remote
colncide”! Here Kepes has used the word snaze In reference 0o time,
Throughout written wori. on art one finds references of artists and
writers who bave referred to space and spatlial relationships without
actuzlly defining what they mean, |, too, have been very much tampted
to use the word space, The meaning space 13 changlng day by day, It
does not mean the same today as It did fifteen >r even ten years
ago. Without an understanding of thelr point of view, the wcrd
space might be open to mlisuse and mlslinteroretstion, In my palnting
space means to me the iImlted area of a canves and two-dimensional sreas

or divisions v.1thin the canvas, the areas have relatlve position and

'Gyorgy Kepes, The Visual Arts Today (MIddletown, Connectlcut;
Wesleyan Unlversity Press, 1960), p. 103, clited by Jean Helion.




direction, 1 will contlaue to use the word space In guotations
but will refer to space as area or areas for clarity,

'"The artlst needs to be able to see the whole fleld at which
he s looking and to see It fn such a way as to place the parts
in the whole through the refcrral of the parts to a focal potnt.”‘

T 5 is basically perception, If an artist does not have perception,
bh. will most likely be unsuccessful tn hils aesthetlc ventures,
"It Is the field vislon whleh is requisite to the achIQVCmeﬂt of
esesthetic spac.O.“2
Flgure~Ground is a baslc fundamental to perception,
In general, Flgure refers to that which Is primary in
attention within & glven perception; Ground refers to

‘environment’ or field, In which the ''object of primary
attention Is sltuated,

Figure 1

GROUHD ('enviromaent!)

.—f“l

a5

v rIGURE ("objec‘b”)

lHoyt L. Sherman, Drawi eeing {New York: Hinds, Hayden,
and Eldredge, 1947), pp. 75-76.

28herman, Drawing by Seeing, pp. 75-76



Two types of response In terms of the Fligure~
structure are |llustrated as follows: Response
A shows the object~directed attitude of customary
perception, The respomnse |s Flgure-centered, Primary
attention is given to the object within the stimulus
field; environment (Bround) Is secondary In attention.
Response B represents the asesthetic perception, which

Is concerned with Wmﬂ components
constituting the stimulus fleld, The sesthetic response
tends to the Ground centered.

in assthetlc perception, attention Is directed to

the stimulus as o -Qoh; In general, customory perception
Is object directed.

The precading paragraphs and Illustrations have mentlioned flgure

and greound In the usual manner, This paper Is concerned with the

aesthetic perception In which tha ground |Is emphasized. This type
of f£lqure~Sround relatlonships Is as follows:

'lhnm. Drawing by Seelng, pp. 75-76.
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Response A’ shows the groundedlrected vislon of non-custamary
perception, The response is Ground~centered, Primary attention is
qglven to the stimulus field; the flgure is secondary In attentlon,
Response ''B'" stil] represents the sesthetic perception and Is
stil]l concerned with the phenimenal relatlonships of components
conttituting the stimulus field, Here the aesthetic response has
! »n made Flgure~centered by emphasizing the gmund.

tCaxzanne's concentrlic approach provided for Initlal end
continued attention.to Ground. The center of the visual fleld
(FI1SURE, In customary perceptlion) was not primary to Cézanne's
attention, In fact, In process this center tended to be an
untou ched aree.”‘ Here is a prime axample of what | am trylng
to accomp!lsh only Cézanne accompllished this in a more subtle and

complex manner.''

Although Cézenne used the focal point as the center
of attention in the stimulus fleld, his major emphasls, and
action, was dlrected toward the periphery of the plctorial
fleld. The central area, or focai polnt, emerged,
and was '‘deflned' via the developrent of perirheral
modulations,

""Cézanne's concern wlth "Ground-forming Flgure Is explicit

he termed hils '‘personal aesthetlc manner' - and In szesthetic vislon

In general, ('A method emerges at natures contact and develops

by force of clrcumstance')“3

‘Hoyt L. Shermen, Cézanne and Visua) Form (Ohto: Ohio State
Uﬂ'VCf"t?. ‘952). P 6!..

2Shermar, Cézanne and Visual Form, p. 6h.

3Sherman, Cézanne and Visual Form, p. 72.




when he (Cézanne) went off to hls 'motif.'' how often,
according to hls driver, would he not suddenly jump

up In his carrliage, take the man's arm and say: 'Look...

at those blues, those blues under the plnes..| MNe

beamed in ectasy, And the man (the driver), who could

only see trees and sky which seemed always the s to

him...felt a weird force..emansating fron Cézanne..

Cézanne used blues quite a lot in his palntings and the blue
he mentloned was the ground he could see under and behind the trees.
When he painted he developed these colors in the ground to produce
the fligure. Cezanne had trained himself to see these things and
the untrained driver could not,

Rembrandt also used the ground and emphaslzed It to hring
out his figures, 'The fundamental structure of Rembrandt's vision
was almost Identical to Cézanne's except that whereas {ézanne was
concerned with color modulations, Rambrandt's perception was developed
In terms of brightness modulatlions (chlarascuro ).“2

The palntings done for this thesis were done without speclal
concern for color. The colors were mostly In fow key browns and
earth colors, Tha Interest was more In the pure formation of the

Flgure Ground relatlonships and dark and 1ight contrast which is

more simllar to Rembrandt than Cézanne.

1Sherman, Cézanne and Visual Form, pp. 21, 22.
2Sherman, Cézanne and Visual Form, pp. 72,




Dynamics of Tensions

To get the fullest possible value fram any glven shape on a
canvas or palnting surface; the space or ares within It must some-
how be made an active Ingredient fn the pattern. Thls cen bde done
only by meens of the 1ines or shapes that surround it or the |Ines
and shapes that are Inserted In It. This relationshlp may be described
generally as a '"tension' or serles of tenslions, across the peinting
ares Invalved, which is genergted by some visual unit, or units, In the
lrmediate area. Vhis effect can be detected rather eastly in Flgure
4, In which we resllze that the tension Is stronger between the
horizontal | lnes thim between the vertical ones, This Is true because
the horizontal! !ines sre closer together and the vertical llnes tend to

act as bounderles.

Figure L
This csn be confirmad by comparing the varyliro intensitles of taznsion

‘In the arcz enclosed In ~1fferent compartment of Figure 5,

Figure S
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The varlous spots that have been placed In the squares of Flgures 6
and 7 add a set of stil] stronger tenslons to those created by
the four boundary lines, and It is stll]! these tensions, far more

than spots, that diminlsh the apparent emptiness of the unadorned

sqares.

Migure 6

In Figure 7, our eyes are so busy Jumping from one polint of
Interest to another that they do not notice how much empty area

stil] surrounds these polints,

Figure 7

| try to create tension by alternation of figure aad ground,

When | do this the ground becowes the most important area In the

painting.
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General Discussion of the Paintings

One of the motivating aims for this paper Is to Zeplct an
economlcal statement embellished with all the overtones, and under-
tones, of complexity necessary to make these Images concrete
and vital statements.

The paintings were almost always developed so the areas and
nuances In the beginning stages were the key areas In the final,
more developed result. In this way the paintings had to be somewhat
pre~concelved. | do not consciously advocate forcing any portion
of the whole beyond its immedlate state of development,

Primarily, the considerations of planes was centered In flgures
emerging or receding from the emphasized ground. The figure
tends to float In an atmosphere of the emphasized gqround activating
both the figure and ground areas and setting one In conflict with
the other.

The flgure in many of the paintings at times may be anblguous,
The figure and ground may seem to interchance and will produce
conflict, This interchanging Is called alternation and is often
referred to in studies relating to the psychology of perception,
in the Instances of ambigulty between the flgure and ground the
usual experience Is that at one mowent a dark figure will emerge
from a 1ight ground, at another the l1ight figure emerges from the
dark ground.

In some paintings where radial arms are extending from the

figures both dark tones and |ight tones have been used, These
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also produce an ambiguity and produce 2 sense of depth or parspective

in the painting.



The Painting - ''Transparent Fragments''
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The Palnting - 'Transparent Fragments

"Transparent Fragments'’ is 3 water color that was compteted
In the summer of 1970, This was one of the first cteps in the
development of what may be called a style tc be noticed In the later
paintings. (n this palnting a harsh division of the totai are=
Into three smaller areas somewhat hurts the painting as a wholse,

My Intentlon ir setting up the divislons was to create tenslion
between the three by using different shapes and slizes, also using
tonal variations in each of the separate areas helps to set up

a conflict or tension between the areas. The collage area at the
bottom was done wlth brown wrapping paper adherred with full strength
gloss medtum, The gloss medlum that spread out beyond the collage
served as 3 permanent resist when the last washes were added to

the nearly finished palinting,

To achieve the dlvisional lines, tape of different widths was
laid out on the paper leaving some gaps between the tape strips.
Forms In the upper two dlivisions and other areas of the painting
were achleved by arranging a desired and varled pattern with one
and one half Inch masklng tape, The tape was cut and torn to the
deslred shape then adhered to the paper, After the complete deslign
was lald out with the tape the paper was completely washed with
water. The first wash of color was then applled. This wash was
going to be the light In the composition and was used over the entire
surface to ¢lve a general tone. After the first wash, other pigments

were appllied rapidly but with control. Darks were worked around
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the tape resist so as to emphasize the shapes by strong contrast
when the tape was removerd, All the deslired washes were anplied
with a conscious effort to keep transparency and freshness In the
palnting, when the palnting reached a certaln point that | was
satisfied with, | allowed the painting to stert to dry,

The tape was now ready for the first step of removai, |
removed the tape where | wanted the edge to be rough and uneven,
while the paper was damp, Some of the surface of the paper was
Intentlonally removed by the tape to glve a different texture to the
paper. When all the tape that | wanted to remove at thls stage was
removed, the palnting was allowed to dry throughly, The palinting drles
very rapldly when the water for painting is mixed with gloss
medium, The gloss medlum also glves the paper a hard smooth surface,
The remzinder of the tape was removed and revealed a stark white
figure, The stark white of the figure against the ground was
bothersome in that the flgure and ground seemed to be unintegrated.
The contrast of the pure white against the darks made too distinct
a dlvision in the painting, | declded to use one common wash over
the entire area of the painting In hope that It would pull all
the areas and fligures together by glving them a common color or
tint. The color | chose for the comnon wash was a very weak
celery green., | washed the entire painting then plicked out
several areas and worked the color over more for a stronger tint,
Here | found the gloss medium to be helpful again. It can be worked

over after once dried, and successive layers will not remove the
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previous layers 5f plgment, The integrating wash worked well

and | was satisfled with the water-color and felt it was finlshed.

Materlals

This watercolor Is 184 inches long by 14 Inches, not Including
the mat. The paper was 180 pound watercolor paper. The paper
was stretched on a drawing board with 13 inch masking tapa, The
blocked out areas were made by cutting and tearing 13 inch tape
and 3/b inch tape and adhering them to the paper,

The long thin area of the paintiag Is filled with a collage
of brown paper scraps achered with Polymer Liqultex Gloss Medium,
Grumbacher tube water colors were used and were mixed with water
and Ploymer Gloss Mediunm to help keep the colors full strength.

A razor blade was neaded to cut the masking tape and the
brushes used were two number twelve sable watercoior brushes and

one watercolor mop.
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The Painting = '""The Cave'
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The Painting - ‘‘The Cave'!

This palnting Is very much simllar to a watercolor done
in the sunmer of 1970, | consclously tried to repeat the image
of the watercolcr, The name ''The Cave'' wa glven to the painting
because it seaned to me | was 1ooklng out of the mouth of 2 cave
when | looked at It, The collage ground of the painting Is very
smooth and well adherred. The materlal | used was brown wrappling
paper which | cut very near the size of the canvas, | worked
from the outslde of the canvas flirst to develop a ground that
almost completely surrounds the 1ighter flgure. | used a mixture
of Elmers glue and water for the adhesive, The paper was soaked
completely then slightly blotted, | painted the Elmers glue mixture
under the paper then placed the paper on the canvas while the anvas
lay flat, | swoothed the paper out as smooth as possible with
a brayer and then let the paper dry very thoroughly. After the
paper was d¢ry, 1 put on washes of brown and areen llqultex mlxed
with gloss medium and water, | gave the painting several coats
of this wash In the selected areas, After the palnting drled,
| repesated the process of adding the paper over the top of the
paper already on the canvas. | agaln worked washes over the paper,
| used paper towel to smooth out the palint while It was still
wet, Dark washes were worked behind 1ight shapes to glve the
ground more depth, The movement set up In the palnting was
aceompl Ished by the use of dominant dlagonal llnes, varlation In

shapes and by the use of dark areas against 1ight areas. In order
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to automatically integrate the ground and fligure, | used & subtle
green~gray wash over the entlire canvas,

This painting seemed to be the easlest of the painting presented
in the thesls, | think the sheer simplicity of the composition
and the fiatness of the surface made It one of the most successful

of all the palntings presented.

Materials

This painting is 33 Inches long and 26 lnches wide. The
stretcher bars are 1 x 2 redwood. There are ten inch braces In
each corner for added support.

The canvas was a heavy grade cotton canvas that had been
previously painted. it was sanded and primed with Gesso. The
paint uaed was Liquitex acryllic polymer emulsion with Liquitex
gloss medlum. The colliage work In the ground of the painting
was done with brown wrepping psper. Elmers glue mixed fifty-fifty
with water was used for the adhesive. The framing used on the

painting Is white pine 1 inch lattice.



The Palinting = '"Planes of Browns'






The Painting = ''Planes of Browns''

The painting ''Plenes of Browns'' Is closely related to a serles
of drawlngs | had worked on. The basic problem here was setting
up tensions in areas insiie the area of the canvas. The name ''Planes
of Browns'‘ cane ‘rom the dow.inant nuances and th.. planas of
various simes an. shapes in the painting, The planes of the
nalnting ere laid out with various types of psper. The large
central plane: on the canvas were made from a sheet of student

rade drawing neper which proved to be a good surface to work on,
The other planes were made of torn brown and whlte wrapping pesper
and smaller pieces of the drawing paper used for the large planes,
The paper was athered with a mIxture of Elmers glue mixed fifty-
flfty with water. The paper was first soaked In water then blotted,
the mixture was then painted under and aver the naper,

After the planes or flgures were established, the next stey
was to stert putting in the washes. The washes were palnted wlth
care taken not to cover the collage planes, except that 1ight washes
were used over the paper ‘or variation. The planes were nads to
stand out through contrast or by working behini them with darker
washes, A dark band or ground for the llghter plane was developed
s0 that I1t.would extend across the complete width of the canvas
an* behin: the forms., The band was placed just below the hal fway
division of the canvas, This produced a 'tension! by calllna
attention to the varlation In the slze of the two large light
visual units ebove and below this dark band. The varlastions In

the slze of the smaller visual units produced more tension or interest

20
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in the dark divisional band, The light nuances of the smaller planes
agalnst the darks of the band produced another type of tenslion
b making the 1ight visual unlts advance over the dark band, The
c¢ark band seens to recede and the light flgures or planes advance,
and at the same time press agalinst each other and both seek to push
foreward to the plcture plane which contains thls tenslion.

There now seemed to be differences In depths of the pianes
and thls was what | wanted, but the problem now was that the planes
were separated too far. This problem also developed inthe palnting
‘'Feathers Found.'' | solved both problems Iin & simllar way., |
superimposed radial arms extending from the d<rk band and In some
cases fron the light figures In the band. The arms were painted
with light acrylic washes. These arms created tension by thelr
amblguous character., Behind the light shapes they are ground
but when pulled out Into arms they become flgures and thus emphasize
the effect of tenslion. For the final touches of the painting, |
added a tracery effect by palinting light |ines near the arms wlith
acryllc and also drawing with laundry markers and felt tip pens.
| used the falt tip pen also to accent the edges of some of the
figures, | felt the felt tip pen on the palnting needed protection
so | sprayed fixative over the painting. The fixative made the
colors get brighter and more rich In tones., | added several more
coats of the fixatlive and when that was completed | felt the palnting
was done,

Materials

This is the smallest of the pairings discussed in this thesls,

The palnting is 14 inches wide and 19% Inches long. The stretchar
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bars are made of 1 x 2 white plne, 0Oue to the small slize of the
painting no braces were needed, All corners were jolined wlth
corrugated fasteners,

The canvas used was qood quallity nre~primed cotton fabric
by 3ax. There was no partlicular reason I used this canvas but the
smoothness of Its surface mede a good ground for the col!age work,
The palnt used was Liqultex acryllc polymer emulsion with Liguitex
gloss medium, The collage work was adherred wlth Elmers glue and
water mixed flfty-flfty on some parts, and gloss medium mixed flifty-
flfty with water, | used the Eimers glue mixture for large vaper
pieces because It felt to be less expensive and compatible with
acry!lc media, Gloss medium mixture was used for the smaller
pleces, The materlals used for the colliage work were student
grade drawing paper by Sax end brown wrapping paper., A tracerv
effect was achleved with a laundry marker and a felt tip pen. The

frame was made of 14 Inch lattice andpainted flat back.
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The Painting = '*Feathers Found'
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The ?Painting - "Feathers Found''

The name '‘Feathers Found'' Is not partlcularly important. | was told
it had colors very simllar to those of a cock pheasant and someone
mentioned the superimposed shape had a feathery atmosphere, The
baslc ldea of the painting is flgure ground relatlonships with
the ground emphasized., The collage surfece s one of the chief
ideas | borrowed from my wate:rcolors. | worked out the ground
by tearing brown wrapping paper and arranging It on the panel In
such a way to bring out the desired flgure, The method | have found
most successful for «dhering the paper 15 to use Elmers glue mixed
fifty-fifty with water, The brown paper strips are soakecd In
water then blotted. | paint the mixture of glue where the paper
Is to be placed then | place the peper on the panel, | llke to
smooth the paper ocut elther by hand or with @ large brayer. | then
paint the jlue mixture over the surface of the paper, The paper
wlll dry better if the panel Is lald flat on a surface such as
the floor.

After the general size of the flgure and ground had been
established, ! began to work In an appllication of washes over the
deslired areas. | desired to have some extremely dark areas for
congrast so | applled llqultex black as smoethly as possible,

In order to make a varlation In the black areas | used Liauiltex
gloss medlum over some of the black areas. The effect this gave

wes glossy black naxt to flat black, At this point, | fel? alwost
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finlshed but was not quite happy with the stark white flgure compared
to the subtle washes and strong blacks on brown, | declded to turn
It to the wall and try to forget It awhile, During the next week
| did drawings and worked on other oaintings untfil | tould no longer
remember exactly what the palnting looked like. The time spent
away from the palnting seemed to work for me, | could see the
painting as a unlt and the blig weaknesses were qulite evident. The
flgure:-end the ground seemed to be completely separate now; that
Is, there was no desired tension between the two. | needed some-~
thing %o Integrate or give relationship to the two parts.

From the drawings | had been working on, | borrowed en ldea.
! declded upon superimposing a figure | had drawn with the Idea
of setting un tenslons between dark and |ight areas, and conflict
between large and small shapes, MNow | was more Interested In using
the borrowed shape to help iIntegrate the previously worked-out flgure
and ground. 1| tore brown and white wrapping paper into small
pleces and adhered them to the canvas, With this | achleved
an integration of form plus an Interesting textural pattern,
| used washes over the smell pleces of paper and developed the
color key | destred, By using radlal arms coming from the super-
Imposed shape, peinted with acryllc wash, | felt the forms were
pulled together even more, This pulled the ¢ark background ef
the small tlight shapes out over the larger 1ight shapes, | also
used llines palnted In with black acryllic to achleve 2 kind of tracery
or lined effect, When this was finished the feelling that the
palnting was too busy came to me, | then put in areas of white

over some of the superimposed flgure, thls seemed to glve It a
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more simple enc transparent Illusion and kept it from being come
pletely on the surface., By adding these things, | was able to produce a
vigor and freshness In the painting that | had lost In the preceding
stage,

Materials

This painting Is 38 Inches by 31 Inches wide, which
Is a medium slze painting, The stretcher bars are made of 1 x 2
white pine. ! put ten Inch pleces of white pine In the two opposite
aorners of the stretchar, The braces In the corner will help prevent
werping of the strotcpﬁd panal’

The canvas used was good quality preeprimed cotton fabric
by Sex, 1 used this canvas because | desired a vefy smooth ground.
in addition to the pre«priming, | used a thin coat of Gesso and
sanded It slightly., The palint used was Lliquitex acrylic polymer
emuision with Liqultex gloss medium In some areas. The collage
work In the painting was done with brown and white wrapping paper.
| used Elmers glue mixed flfty-fifty with water for an adheslive and
tfzing. The painting wes then framed wlth aluminum cabinet edqlng.
| chose thls framing material because [ts soft luster would not
distract from the painting, and It seemed appropriate for this

type of palnting,
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The Painting - ''Reflections''
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The Painting ~ ''Reflections'

In the summer of 1970, | did a water color very much }ike
the acryllc painting ''Reflectlons.'' The water color was more
reallistlc but the simllarity is appsrent, It is easy to see why
| have namad thc palnting ''‘Reflections.!’ | have trled to correlate
reflective images In the supposed water at the bottom one-third
of the painting to the upward moving shapes that dominate the top
two-thirds of the palnting. 1| used harsh stralght horlzontal
lines that vary in thickness and distance from one another to
show parspective in ground distance and reflectlion. An overal!
texture on the canvas especially the lower two-~thirds helghtens
the illuslon of reflection. The color Is not an especlally
important part of the palnting, the ground had dominant browns
and greens while the flgures were made of warm colors -- red, oranges,
and quite a lot of yellow,

The flrst step Iin this palnting was adherring the tlssue
paper to the panel, Here | chose Craft Tlssue which has vary
good color that will bleed very nicely. It also adhares easily
to the panel with a mixture of Liqultex polymer gloss medlum
mixed about flfty-flfty with water., To achleve the textural effect
that | wanted | used a one inch bristie brush and adhered the
tissue dy using horlizontal strokes over several parts of the
tissue, then painted the entire surfsce of the tissue with

horlzontal strokes, This makes the tissue wrinkle and overlap
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producing a delicate texture. In the meantime, the color in the
tissue bled and produced sreas of light and dark plgnent. Now
t layed In colors that were predominately red, orange, and yellow
over the entire painting., Some of the colors were washed, some
painted In fair!, heavy,

After the pemel had thoroughly dired, | layed eut my desired
design with masking tape, Each time | put in an upward shapse
| would put In a correlating dowmward shape. On the downward shape
| used a shorter plece of tape with a more severe sngla. Upon
axadhing the tapz It seemed to be too regular, too repetive, since
all the tape was the same width, To remedy this | cut severzl
very thin strips of tape and placed them at Irreqular intervsls
between the larger strips. These | also correlated with the
lower one~third of the painting.

Now | worked with green aad brown washes cver the entire
area, The palnting was kept quite wet during the entlire
process, Nearer the horizon |lne the browns were made darker
Iin value and Fkeavier by palnting not quite so wet. While tha Jowsr
one-third, or the reflective pool of the painting was still wet
the edges of the tape were turned up slightly., The tumming uvo of
the tape allowed some of the wash to run under the edges and made
irragular outlines to the shapes, The painting was allowed to
dry thoroughly and then the tespe was removed,

A wash was now mixed using a gray-green r:lgment mixed with

about seventy-flve carcent closs medfun and twenty-five percent
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water. Now the reflective pool was washed in a broken pattern
with horlzontal strokes. The broken pattern was used In order
to have bright reflective areas coming through the duller re-
flective sreas. | also used the wash on the uppermost two=-thlrds
of the palnting. Here a few of the upward moving shapes or anly
portions of the shapes ware washes over, Now 2n almost solld
horizontal lines of the wash would helghten the [1lusion
of water, Also the additlonal layer of gloss medlum would help
glve a watery effect. This Is a good palnting to Illustrate the
dynamics of flgure ground relatlonships when the ground Is emphaslzed
since the final stages of the palnting were only concerned wlth

the ground,

Materials
This painting Is 40 Inches long and 31} inches wide, which

would be consldered a medlum slzed palnting. The stretcher bars
are made of 1 x 2 white plne. | dld not use braces In the stretcher
frame but added strength to the frame by using more corrugated
fasteners than usual.

The canvas used was a coarse unprimed canvas by Sax. |
primed the canvas with two coats of Satin-flex white latex paint.
The base of the palnted surface Is Craft-Tissue and was adhered
with Liquitex acryllc gloss medium, The 1Ight areas were masked
with 3/4 inch masking tape. The palnt used for the underpalinting,
washes, and Impasto areas was Llqultex acrylic polymer. The framing
used was 13 Inch white pine lattlce. | chose this framing because
of its smooth texture and because It readily accepts acryllc washes

for a staln,
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CONCLL'S 10N

These pailntings have given valuable experlence to my development
as an artist and have opened new flelds of Inquiry which | have
long wished to Investigate. These flelds of inquiry are further
study of figure ground relationship, use of design principles In
painting, and concern for color modulations., The problem of flgure
ground relationships has been a troublesome problem In my art work,
| have always had some problums with abstract work In that it was
difficult for me to set up ways to palnt areas In the painting In the
most advantageous wey. Also, | have problems In cresting the proper tenslors
betwean the desired shapes. With these paintings, | have finally
begun to delve Into these problems. With even more experimentation
in the future, | hope to solve additional probiems and make further aesthetic
progress,

| now feel that | am able to produce valld art with the maln
concern belng flgure~ground reletionships. It s hoped that this
paper might help some other student who may venture Into this
area of art. In this paper one may bs able to see what has been
previously donc and with the understanding galned from the paper
may achleve far more in thls direction,

| belleve thls paper has besn a definite factor in any Im-
provement | have made during my year of graduate work, It [s
hoped It willl be one factor that will help bring a new maturity
to my work., | feel thls has been a search for personal satisfaction

and the reward s an artistic fulfliliment and enrlchment.
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