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legends in pieture:

ing of the figures. Through palnting, study, sad teschlng

ariist feels there i%.ﬁ-&%fhﬁiﬁﬁ ﬁ&ﬁ@ Tor now ﬁxﬁ?@ﬁﬁi@& in Indisn Art.

In the past twenty-five or thirty years Indian ert hes been

sultivated and acelalmed. Sut ithe subject matter of the traditionsl

type of Indien painting hes been done over and over to the polnt of be-

ﬂ;;;gg.h&ﬁﬁmﬁﬁﬁﬁ* Singe theres le littls w@ﬂwl%iliﬁﬁ of grﬁngiim this

le of painting, the Indien artist must inevitebly turn in the direce

‘tion of more contemporsry two~ or three-dimensionsal studies, To resch

iy, BOTS KAVA %ﬁ’& art wors, ssking more dema

iz new apyresc nds on the

artist, will becose o necessity. In faot, this

apparent asong the present doy Indlsn artists, However, some among , b1

ot successfully achieving thelr alms due to & lack of understanding

‘the principles iahersat in foramel



2
' In the six

oil paintings and the written explsnations which

| accompany

them, this candidete will endeavor to demonstrate these ideas,

In each pelnting en Indian motif will be used, but will be adepted to

| contemporary pieterial principles, To demonstrate the numerous possie

¢ paintings will vary in style from the comperatively

bilitlies, ti

realistiec to extreme ahstraction. It is

hoped this work wmey in & swell

lead towsrd s brighter

way prove helpful to other Indian artists and

future for Indian art.



CHAPTER II

Si0UX GIRL

The first subjeot selected, to be painted ss & fairly conven-

[his wmodel was palnted to illuse

tional portrait, was an Indlan girl.
‘trate & comparatively reelistiec approach to portraiture, not in the twow

ﬁ&@@ﬁﬁi@ﬁﬁl treataent of traditionsl Indian art.

Indian artist would record this flgure with-

figure would be partially geometri¢, with all color areas flat and with

treateent enclosing each solor aree, Any realistic qualities

attained would be through a.graﬁ&&imm of related ¢olor nareonies in the
flat sreas, Perhaps the wmost outstending charsoteristies were in the
faculty for recording minute details snd decorative patterns,

The contemporary treatment for this painting was in competition

ny shite ertists who have ad

with me opted Indlan subjects, The subject

jed in en informal coaposition in which coler

and srtifacts were arrang

and form relete the subject snd buckground. Typicel conventions found
1&ﬁ?@rtﬁ&1ﬁurﬁ, such as moduletlons for light and shedow, contrest of

warm und cool colors, and projestion and recession of tonal qualities,

were found throughou
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To achieve & compal

ratively reslistic work, the aress of the

11 techniques,

canvas were related sccording to academic three-dimensione

Atteapts to approachn photograpnie versimilitude of all objects in the

"ﬁﬁw@ﬁﬁit&ﬁnﬁﬁutiﬁﬁﬁé throughout the porirait, with exirs care to balance
i*ﬁﬁ@ and cool colors. To unite Lhe coler erses, glazes were run across
edges, qaia%ingﬂth& ghadows snd @1&@&%@ ihe different sections in better
,f&ﬁ@&ﬁitiﬂﬁ of the pleture plane, A f@ﬁ parts were scumbled with the

knife.

paletie

Girl®™, the typlesl brilllance of Indian colors wes

‘used, but subdued by atwospheric tonality., This, plus the gquiet pose

of the model, produced a feeling of reposs.



SI0UX GIRL, 0il on canvas 43" x 30"
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SOLDYER DANCE

The three figures in "Soldier Dance" were suggested by & two-

H}éiﬁ&ﬁﬁi@ﬁﬁi,ﬁ%ﬂ@?§&iﬂt$ﬁ by the artist. The origlinel pleture was a

;1&r§&.$ruﬁ§ gomposition invelving tweniy or more flgures. The unusual

bocy peinte end the angularity of the dance

¢ombination of eolors in the |

ateps suggested an interesting subjeet study for compositional purposes.
The probles in this composition was unususl in several re-

The ertist &ttamyt@ﬁ to piece the three flgures in such &

spects.
‘wanner that they formed & eylisdricsl srrangement which was centered on

the conves, |

. sgalinst sustosery procedure, thet of receding frow
1ight to derk, in this instence the foreground and two forward figures

were painted in darker values,

lightest portion of the pleture was

on, aroumi, and in the figure,

- To create a center of interest, the dosinent wars colors and

predominantly

deepest darxs were placed on the figures. In contrast,
@ool colors were used in the basiground end eround the figures to bal-
ance the warmer tones, and L0 acgentuate the effect of the figures in

and surface

‘brosen ﬁiiﬁ@u&%ﬁaﬁ/ﬁavtaahni@wa in solor application

e palette knife was used almost exciusively on the entire

texture i

pieture, In particular, this helped to minimize mx

6



‘and to oreate & texture in the background which, when glazed, produced

¥ in the pleture. The anguler

dancers, as if observed while still in motion, adds to this mood.

Qf

three, the central figure would be the foeal point because he bears

the

snd 1ighteet eolors and 1s, in contrast to the others, un-

is pleture and using « less

By minimizing the modeling of £

Girl", one step was taken in the

I@?Qﬁibl%_%ﬁ&f7;ﬁf3@ than in "Sioux
direction of the abstrastions to Le done latsr in this series of painte

ings.
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SOLDIER DANCE, oil on canvas

28" x R~



ihough lendscapes, by lhesselves, were seldop

 used by Indien
‘artiets, a later stage of development in thelr p&inﬁi&@@ showed an intro-

duction of plant forms and atyliaaﬁ elouds and mounteins to suggesti

-

? r@uﬁﬁaﬂ'

landscape baci the Southwestern group, historical evidence

hes shown & hilgher developument and longer use of plotorial repressntes

tions than smong the Plains group. In frieszes on the waells of thelr

sacred chambers, or nivas, the former group depicted their life and

¥

Here were found scenes showing

mountaine, vegetation, and ¢liff

vzﬁ@alﬁi
dwellings. ALl were done iﬂ gimple linear form, some in symbolisum,

v Thus there is o basls for the use of landseape in this series
of stuales suggesting possible develupment for Inﬁ&a? art, It broadens

satter and still allows the

the scope of usable subject Indisn approach

in handling ¢olor and design in the gontewporery fleld.

Ihe sketches for "Red Pond” were inspired by the unlqueness

of the red clay sountryside of western Uklahoma, iong the home of the L

American Indien, The first two ﬂkt@&%#ﬂ%/;ﬂ& blaok-and-white, the other

Lot
&

in eolor, were realistic recordings of the scene, The problem in the

third s«eten was to slingle out the must ilmportant fectors of movement
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end form from the first sketches, These factors were given disgremsatic

ireatnent to sccentuate the patiern and wmovesment in rhythmieal patterans

@f dﬁrgﬁ adid xrwftﬁﬂ.

e these disgremsaiic elements and

The final step was to ta
purposely strive to give them & somewhat expressionistic treatuent. In

e pure

this trsatment, recognizable subject matter is sscrificed for &

pose of creatling foram in expressive coherence. These geometric patterns
~ allow a more subtle hendling of color, and the subject matter becomes

 subjeot to states of mind or smotionsl response pather than staying

¢lose to visual recording of objects, This was exemplificd in the treat-

. ment of the tree and cloud forms in eolor and motien. For instance, the

deap darks of the cloudas were balanced by the high lights of the logs

’ d -

in the foregrou

‘The pond 1tself and the tree reflected in it were

it 1d thewn,

‘accentuated by the land and tree color patterns which surr

T

ough this peinting is in many

wayas far renoved ??ﬁmﬁﬁhﬁ

anclent friezes found on Xive walls, there is s similerity of design
and handling of solor, But these elewents were enriched by Lthe more

diversified principsles of sontemporar; treatment.
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RED POND, oll on canvas 31" x 43"
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PHANKSGIVING PRAYER

To fulfill & long felt desire to £ill & cenves with diverse

‘ 'Iaﬁiﬁﬁ.éaaigna snd colors, this painting was conceived. The symbols

‘used were selected from Navajo sand-paintings, Hopi sun symbols, end

releted here because they pertain to foods,

In order to assemble these designs, a curved linear arrange-

- ment epirelling in depth was chosen., To fulfill the progression of

spiral movement, shapes whose 1iﬁﬁﬁﬁ'%ﬁﬁiiﬁiﬁﬁ contributed éimini@n;ﬂg
vaiﬁéﬂ wére supported by color gradations. The predosinent central shapes
of %ﬁg buffalo's hesd and the Hopi sun were encircled by the spiral mo-

; tion. Ang '

- tlen to form centers of stten ular areas were placecd around

e major spiral to vary it and strengthen its tempo. To

and through ti

tony in the large sngular areas outside of the spiral, smell

designs of subordinate interest were used, These follow the same direc-

tion of movement as tb

e large spirsl deeign.

The solor usege in this painting is lmp

ortent because 4t is

typleal of the Indien's love for vivid colors. To use these colors

successfully, the artist hes tried verious ranges of weram and sool ¢olors

18
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both in spectrum end neutralized combinetions. These color combinations

ereate complementary contresis and harmonies thet belance the differing

@paces supporting the spiral movement,

»le composition are

bel designs found in the wh

fsyﬁﬁqli@ of the 1ife and religlous beliefs of the western Ameriean In-

iffale, in this pelnting the dominant centrasl figure, mesnt

: disn. A b

food,

shelter, even life itselfl to the tribes of the pleins., Besides

this, he held en %mpartanafgiaaaia their religious beliefs. The Hopi

sun represents one of thelir deities, insuring successful hervests., In

re of his deitles, The

sandpaintings, the Navelo symbolized the figu

:W?ﬁl shepes below the buffelo are conventionalized designs representing

The dark linser projections

represent the wings of birds

and give

an appearance of u

wfrl&&#,fﬁuﬁﬁﬁstiné‘hQWés of buffelo. This peinting

is pure flet design done as & symbolie abstrestion, but mur

¥y of the

add thelr extra bulk and depth to

‘technicel ettractions of oil plgments

'ih%~ﬁ1&ﬁ-



THANKSGIVING PRAYER, oil on ecanvas 24" 30"

14



THE HASXED DANCERS

Abstractions in blocky shapes moving on common pivots play sn

importent part in esteblishing gensations of simultenist movement, The
basic theories of this wmovement depend on what ean be derived from

geometric patterns descended from primitive Africen seulpture, The

subists' snd simultanists' use of thies Hegrold sculpture provided an

ideal method for e contemporary trestment of Americen Indian

This type of work is ﬁ%tﬂmﬁt@d‘iﬁ “*¢@<%aaka& Dancers”.

This peinting i& & flgure study mxaaut&a in semi-abstract fanm

8 ;iaying many @iwmant@ of cublsw and simult

anism, Flat @uhiamagp&&ra

in the treatment of the heads, seen in both profile and frontal views,
It elso aide in cerrying out the couwplete distortion of the figarwa.

~ This distortion secented the sngularity and disproportion of the dencer's

The color treatment in wost al

stractions uses areas lald flat
on the picture plene., This is evident in many early works by Flcesso '
 aaé_3w&@aa after 19508, ﬁt&ifﬁQ?ant stages in thelr cereers, textural
:Vﬁfi&%iﬁﬁﬂ aa@urrmap/fiaﬁareatia';aau technical devices led to an

attempt in "The Mesked Dancers” to combine effectively flat surfeces

15
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of soft and harsh colors in varied textures. The wars and ceol colors
~ 8re relieved by neutral intensities. Smell color aress recur in such o

, tending to eguelize the play of

menner &s to oreatesn over sll patter

. Golor and movement. The problem of iampurting & sensation of grotesque

asction to the dancers, without realistie treatament, vas met by sccents

of light sgainst dark, and by an outline,

broadly snd bleackly ﬁtrigaﬁ;

Here &g@&a»&?&,ﬁimilariﬁiaﬁ 10 the Indisn ertist painting in

‘his traditionel menner. Like the ocubists and simulteniste, he also
used lines for movement and harmony. But this painting becomes more

ﬁﬁﬁﬁ#ﬁﬁﬁr&rilﬁ sbatrect by cosbining linesr-enclosed sreas with over-

lapped areas to creste relatlionships of time and spece factors on the

painted surface of the composition.




MASKED DANCERS, o0il on canvas 30" x 22%




This painting entersd a speclel realm of surrealism where

 &§&@&&& teke %ﬁg place of realistic representation in the éru&m*w@rlé;

This, &t the same ydied many of the principles of asbstract de-

time, emb

slgn. The object was to suggest the buffelo shapes as conventionalized

hes .,

by weny American Indian trii

Heads, horns, hooves, and oiher parts
of the buffalo bodies were presented flatly patterned from various
g@iﬁta of view, OConsciously adapted to one of the most esoteric con-
temporary trestments, this resuliing design, very geometric and bleym-

metricaily belanced in its original Indien foram, begun & sort of migra~

tion toward freer forus iu a more spiritusl kingdom, A& fantastic play-

but the poetic suggestions continued

fulness inserted itsel! pletorially,

to express themselves frosm an Indien's spproach,

hn attempt to sieplify shapes stressing inf@rmai-@mvv@a Pro-

duced & fi%&timg quality. 7The background colors were muted and

ened, enlarging the scope of the surrcundings, meking

the dark buffalo shapes appear broader and loossr, ,

The @

wotif then seemed to move again:

modulated arees closely related in value

 posed of four large, slightly

but differing ze, blue, yellow green, end neutral '

in hue, &@iﬂat Qraen
| 18
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gray, the bleck buffelo shapes drift, some linear, some in silhouvette,

with touches of vermilion, white, gray, and green, achleving an acilive

state of irreguler balance. These contrastin

S

ve the painte

's somparatively %i&@la aresas a sumewhat decorstive quelity.

If en observer is familisr with the geomelric designs of the

Plains Indis

18, he will be

able to recognize the syambols which were used

otifs have ﬁawa:@éaptﬁé'ﬁa &

a8 subject matter, although the Indien m

more sophisticated awsreness of surreslism sad fﬁa&&ay. The result may

invest more iaportance in the syabollsm, strengthening a theme that is
inherently rich, robust, lively and forceful., It should evoke & spon=

taneous supernal response.



BUFFALO MIGRATION, oil on canvas

P
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24" x 32"
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