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ABSTRACT OF THESIS
THE PARTICULAR IN PRINTS
I make art because I like to look at things and I want to make images which
describe how I feel about what I see. My work is based on a cycle of seeing and
responding to the visual world as well as to the images that develop as the artmaking
progresses. I choose subject matter which is visually exciting to me and has compelling
formal qualities which offer an enticing opportunity to make descriptive marks. These
formal qualities include: the abstract structure of forms; how forms are altered by shifting
points of view or distance; the impact of light on forms; repetition of forms, pattern; and
finally, the nature of large spaces (landscape) and intimate spaces (interior, figures). I
prefer to work directly from what I see in front of me, rarely using intermediary sources
such as photographs or slides. The mark-making possibilities inherent in the printmaking
media of intaglio and lithography are well suited to my direct approach to making images.
In addition, printmaking offers a means of creating a tactile surface with deep rich blacks,
a surface which I find to be particularly expressive. If an image communicates something
of how I experience both the external characteristics and the underlying reality of the
visual world, as well as my love for the printmaking process, then I consider it complete.
Kathleen Frye
Art Department
Colorado State University

Fort Collins, CO 80523
Summer 1995
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The Particular in Prints

My motivation for making art originates in my delight with the visual world. In his
notebooks from 1941, Bonnard described this passion for the visual world as the
“adventures of the optic nerve”.! Participating in such adventures implies an active way
of seeing the world, one “which interprets by seeing and sees by interpreting, a seeing
which is observing”.2 My way of seeing and observing transforms the “things” that I see,
i.e., a sofa, table, human figure, cloud, field, into an assemblage of formal elements in my
mind. My response to these visual stimuli is based on a three way relationship between
me, the object or scene observed and the image. When I begin a drawing, I look carefully
at what I want to draw and make marks to record what I see. As the marks develop into
an image, the image reveals nuances in the observed object which I hadn’t noticed before.
These newly observed nuances suggest new mark-making activities and, in this way, a
cycle of seeing and responding to the visual world, and to the image, begins. This way of
seeing and making marks is provisional and mutable, going beyond an attempt to simply
describe or enumerate.?

Thus, my approach to art-making is based on my response to what I observe as
well as to the subsequent two-dimensional image that develops from that observation. I
characterize this response as direct, immediate, expressive, physical and deeply involved:
characteristics which seem to be best expressed through the printmaking media of intaglio

and lithography. By their nature, these printmaking media offer the opportunity to make



an initial drawing with immediacy and directness while at the same time requiring intense
and physically demanding involvement to process and print an image. Though the
technical aspects of intaglio and lithography differ in many ways, my approach to drawing
the image is similar with both media. I draw what I see in front of me directly on the stone
or metal plate in one sitting, rarely re-working an image during the processing phases or
using intermediary sources such as photographs or slides. I also prefer to work without a
pre-determined idea of how an image will develop or be resolved. If an image
communicates something of how I experience both the external characteristics and the
underlying reality of the visual world, as well as my love for the printmaking process, then
I consider it complete. A final reason for choosing printmaking is that the medium offers
the possibility of creating an expressive, tactile surface with deep rich blacks, a surface
which I find to be unique to intaglio and lithography.

My choice of subject matter depends on what I find visually appealing. A subject
must have formal qualities which are compelling to me and thereby offer an enticing
opportunity to make descriptive marks. In my recent prints I have chosen to work with
the landscape, the human figure and interior spaces. Antoine Terrasse, in his introduction
to the letters of Matisse and Bonnard, suggests that “Matisse experiences outdoors and
interior in one and the same sensation -- ‘they are united in my mind’, he would say -- and
seeks to create this sensation on the painting’s surface...”* In a like manner, my
“sensation” or internal response to this different subject matter is the same because I see
similar formal elements in all of it: the abstract structure of forms; the way in which forms

are altered by shifting points of view or distance; the impact of light on forms; repetition



of forms and pattern; and finally, the nature of large spaces (landscape) and intimate
spaces (interiors, figure). In addition to these formal elements, my manner of calligraphic,
linear mark-making is common to my handling of all subject matter. A final unifying
element in my work is the use of both abstraction and representation in an image. My
interest in the abstract is evident in how I use formal elements to structure an image as
well as in the abstract nature of the marks. At the same time, I am also interested in
making images that express the reality of what I see. In summary, I want to make images
which describe the visual world through the use of abstract means.

As mentioned, my work begins as a three way relationship involving me, the visual
world and an image. However, I hope that the resulting images can initiate another, new
relationship with the viewer: one that communicates my passion for the visual world and

the joy of making marks to create an image.
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PLATE I. Berthoud Exit
Lithograph (9 x 21 inches)



PLATE II. East of Mead Exit
Lithograph (32 x 21 inches)
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PLATE III. South of Masonville
Etching (10 x 4 inches)



PLATE IV. Near Johnstown

Etching (9 x S inches)
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PLATE V. North of Mead
Etching (9 x 4 3/4 inches)
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PLATE VI. Isabelle Road
Etching (9 x 6 1/4 inches)
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PLATE VII. North of Masonville
Etching (9 1/2 x 6 3/4 inches)
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PLATE VIII. Wednesday Afternoon
Lithograph (24 x 7 inches)



PLATE IX. The Corner
Lithograph (6 3/4 x 5 inches)
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PLATE X. At Home, Afternopon

Lithograph (5 x 7 inches)
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PLATE XI. Interior
Lithograph (5 x 6 inches)
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PLATE XII. Allison I
Lithograph (5 x 7 inches)
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PLATE XIII. Allison IT
Lithograph (5 x 7 inches)
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PLATE XIV. Untitled
Lithograph (5 x 7 inches)
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PLATE XV. Standing I
Lithograph (7 x 9 inches)
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PLATE XVI. Standing II
Lithograph (5 1/2 x 9 inches)

21



PLATE XVII. Amy Standing
Lithograph (11 3/4 x 21 1/2 inches)
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PLATE XVIII. Allison Reclining
Lithograph (19 x 30 inches)

23



	1995_Summer_Frye_Kathleen_1001
	1995_Summer_Frye_Kathleen_1002sig_blocked
	1995_Summer_Frye_Kathleen_1003
	1995_Summer_Frye_Kathleen_1004
	1995_Summer_Frye_Kathleen_1005
	1995_Summer_Frye_Kathleen_1006
	1995_Summer_Frye_Kathleen_1007
	1995_Summer_Frye_Kathleen_1008
	1995_Summer_Frye_Kathleen_1009
	1995_Summer_Frye_Kathleen_1010
	1995_Summer_Frye_Kathleen_1011
	1995_Summer_Frye_Kathleen_1012
	1995_Summer_Frye_Kathleen_1013
	1995_Summer_Frye_Kathleen_1014
	1995_Summer_Frye_Kathleen_1015
	1995_Summer_Frye_Kathleen_1016
	1995_Summer_Frye_Kathleen_1017
	1995_Summer_Frye_Kathleen_1018
	1995_Summer_Frye_Kathleen_1019
	1995_Summer_Frye_Kathleen_1020
	1995_Summer_Frye_Kathleen_1021
	1995_Summer_Frye_Kathleen_1022
	1995_Summer_Frye_Kathleen_1023
	1995_Summer_Frye_Kathleen_1024
	1995_Summer_Frye_Kathleen_1025
	1995_Summer_Frye_Kathleen_1026
	1995_Summer_Frye_Kathleen_1027
	1995_Summer_Frye_Kathleen_1028
	1995_Summer_Frye_Kathleen_1029
	1995_Summer_Frye_Kathleen_1030
	1995_Summer_Frye_Kathleen_1031



