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* This thests is a per%onaI documentation of artistic

S
t
-
.

change and growth in. painting experiences, It a]so demonstrates

how a system of personal 1nqu1ry can develod and exist in one s

. , N ,
. own creative process. , {
. . ' - | ) i .
! -
The format 1s a written document and f11e box in which
. information is chronologically 1ndexed and colour coded o
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" . " .. - APainter's File Box
- The current gutrage devemvmw
r berg s ﬁtering of the surface finish of some of David Smith's
S ulptures reintroduces the argument of art,isti,c intention versus
,‘aesthet’i‘c choice. Until recently, Smith's scui'ptures'; ,'inciuding, -
Greenberg s altera , stood as successful pie,ces of moderri'* ' ' '
Atﬁerican sculp@;‘:& present disi]lusionment is over the 1ntegrity
of these aesthetic Judgements imposed’ by Greenberg and that they were
cdmpleted after Smith s deatha |
‘ v o ' . f. e
- There may 'be $trong _cri ticism for Greenberg's actions but

should. there be'any criticism over the validity of the presently
— N . . - o

£

“extsting scu'lptures?

This controversy stimulated me: into questioning the process
an artist fonows in creating his product It seems to be a resuit
of many direct find indirect inﬂuences on himself as an artist and as
a person. The relative success of the product reflects—the artist S,
abﬂity to se]ect and integrate the influences of ‘his environment with

the deve'iopmeht of his imagery

~v
.

t

This thesis is a persorf'ai documentation of artistic, decision

making and the 1nf1uen,oes tha 1\ead to those ‘decisions in my. personal

work. -~ -
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_The body of work produced consists of seventeen canvases

‘—painted_over_e peri;s en-months. These seventeen works were pain-

—

" ted in _two’ series. The first cons isted of nine paintings and traced
the deve]opment of raw ideas to a maturing 1ma‘1e It was at this point
that I consuIted "people" in my 1ife to get reactions. These "people" -
have been ‘categorized -1nto three loose groupings. The -first (/ are
friends - pgpp]e with 1ittle exposure to art, but who give sﬂncere and ™
| sensitive reactions. Ihe second grouplis made up of student and teach-
“ing’ cd'lieagues - people who are invo]ved 1n art and more art1cu1ate fn
relating to visual 1magery The third group consfsts of m two pa1m;-l
ing 1nstructors - people from whom I received two articu]ate. exper1- :
enced. 1nc151ve viewpoints.‘ Th% range of influences var_y. fron being .

emotionally supportive tp stimulating & development of new constructs -

for imagery. !

Concurrentlv there have been many inf'lue'noes from the media.’

+ The th1ngs I saw and read seemed to concern the 1mage of the artist..

H1s 1dent1ty 1n thie structured situation of a midd]e c]ass University h

'R
_and home er. The more 1nv61ved I became with creating a spec'lfic

1mage the more 1nsecure I began to fee'l as to the real intention of my

After a few painting sess'lons ] sat down and recorded what was happen-
o ing. Hhen try‘lng to express a ratfonﬂ intention of the’ process. it
..,wns overpowered by a stream of consclois imagery that gave clues to a
deeper conﬂict. A,'strqule to identify what 1 was as an artist.i? ‘
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what an artist. was accompHshing in the reath of existence as a pro-

—
n ——

After recording reactions and personq] feetﬁjngs, a format

. was needed to retrjeve and co'rre]ate‘ this information with the image

. development of the paintings. A fﬂing system gsing chronological and

co'lour coding was .best suited.

- , . , .
o ,
First the paintings were numbered No 1 to No 16 and pro-

*

°

'fessi\ooaLstes werg made of each work. . -

“White cards with black ink were used to record the data of

each"paintin’g under the‘headings of Image Development, Strengths and

"‘Weakness¥s .. - ‘ S o -

-
~

Separating each painting category was @ blue card with blue

ink t1t1ed Trgns1t1on Th‘ls card noted the theoretica] changes 1n

‘ the 1mage undér the head1ng Realizations , " T

P

i

After paintings No. 9 and No 16 op1n'lons were solicited
and noted under the head1ngs Reaction of Friends (red tab, red ink on ©

*

, white cards), Reaction of CdI'Ieagues (gdmen’ tab, green ink oh white ¢

cards), and Reaction of Instructors (blue. tab, blue ink ‘on whi e cards)

Also 1n this section are two more categories. Artist and A[t (orange

‘ tab. orange ink on white cards) concerns seqrf 1dent1ty and the paiht—

ing 1mage and ‘New Directions (c'lear tab, b]ack 1nk on wh1te cards)

wh1ch out\'lnes future aesthetic decisions. j

A
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.+ . The fi11ng syst‘em,a'noys“yoq to relate back to a specific

L]

image development. - TG L
This: thes1s was' Intended not “only to be a persona1 record

of artist‘lc chénge and growth but a1so to show how<a system of per—'

e

‘ sona'l 1nqu1ry can develop and exist in one own creative process. *
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slide or combinations of 'slides or to follow a specific aspect. of the .
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