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Chapter 1: Introduction

Freedom granted by new digital processes allows photography to be used as a
vehicle to showcase the artistés skills and knowledge in form and color. The purpose of
this thesis is to gain an understanding of the artistis process and intent. Through a very
speciyc method of working with an image it is possible to achieve the strongest aesthetic
impact in a composition. Focus will be on this process and how it is inextricably
intertwined with the formation of the ynal vision. No underlying messages or statements
are consciously present in this portfolio T and in most cases the driving force is trying to
make the best image with the afore mentioned skills.

Each piece demonstrates a conscious determination to present a reyned
interpretation of everyday scenes and objects. Compositions are often simplistic in both
the number of elements and the color pallet, but the elements and color work together
to create a strong harmony. The combined mediums of photography and the computer
are used to produce a ynal print on archival art paper. All of the works are original
photographs that are then manipulated on the computer.

The artist strives to achieve a visceral reaction when a piece is viewed for the
yrst time. Every effort is put into an image to allow for an initial gestalt in the viewer
that things are as they should be. As artists have done in the past, these are idealized
works and often vary signiycantly from the reality in which they are based. Side by side

comparisons of the original photograph and ynal print will reveal in some cases only
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color values have been manipulated, but more often the very structure of the composition

has been adjusted; objects have been removed or added, forms have been distorted or
disparate images are found within the same viewing plane.
Each of the ynal images exudes its own sense of balance and luminosity that

makes these works unique.



Chapter 2: Inpuences:

iNo man is an island*.0 Inpuence of other artists has left a mark, both directly
and indirectly. Early inpuences were paintings by Edward Hopper, Mark Rothko and
Thomas McKnight T they thrilled and captivated an impressionable artist.
Edward Hopperés yelds of color and simplicity of form, evident in paintings such as
Four Lane Road (oil on canvas, 1956), Cape Cod Evening (oil on canvas, 1939), High
Noon (oil on canvas, 1949) and Night Windows (oil on canvas, 1928) are echoed in this
catalog work. Mark Rothkods abstract paintings of nothing but color create a very strong
visual effect, a process that has been duplicated here. Thomas McKnightés method of
fabricating an ideal reality with super-saturated colors is also present in this catalog of
work.

Architecture, both old and new, has also had a profound effect, perhaps because
it is so prevalent in everyday life. Much of a personés visual plane, in almost everything
one sees from day to day, is deyned by architecture. 1.M Peits East Wing of the National
Gallery in Washington, DC and Haussmanns restructuring of Paris are good examples of
the pervasiveness of architecture in daily life.

Computer manufacturer Apple, and ités lead designer, Jonathan lve, have also,
perhaps more subtly affected the artistés process, though. Each week the artistés sole
attention for 50 to 60 hours is the work displayed and manipulated by an Apple computer.

The aesthetic of these machines, along with the obvious deliberation and attention paid
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to each detail when interacting with them, has given the artistds process, intent, and ynal

product a unique underlying structure.
Contemporary artists who work along similar themes include those found in the
Washington Color School (i.e. Jacob Kainen, Kenneth Noland and Gene Davis) and

photographers like Pete Turner and Eliot Porter.

117 century sermon by English author John Donne. The New Dictionary of Cultural Literacy. 3 Edition.
2003.



Chapter 3: Process Overview

While this thesis deals primarily with conceptual topics, it is important to
understand the technical process involved to achieve a ynished piece. In very broad
terms, with image selection/composition and manipulation to be elaborated even further
in the next section, the process starts by scouting for base images, usually through
selecting an area (neighborhood, street, room) and examining every aspect thoroughly.
When a particular composition is discovered T or created - that meets a set of criteria, a
photograph is taken with a digital camera. These criteria center on whether the image
lends itself to manipulation on the computer, and, if so, will these manipulations lead to a
stronger ynished composition?

Once the photographs are taken they are imported into the computer and placed
inside an image cataloguing and sorting program. This program (Appleds iPhotoF) allows
many pictures to be viewed simultaneously at thumbnail size, similar to the experience
of looking at photographic contact sheets. This makes it easier to determine which
photograph in a series of very similar compositions is the strongest overall image. The
image is then brought into Adobeds Photoshop® where the digital editing takes place.

Inside Photoshop, each of the distinct elements are individually selected and
isolated from the rest of the image by placing them on separate élayers.0 Once the
elements are separated, greater control over image manipulation is possible. After all the

manipulations are made the image is ready to be printed.



A combination of an Epson brand ink jet printer and Epson paper provides both
outstanding quality and value. The printer is capable of printing up to 1,400 dots per
square inch. The paper used is archival quality and different surfaces are chosen to match
the mood of each composition. After the print is produced, it is then ready to be matted

and framed for display.

Composing and Selecting the Image

In considering whether or not an image is workable on the computer, an image
has to capture the attention of the artistis eye. Each composition needs to have several
(between two and seven) distinct and clearly divisible elements. These elements are
usually easily distinguished shapes and/or solid yelds of color. For an image to be further
considered, there are a combination of factors to be met. Any one of these factors,
if exhibited to a strong enough degree, qualiyes a scene as a candidate for continued

development.

Structure of Shapes/Forms

Does the image have a harmony of form? This type of harmony is perceptually
easy to distinguish and involves a level of abstract spatial analysis. Can the scene be
divided into balanced shapes and areas? A simple landscape might be divided into a yeld,
a stand of trees, and wide-open sky, visualizing the composition as three basic regions. If
these three elements interact well together in the picture plane, the decision may be made

to continue with the scene, regardless of the following considerations.

Structure of Lines
The structure of lines is partially tied to the éstructure of shapes/formsd where
two shapes meeting form a line. However, when making a decision based on this

consideration, it is the lines of the composition that receive attention. Lines need to lead
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the viewersf eyes through and within the composition, rather than letting the eyes wander

out of the image.

Color

Color, though it is often an initial attribute noticed in a scene, is usually less of
a deciding factor because it most certainly will be adjusted on the computer. EXisting
vibrant hues or interesting juxtapositions and harmonies may highlight a particular scene

for further consideration, but is usually not a primary selection factor.

Mood/Energy

A more difycult variable to explain is the emotive factors in an image. The
mood of a scene may sometimes cause a less structural evaluation. For example, quiet,
misty, landscapes may have a strong emotional appeal. Atmospheric elements, overall
color casts, strong diagonals, or repetitions of form, all lead to a stimulated emotional

responses.

In summary a strong single or combination of the above factors begins the process
of creation, leading to the hard work of bringing the piece to completion. When one
or more of these factors have strong enough presence, they cause the artist to become
engaged. This usually happens at a subconscious level - something vibrates, urging for

more consideration to be paid on the scene.



Working With an Image

In many ways, the process of creating a ynal image is an internal dialog between
the dphotographer selfé and the édesigner self.0 The photographer goes into the yeld,
keeping in mind what types of images the designer has an afynity for, and tries to ynd as
many acceptable photographs as possible. Then the two combine, and the artist, sitting in
front of the computer, sorts through all the images presented. Some are set aside for more
consideration, and from those a decision is made to work further with a particular image.
The ynal selection of an image is only half way through the entire process.

In checklist form decisions include but are not limited to the following:

If the image is a landscape, is the horizon line level?

Are the other angles square?

How are the contrast levels?

Are elements of the composition distracting in a negative way?

If so, can they be removed?

After the checklist has been completed and the image is corrected to a ficlean
state0 T one with no visible paws or distractions with the overall composition, a plan is
drawn on how to proceed. Major elements are identiyed and isolated from the rest of the
image so the maximum amount of control may be exerted during manipulation.

Beyond the technical details associated with image manipulation on a computer,
this stage of the process is, for the most part, trail and error, informed by an accumulated
knowledge base. Starting with the existing strongest element of the composition, the
artist tries to make that element even stronger by adjusting variables of contrast, color
balance, and overall shape. The next strongest element is then adjusted to make it more

complimentary to the yrst element. Do the colors work together? Does the placement



of the two objects create a harmony? If the answer is 6no,0 then one or both of the two
elements need to be adjusted further until a reasonable balance is achieved. Attention

is then widened to include additional elements and the process is repeated until the
composition is balanced and complete. Aesthetic questions are considered during the
overall balancing such as will this color pallet actually work? or how unconventional can

the arrangement of objects be, yet still attain design harmony?



