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My thesis exhibition is composed of 3 paintings and 4
drawings. In the peintings I use the humen form as I use a
plant, an oriental rug, a fish. I use = form for its shape
and its relationship to other shapes, and for the essentisal
spirit it possesses- for its "magic", A "likeness".in a port-
rait is only important to me insofar as it probes the soul.
I, in fact, first paint the head to a somewihat complete
state and then proceed with the "actual" painting. As the
vrogresses, the head becomes less of a portrait; it is abs-
tracted, and becomes a complete part of the painting. I use
short oristle brushes with which I scrub on oil paint, When
I prepare my canvas, I include pieces of string -knotted or
straignt- in my gesso. The gesso itcelf is zlways of a sand-
umber color wnich I roll on with a nubby roller to avoid the
smoothness & brush would insvitably create. 1 use a closely
woven but heavy and thick Belgian linen. All this is done to
create as coarse a surface as I need, and to give a sensation
of a sand, stone-like surface worn by elements of nature and
time. I use no oils or varnishes. My paint is applied in thin
dry layers, eventually forming s somewhat crusted and always
dry surface., This surface sensation is essential to the con-
ception of the work., I strive for a sense of time marking
and paring away what once existed. In a broader context, art
subjected and exposed Lo tue erosion of time, is what interssts

me, For instance, with primitive and ancient ert, we do not



respond to tae original intention of the work. Time and sit-
uations have altered relztionships. We can only see the Par-

thenon in the context of 1973~ waite and in fragments: sort

of nakedness that exposes truth.

I focus heavily on silence and stillness: that mom-
ent when activity has momentarily halted (not in a metamorphic
state but in a complete state); where weight and timing of the
elements present are working together, whether tne character
of their union be symmetrical or assymmetrical, or both. Time
and movement in my work exists somewhere between the kinetic
and the static. Repetition of an element or shape is used to
arrive at subtle variation, and emphasis of that variation. 4
geometrical format orders and contradicts chaos ana assymmetry,

D

which in turn contradicts order and symmetry. I try Lo use tnese

opposites to explore tne moment when tiney meet. In my work thnere

is a quality of stillness out there is also the rhythm of re-
petetive forms which deny and emphasize the stillness. In relation
to this, I have noticed wmy 2 year old daughter moving in search-
ing repetitive movements: each the same and each different and
each emphasizing the whole and tne individual movement- like

the seried columns of tne Parthenon and the systemic work of
fobert Ryman, Sol LeWitt, and Eva Hesse. To paraphrase Lucy Lip-
pard in relation to Eva Hesse: Eva's work has a fanaticism which
has absorbed a strong formal sense and has the quality of sup-

pression and release- of being free and confined, regular and

irregular.



Scale, color and visual proximity are intimestely
woven together to create both form and content in my work,
whether the work is in 2 or 3 dimensions. As in Mark Van
Doran's poem "Undersong", art is like nature, woven from
storm and calm and completely unified and held by a strong
but teut thread: a constant calm and constant storm obeneath
the surface. At any moment the narmony may break even Lhough
it is from this state from which the harmony grows. WJe are
obviously dealing in contradictions. It is not easy to grasp
this, end I think, in reference to my own work, it is imp-
ortant to see a body of work in order to develop an understanding
of it. Inis is true of contemporary art in general. Ingmar
Bergman has said that he expects those who want to understand
his work, to see all his films. One or two is not sufficient,
Jean renoir has said that all nis films are ebout the same
tning; they are all one work. Therefore, one must see as much
Renoir as possible to know what he is about. I agree with tuis
approach. To understand the whole, the parts must be locked:.at .

closelyy

My drawings are actually subtlely layered "construc-
tions"., They consist of off-square wax pager taped at four
corners to clear gless, brown cardboards, and a mirror. The
cardboards have pencilled grids, somewhat centered. Bach wax
peper has four ereas of an cil paint shape or brusnstroke,
which 1s somewhat abstract expressionist in character. (In this
con.ext I see my drawings as paingerly as my paintingsy) These

painted areas repeat the taped corners. The tapes are not cut

evenly out are torn irregularly, and they in turn repeat the



spontaneily and chance form of tne peinted zreas. My "speace
drawingzs", as I refer to them, ssem st first 2 dimensional
and flat and weightless. But hung away from the wall, as in
the gless drawing, the paver, tae uége, and the paint, becone
sculptural objects- floating weights- independent bodies.
Waxpaper is an uncommon material in that it 1s semi-trans-
lucent and semi-transparent. It is like skin in ils waxy
texture, It reminds me of amimal skins stretched on a frame
either to be painted or pulled as a drum. In an absiract sense,
I use the tape just as strips of aide are used to cull and
hold the skins. Function and aesthelics are intimately com-

vined.,

ceintings each share the weight of silence and
ctillness. Symmetry and assymmetry co-mingle to help define

and emphasize the other, Flat space becomes shallow layered
space and moves again to flat space, as in my drawings. Thus fer,
my work has taken the shape of the off-square. The popularity

of this shape has been perticularly strong since the "all-over"
influence of Jackson Pollock. When I first ovegan painting my
series of heads, this "all-over" feeling became a serious though
difficult goal, since the idea of a portrait immediately denies
an all-over emphasis, My more recent paintings have come closer
to Lhils goal because tne nead has oeen nore cbviously reduced

in importance and cecall activity. The nead has been replaced

al times by other elements which lend more easily in connota-

tion to becoming one with the total: painting. The object has



moved into tne "oacksround" and tne "background" nas moved
forwsrd in importance. I think I began with an allegiance to
Mycenegean painting with its more formal, monumental structures,
and have moved into a greater kinship and appreciation for the
more naturalistic and freer aspects of Minoan art. I am deal-
ing with troditional things in an untreditional way. My approach
is untraditional in that the concept remains in the middle of
my work, with the work moving toward Lue concept from various
stylistic directions. I find this a valid and exciting way to

work.

I have tried beiefly to cescribe those gqualities of
art which are most meaningful to me. lhey are qualities which
artists often strive towards. Different movements have different
epproaches to reaching the same goal: from Matisse's "Daace"
with its convulsive creatures rejoicing in tie corgiestic birth
of time and mankind, to Tanguy's silent, airless, time-arrested
world of infinite space, peopled by primordial stones, to Pollock,
Rothko, Newman and otill, who were obsessed by Lhe eartn, and

possedsed by the mysticism of the very elemental and primitive.
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Number of s8lides and medium

#1 Painting 48" x 60" Andy with Nana's Rug

#2 Painting 60" x 72" Joe's a Wizard

#3 Painting detail Joe's a Wizard

4+ Painting 60" x 60" Maya's Rug

£5 Painting detail Maya's Rug

f6 Painting détail Maya's Rug

#7 Waxpaper, mirror, 15" x 15" Space Drawing 1
tape, oil paint

#8 Waxpaper, oil pt., 16" X 17" Space Drawing 2
cardboard, tape

#9 Waxpaper, tape, 144" x 15in Space Drawing 3
cardboard, oil

#10 Waxpaper, glass, 1351 x 14in Space Drawing 4

tape, oil paint

{:}':
&
o
;gh?y
&%






e
A e A Rt
e

e
SR

o e “'.., AR
e ‘;..‘r"‘ AT

= %
-u»;s.:.‘:»z.—sa;.,_«,- S e T

SR S

fess P,
R

e e ——w‘-‘-—-&»-w e ma

= s et R ke

S e o e o
c W:; Cane i
*_ﬁ,. biw,, poe s .;,v.,-w_ =
g2 u:..#""‘
K

e

T

5 = o
B M......;? e PR R AT AR =
A 20 "“~:‘sz“‘~ L3 : N - SR _(Jn:;-;.‘; - Lx«l:::a.ﬂ/

e = ey
T e e e S E TR e
S A A T e SR R e i3

Eie v~~¢ PP a2 S
,,A_Aa,&-a_w.ax»

K CRmh <
avr,«\a:,».s

e
SRS INT

R ~.:< ‘,,..hxw-vaw s
R

x:.ll“ S 3
i mﬁ.\"?;'-

A-‘_f::,.k.‘, %

ST

LR RAE
e s T e e

A Sl
et SRR T e

R e e b e

oy
e S et 0
)‘ > S e T e - e s HW

gre »J;.M,rm.mg— s

BT o ot

e e T

_\M’L&




	ncfa_td_1973AlhadeffMRepetition_001
	ncfa_td_1973AlhadeffMRepetition_002
	ncfa_td_1973AlhadeffMRepetition_003
	ncfa_td_1973AlhadeffMRepetition_004
	ncfa_td_1973AlhadeffMRepetition_005
	ncfa_td_1973AlhadeffMRepetition_006
	ncfa_td_1973AlhadeffMRepetition_007
	ncfa_td_1973AlhadeffMRepetition_008
	ncfa_td_1973AlhadeffMRepetition_009
	ncfa_td_1973AlhadeffMRepetition_010
	ncfa_td_1973AlhadeffMRepetition_011
	ncfa_td_1973AlhadeffMRepetition_013
	ncfa_td_1973AlhadeffMRepetition_014

