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"T am unable to distinguish between the ﬁee,&'nq
I have forn Life and my way of expressing Lt."

Henii-Emile-Benoit Matisse

1869 - 1954
"The ant of any society emerges frhom the beliefs, attitudes,
ornganizations and strhucture as well as the inherent cheativity and

energy of that éoc,ée/ty.”z

The art of Zoday, either produced Ain
the venerable halls of R.1I.T. or elsewhere, certainly must negflect
the above statement; yet 1 feel somehow arnt has a more directly
pernsonal meaning to many antists, including me, than that statement
seems Lo necognize. My ant more closely rnesembles Matisse's com-
ment. This paper intends to be a chronicle of my §eelings Fowards
ant and my very own personal way of expressing Lt. However, Zhe
five paintings which comprise my thesis work are the result of
thinty-eight years of Living. Every second of my Life contributed
to the way I view the workd, and see my place Lin £t. A yean earli-
en, 1 could not have done this panticularn work; nor a year Later
would £t have been the same: this basic Zenent must be understood.
So much has contributed to this work that it would be almost im-
possible to cite every ingluence, every nuance o4 meaning. This
paper of necessity theregore will only touch the surgace, the sup-
porting skin, of my work and me.

The choosing of the thesis statement was, in my experience,

the most difficult aspect of this entire profect., Up until the

summer. of 1985, even though T have been painting for almost twelve



years, 1 had never painted more than two pictures that were even
sLightly similarn. T've embraced s0 many styles, 1 alone could
almost nepresent two thousand years of arnt histony (at Least a
hundred!). 1 have experimented s0 much for fwo heasons: §inst,
AL suits my general personality, 1 abhon being bored and in my
mind, nepitition L8 boredom. As Matisse has said: "I do not
nepudiate any of my paintings, but T would not paint one of them
in the same way had 1 to do it aga/in."g Secondly, since the ma-
fority of my painting education has been the self-taught variety,
every Lame 1'd nead an ant book, 1'd immediately become enthralled
with that artist on that time perdiod on style and rush to trhy my
hand at my new-gound Love.

So the dilemma for me regarding the thesis statement was that
1 knew (on thought T did) what was expected of me - I had to paint
in one style for a whole year and T had to write a paper about Lt.
Well, Zhe paper would be the easy part, research 1 Love s0, T put
the cant before the honse and decided that 1'd wiite about
At Nouveau/Ant Deco, probably two of my most favorite perlods 4in
ant histony. 1 had also, by coincidence, done one figure study
that could be construed as Ant Nouveau-ish that preceding year.
My progesson Liked the painting. 14 was settled. 1'd force mysel
to paint Like that for a year...but T cowldn't. As it turned out,
1 did not have to. Anothern professon §inally convinced me that a

thesis should be a growth, a discovery, not a cage.



1§ discovery and growth were to be my hkey phrases in this
thesdis, there was no point in doing wornk similarn to anything 1'd
ever done begfore. Figure work was a good starting place because
1 had afways shied away grom Lt. 1 had also never painted any-
thing out of my head before. 1 never had Zhe courage to Look Zo
see Af there was anything within me worth painting. For twelve
years 1 painted stilL-Life's, Landscapes, fLorals, anything where
I could just Look at something and paint it. Even my absiracits
were Lnitially based on heal obfects Lin my environment. 1 felt
that to paint something out of my head 1 had %o have great visions
and Swurealist Leanings. 1 finally convinced myself to stop trying
to pre-create the work and Let it develop on LLs own; for once Ln
my Life 1 wanted to see what was truly inside of me, and whether
I could put it down on canvas.

...we must conclude that the arntist does not make a valid

statement about anything but his own way of being...In

othen wonds, he paints because he wants to §ind out who

he is; he paints because he 48 curious fo know what comes

next. His whole work &8 his whole Eiée, as a fonm of

self-exploration and self-definition.
1 decided to allow my readings only to Angluence me indirectly.
The real work had just begun.

My neseanch stanted with a style that Leaped from soclety at
every tuwwn, which T thought was Ant Nouveau and turned out fo be
Mt Deco. 1 had nevern neally undenstood the differences (and
similanities) of these uniquely tied movements in art. 1§ someone
is not sune of the style 1'm referning %o, Look at T.V. and Zhe

pink-gLamingo Miami Vice sets; on the cwwrent interdion design gloon



n Sibley's. Drive over to the new airport office complex on
Scottsville Road; on visit Jon Jende's Westside Pavilion in

Los Angeles. See Albent Paley's just completed tem-ton steel
gate for The Vinginia Museum of Ant, oh the necent retrospec-
Live of Louis Carntien's Masterwonks of Arnt Deco (clocks and
jeawelny), at the Memornial Ant Gallery here in Rochester. 1§ you
have the time and the money nide the newly renovated, splendedly
eldely Ondient Express, and Lf you have the money and want the
time, buy the 18 karat Movado Mwseum watch, Ainspired by the
Bauhaws and selected by the Museum of Modern Ant fon its pemmanent
collection in 1950.

Aftern a bit of unusual Leg work 1 found out that the Art Nouveau
revaval really stanted in the middle sixties (a popular Local in-
tenion desdignen was my sowrce). And what was in vogue today was a
pseudo-Ant Deco with Late 40's and early 50's flairn. Well Lt seemed
obvious that 1 needed a neal grnasp of what was and was not Ant
Nouveau and Ant Deco. A definition and some clarification seemed
in onden.

The terxm Ant Nouveau nowadays conjuwres up a very specific

image covering a type of decorative stylization applied

to both pictunes and objects. 1In the elghteen nineties

and the early nineteen hundreds Lhe Lemm meant different

things. ...1t's function...was to deal with the penetra-

tion of arnt into aspects of Life, and it allowed no com-

promises: 'no concessions to the public, no cowrting of

the establishment, no borrowing from the past'.

In essence the style was a reaction against the dissolu-

tion of surface and Line (impressionism) and...it marked

the end of the LLlusionistic conception of gorm. The
significance of outline and juxtaposition of swrgaces
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wene he-established. . .the actual Line and its course were
given thein own parnticular value, acquiring the status of
a fully valid pictorial means. This means may either be
0f <mportance Zo content...on else it can evoke ornamental
values...In the inst case new sounces of inspiration were
opened up, particularky in Landscapes and figure painting,
where Man and his setting fuse to evoke a mood to an ex-
tent which was previously almost unknown in the history

off painting. This trend &8 a forerunner of Expressionism,
while the other...with the emphasis on the decorative and
the onnamental and theirn parnticular value in the painting
foreshadow abstract painting.® '

D~ N

Although Lt is now a cliche to speak of the nineteenth
century An Lewns of industrniol and democratic nevolu-
tions, the breakdown in many areas of personal, social,
cwltunal, political and neligiows Life, as well as in art,
undeniably came §rom these two nevolutions and the drastic
changes they brought to man's Life. Industriclization
gragmented and mechanized every profession creating more
specsalization, faster changes and a market based on
quantity and cheaper materials.’

The basic principles of this movement (Ant Nouveau) were
Lo subfect each obfect to a strnickt system of Logic rela-
Zive o the use for which £t is destined and to the mater-
ial from which it is fonmed.® The style is characterized
by a sinuous Line which may convey both an elegant Langour
and taut whiplash tension; a_combination which suggests
struggling natural growth. ..?

But many other designs that are definitely centrnal to Art

Nouveau An both conception and inspiration do not have the

sdinewy, snakelike motif at all, orn Lf they do Lt is held

closely 4n check. This reaches out in the direction of

Logieal and geometric construction which sthives no%éo

much fon the onganic as forn Lthe architectonic foam.

This othen branch, which Led Zo the Bauhaus school in Germany,

A5 At Nouveau's dirnect Link to Arnt Deco and although Lt 45 seldom
necognized, a very popular element in its own iight. Somewhere
between the sdnuous Line and the architectonic form Lies my §irst
experiment with "The intellectual concern to understand and delin-

eate as clearly as possible the unanswerable mysternies of Life



(which) underlies much avant-gande arnt of the Late nineteenth
cemg.””

To search forn a synthesds in the readm of artistic vision
belonged within the general state of mind of the nine-
teenth-centuny. From Blake's poetic and visionary chre-
ations at the beginning of the century to the 'symbolic'
paintings of ithe Post-TImpressionists at the end, the
seanch forn a new equilibrium, for a modern unity, con-
cenned all majon antists and a Larnge part of theirn pub-
Lic. Nineteenth-centurny arntists and philosophers wenre
aware that trhaditional modes of thought and belief were
dissolving, and they found it ,te,%iﬁy,{ng? that Lige might
not have an wlitimate, national meaning.!?

1 easily decided that personal ghowth and my very personal
neligious discoveries would be the perfect elements to base my
work upon, and §elt that it even more closely Linked me with the

concertns of the perdiod. From The Time Before Time 45 my §irnst

thesis painting. As Paul Klee (1879-1940)had found: "The in-
wardness of expressdive content, the glimpse of spirnitual realities
beyond the material, could not be shown mernely by depicting unreal
subfect matten, but needed a new visual style, a style which
merged the painted Amages with abstract patterns suggesting a
neality of the zspi/u',t."?s Not one Line oh any colon of this paint-
ing was predetenmined. Again, Like Klee, 1 gollowed the "...Laws
of the picture...Never, he says, does he set out to paint an Ldea
on Antuition, the idea awiives An the process and presents Ltsels
to him when Lt has taken Ahape.”m The resulting female figure,
intellectually Aif not physically, closely resembles one done

by Andre Lhote (1885-1962), he. .."combined the outwand physical
neality, which he considered the emotive gactor, with the spirnit-



uakl, which he believed stemmed from the intenpretation of Zhis
external neality. The nesult was a new fLiguaration...in which
the image 44 subjected to a degree of geometric analysis, partly
disintegnated, than nebwilt using sfabs of colowr and shading."'”
My colorn palette nuns the gamet from pearly white and silver ghey
to mauve, powdern bLue, rose vioLet and pale pink. These colorns
ane stnictly personal on my part and nepresent no colon Lheory
chodices. The imagery swurounding and encompassing the gemale
nepresent ".. . the quality on essence of a thing nather than the
thing itself...""®

The Language of arnt is based on a private convention which

45 not binding at all, and that is...because (the artist)

...does not want to say what everybody knows already but

he wants to say something which nobody yet knows and he

wants to make the unknown known. He speaks a personal

Language for the communication of a personal experience

in his time, and the Language L5 detemnéne? by the exper-

Lence which is the act of painting itself.!”

Only aften the painting was completed, and T had Zaken time
fon introspection and analysis did 1 rnealize what this painting
meant to me. 1ts Ant Nouveau-£ike sinuous decoration, which over-
comes and envelopes the body, symbofizes the peace, calm and per-
fection of paradise. "' continue fo believe that the circle which
explains the world in its entirety As the ideal f§igure, and the
cwnve, which nefates to it, 48 more noble than the straight Line,'

3.”13 1 40

wiote Jean Puiforcat (1897-1945) 4in a Lelter of 193
aghee with Puiforcat that 1 have chosen the cirnele to be my
Loitmotiv throughout the thesis work. My choice of the volute

swink also represents the transitory nature of Life 4n an



evolutionany and philosophical concept. 9" The choice and accept-
ance of certain symbols in a piece of art work allows the viewer
To see beyond the symbols shape into the heart and mind of the
antist. 20 The fact that the figure is Limited to a torso suggests
The ethereal quality of its place, no need for Locomotion and no
personal Lidentity, no face. ALL {4 subile nuance except the one
suietly vertical element, the tense shaft. This is the dark side
of paradise, the Linescapable nether world influence. But, Lits
Anfluence does not touch the sojowwnen, Lt merely nustlesd its
presence. This then is the inception of Life, the gathering place
of souls.

While SEtLLL In The Garden 48 the next work to be consdidered.

In his book on Matisse, Sam Lazzaro stated: "One of the great
acquisitions achieved by modern ant s doubtless the reversal of
classic anatomy and ALts' neplacement by a S04t anatomy...Now

Lhis...summons to mind pre-natal Life, forn Zhe foetus 48 a 5041

be',c'»flg.”ZI

... the foetus which, in its pre-natal paradise 45 a kind
of all powerful and infinite God. The ambiguity can also
be considered a nemembrance of Lgnorance where one re-
mains fon nine months undecided. Boy orn Gik? A monsten
on a nonmal being? A kRind of foetal mutism seen again
in the very young whose future seems Ampossible Lo pre-
dict. 1t 44 no surprnise that they have the silent ex-
pression of (Matisse's) Jeune Anglaise orn of Zulma
without eyes, nose on mouth. This mystery or at Least
these secnets which swuvound Life before 9,0{1&: 45 hather
what we assune Lies behind the mimwn...?

This nuby colored neophyte dances her way Zhrough Zhe Garden

oblivious to the chaos and disorder which exists outside of hen



neatly stniped environment. But the Ant Nouveau Ainfluences here
are becoming very weak; the diagonal geometry beginning to become
too dominant. What 48 happening 48 the emengence of true Ant Deco

Anto my work. My reading continued.

Szﬁgphgn Tschudd Madsen preferned to see a broad seft
o4 variations within (At Nouveau) works grom gouwr
countries: 'The abstract and plastic concepts of Belgium;
Linearn and symbolic in Scotland; fLoral and plant in-
spined Ln France; and constructive and geometric An
Germany and Austrnials. . . in Austria, proceeding skl fur-
then in constructivism and rectilinearnism, the geometi-
cal onnament - the squarne and the cirncle - became an end
in Ltself; 4in fact the extremes of what we call Ant Nouveau
were neached. The development in Austria was such that
the style...became an interfude on a two-dimensional plane,
Lasting a merne two on three yeans. Austria was not only
the Last country to make any contrnibution to the Art
Nouveau style. It was also Zhe finst Lo abandon it 24
...Style and stylisation were the distinguishing marks of
At Deco, which 48 another way of saying that surface
treatment was the essence of the style.. .Sump,t%ws be-

came the keynote word for Ant Deco concepiion.

...T would suggest this as a working degfinition: an
assentively modenn style, developing 4in the 1920'4 and
neaching 4its high point in the thinties it drew inspir-
ation fhom various souwrces, including the more austere
side of Ant Nouveau, Cubdism, the Russian Ballet, (Nonth &
Sowth) American Indian ant and the Bauhaus; ...4t ran Zo
symmetny hathen than asymmetry, and to rectilinear nathen
than the curvilinearn; it nesponded to Zhe demands of the
machine and of new materials such as plasiics, fenro-
concnete and vita-glass; and its ultimate aim was to end
the old conflict between art and industry.. .parntly by
making antists adept at crafts, but sELLL more by adapt-
ing design to the nequinments of mass production. 26

The Liberation of colour came §inst with the Fauvist
exhibition at the 1905 Salon D'Automne, four yeans Later
Diaghilev brought his Batlet Russes Lo Paris, and the
astonishing costumes and strniking colowns divised by
Bakst were quickly noted by critics and artists. At the
1910 Salon D'Automne, Frantz Jourdain invited the
Deutsche Wernkbund to exhibit. Extremely well made fur-
niture, an adventurous use of materials and wood siains,
strong colowws and coondinated style were a revelation 1o



_TG_
the Parisians, who were shocked into violLent neaction.’’

This neaction was the f§inal blow to what had been known as
fine ant in the western workd. Modean ant (that of the 20th cen-
turny) has questioned every known tenet of arnt and wsually has
given resounding answerns! "...the changes that have oceurred in
this century - during one Lifetime - have no parallel in earlienr
societies."?8

One of the most significant changes that occuwwied during this
epoch was the emancipation of women. "For an undenstanding of some
Admportant aspects of modern arnt one has to consider the new role of
women Ln social Life and with it that of woman in ant."??

In Ant Nouveau as well as in Expressionism, the arntists
were obsessed by the idea of woman as the unobtainable
dream, as the goddess on the pedstal. 1In that form she
appears in art in complete Lnvernsion to hen social exis-
Lence...In At Deco the woman is presented as the incarn-
nation of s4n...and man as the victim. 1L Lis man's re-
venge of woman's emancipation...the woman becomes Zhe
fallen Aidol of bourgeois society, yet she dominates the
scene An a way which points to hern actual rise in social
Life.30

Since any analysis of self must take into account the fact
Zhat T am a woman, my paintings are only of women precisely be-
cause I feel that T must address myself to the question of a
women's place in this workd (on another). Conceptually, all my
women are self portrnaits fon 1 can speak of no one's existence
save my own. The anatomically-s0§t woman 4in the Garden displays
my foy, my abandon in a dance celebrating what is yet to be. Like
a foetus Amprisoned within its mother, this being waits contentedly,
even happily, for its nelease, not knowing what £ies ahead. The

only clue to this future &5 in the face. Again there 48 no identity;
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a soul needs no name in paradise, but the colorn of the face i85 a

verl disgulsing 4inquietude. "Now, the foetus £is...destined to be
uprooted, which is perhaps our greatest pain, the infernal pain

0f binth whose imprint nemains with ws during owr entire existence. "’
But 48 AL our physical birnth that is the gheatest pain on is it the
wrentehing away of ouwr soul from the Light, §rom the Garden, from

owr God? Knowledge, the apple imbued upon Eve was perhaps this
knowledge of Life on eanth, a pitifully wietched existence compared
fo paradise.

At this point we must move Lo The Awakening. This next

painting in my series, captunes the moment in the Garden when
Knowledge has been already given to one soul and another is just
necedlving 4t. "Whoever they are (on will become] - prostitutes,
dancens, women, men, the antist himseld (herself) - all are doomed.
The neal problem to them is not death, as in Chuistian Aimagery, but
Life. The ages of man from binth to death is a favourite theme,
but the central problem L4 the Life they cannot Live."? we have:
nealized ourn position and we §ight against the 'mask' of Life but
it A5 useless, the moment we begin o see, features begin Lo form,
we are hestrnained, "...the belief of arntists and public that every
neligion may have some pontion of the truth and that all art forms
are valid in man's search for a new vision..."33 ane ideats that
have yet to be attained. ALL of Life has nestrictions, A£s bound-
awiies; its masks. The Last hint of paradise and Art Deco sumpt-

wousness dictates the scattening of gold Leaf touches in this work
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directly Leads into the Ties 0f The Workd, my fowrth painting.

Our binth has occwvred. We are bound by the sterile demands
of the world (the white ganment). We have taken an identity. But
"the fean that women descrnibe of Looking into the mirron one day
and seeing nothing 48 an allegony of non-identity, which also reveals
fear of desention, of dependence upon an insufficiently integrated
4&86."34 Most women suffern, some gheatly, from this Lack of ego.
Although given a personality, they never seem to fully explore the
depths of themselves. Many create a facade fo be offered to the
general public; mine is symbolized by a sensual, sensitive mouth.
This facade is not always a false gront. 1% can be true to the
personclity, but, Lt nemains the demanrcation of depth the world Ls
allowed to penetrate. There are no eyes, no windows to the soul.

The Ties 04 The Workd is actually the §irs% painting 4in the

sendies to include elements of both Ant Nouveau and At Deco in a
stnictly personal adaptation. The two works before it are strongly
Ant Deco alone, while the §inst work 45 essentially At Nouveau.
At this point, with this painting, 1 have distilled the major ele-
ments from both movements, a symboldc patterning, a cwvilinear
motif and stawctual simplicity and placed Them upon the canvas as
only my hand could. 1 do §ind however a stylistic Rinship with
Hemni Matisse when something Like this is wiitten about his work:

He appeans to have been detenmined to solve the problem

of modeling a figure simultaneously with the creation of

a stundy decorative nhythm of Line and a powerful con-

trast of Large fLat areas of colon and value. His goak
was perhaps similar to that of the Cubisis, but his means
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were ZoZally opposite (...to provide, if not Literally
an LLLlusion, at Least a sense of volume for the fLgurne
nepresented, while at the same time maintaining the in-
tegnity of Zhe canvas's surface through overall design.).3>

This 4s an equally appropriate description of my §inal

painting in the senies, The Potential 0f Death/Birnth. But this
work also exudes Antoine de Saint-Exupery's Art Deco philosophy.

It 8 as 4f there were a natural Law which ondained that

Zo achieve this end, to refine the curve of a piece of

fwiniture, on a ship's keel, on the fuselage of an aero-

plane, until gradually it partakes of the elementary

purnity of the curve of a human breast on shoulden, there

nust be experimentation of several generations of crafts-

men. In anything at all, perfection is §inally attained

not when there 48 no Longen anything to add but when thenre K

45 no Longen anything to take away, when a body has been

stripped down to its nakedness.30 —
The stnipping away of the cloth, the hall_mark of society, could
also embody the stripping off of Zhe mask of the world. Only at
death are we freed of the comstrhaints, the ties of the world.
We become once again the free, joyously exuberant soul. This
efpervescent explosion of destiny {5 just about Lo oceur in the
visdon of my Last wornk. We are to be one with the Light. But 4is
death necessany to discover this nebinth? Perhaps not. As the
cinele motif gently swuwounds the gigure, Lt could again be Zhe
symbol of a womb, on perchance "The inidescent bubble about to
bust (which) is akmost the official symbol of the twenties.",?
but it could also be the mivon of self-discovery, the Liberation
and education of a heart and mind. 1 would £ike Zo allow it to be
all of these things. "We should remember that the appreciation,

understanding and evaluation of a work of art are essentially the
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result of a personal response, a response subject to change just
as the individual making that nesponse must change.”sg

The art work was finished. By the third term of my second
year, T had fo paint no more. 1 truwthfully would have Liked o
paint on more canvases but my scholastic Load would not allow it.
I continued my headings and for the §irst time began to take notes
forn this paper. 1 found that the readings had done exactly what
I had hoped they would; they influenced my wornk without becoming
too obvious, too Literal. 1 had distilled the essence without
drowning in the vapons. Six months and 147 note cards Laten, I'm
about done. 1 have Learned more about myself and my art work in
these two yeans than in all of the preceding iwelve. 1 have Leasned
Lo necognize my deepest feelings, accept them and anticulate them.
This time has been extremely difficult forn both me and my family,
but T can honestly say that yes, it was wornth the price. When T
wriote my thesdis statement 1 titled Lt: "Quae Fult Durum Patd
Meminisse Dulee Est" which means "What was hard to bear 4is sweet
Lo nemembern." How did T know!

Jean Cocteau (1892-1963) wrote: "the greatest possible
audacity...is to be sdimple...This 44 the only possible opposition
Zo an epoch of extreme(s)..."37 1 designate this perdiod in time
as one of many extremes and stand {iunly on my right as an artist
and a woman, to Agnore some of the doom and gloom extremisits, who
choose to display all that s ugly and wretched and disgusting 4in
owr 'modern’ wornld. There is silE much that 48 good and beautiful
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on this eanth and that is where my internests Lie. As
Mawie Lawrencin (1885-1956) said: "My pictures are the Love
stonies 1 tell to myself and which T want to tell othens."0
The art of the past tells us a great deal about the past.
1t also helps to identify our own attitudes to the sub-
jects that have concerned earlien societies and cultures.
At has had a social value even if it has no othen.
But £t 44 also generally held fo provide another valuable
part of the cultural Life of Later observerns. The anti-
gacts of earliern societies have contributed to Ldeas
about wisdom, trhuth, beauty and othern Amponderable ele-
ments which are Lodged in human sensibilities somewhere
between the intellect and the spinit.
"...Somewhere between the intellect and Zhe /.»;oM."M A5 whene
my ant work dwells. 1 have taken what 1 felt pertinent from
Iwo undque perdiods in Ant History, and given Lt my own interpre-
tation. As Paul Emile Benthon (whose work was an Ant Nouveau
precwison) said: "...1 shall never be afraid to paint my fLgures
with green, yellow orn red hair, if these tones are wanted in the
composition of the design. And then again, my manner will be
different, acconding to place, to object, and especially o the
process 2o be employed.™?  Whether stated in 1890 on in 1980,
this is how T view my work process, a non-process. 1 choose %o
eschew the complexities of other ant styles and explore the s4m-
plicity of Nouveau Deco while it suits my mood. "ALthough Lt ik
convenient to set ouwt what appeass to be a sequence of specdfic

developments each §ollowing the other, art, Like Life, 48 actually

Less straightforwand, and the true cowrse of events 44 considerably
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Less tidy. Artists change dinection, absonb new Angluences and
make new statements..."43

My work is finished - on has it just begun?
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TLLUSTRATIONS

1. From The Time Before Time
0Ll
40" X 60"

2. While Still In The Garden
oLl
36" x 48"

3. The Awakening
0L
36" X 48"

4. Tdies 0f The Workd
oL
48" X 48"

5. The Potential 0f Death/B.inrth
0L
48" X 48"

The graphics used herein wene taken grom a Dover CLip-Ant Book
0§ copyright-free designs.
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