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During the past year I have procecded somewhat system-
atically towards an involvement with the *nird-dimen-
slon - that is, physical depth or real space.

This procession was accomﬁlished by expandirn: upon and
gradually applying the phenomena and techniques of my pre-
vious two-ditensional work to the three-diuensional free.
standins construction.

Both the phenomena and techniques changed intrinsically
as a result of moving off the wall out into the room.

So much so the¢t I now consider the product of my labor

a mutcnt - neither painting nor sculpture but rather a

Synthesis of both and hopefully generating in a direct-

ion of its own.



" dialectic - the art of proving
anything and therefore at last
the hebit of believing. nothing." 1.

1. Will Durant, The 3tory of Philosophy, p.l55




In order to elaborate verbally about the three-
dimensional painted construction,certain of its
inhere.it cheracteristics must somehow be ferret-
ed out. ot without much difficulty on my part
however, siiice these properties are somgwhat in-
effable ~nd have heretofore becn considered in
purely visual teruas. Consequently, I can only hope
to touch upon the proximity of these elusive

rroperties with the right words.

When an art object stands physically ageinst
srace, 1ts very nature undergoes a change: it
is capeble then of becoming more than a coumbin-
atlon of artistic shapes. Like Stonehenge 1t
cen indeed effect a presence. The permanence
cf its exlstance is then signelized and Ly its
very nature 1t seeks outl an order and calmness
within its own solemn, zgeless formation - in

direct contrest to the chaos around it. 2

2. Alfred Neumeyer, The Search for lesning in
Modern Art, p.%44




" whet is fundamental in =11 the

arts, ... is the desire and ability
to give shape and definition to
space. The composition common to
all the plastic arts is a dilalectic
of voids and solids. " 3

3w Lbid., DP. Hs5.



‘The three-dimensional free standing construction
ls a vehicle which enables the flat surface to
extend 1nto space, thus projecting and providing
for three-dimensional peinted space simultaneous-
1¥-
It is 1le=11, monumental%*, linear#, modular#, and
poignently simple in its peculiar sort of reluctant
eloquence.
Its primary intention 1s to effect presence - pre-
ciritating from a body that concomitantly involves
surface delinsstion and hue.

Presence is at once peaceful,

yet seeks dramatic lighting to enhance its quiet

form.

It is simple in derivation,

yet becomes intricately exciting-
when resolved in precarious balance,.

#ncnuusntsl - strailning towards heroic proportions

%lisear - crisp mechanically calcul:ted lines, thin
curteins tilted on edge - disecting invis-
egble volds

#modular - re-occurring units of rectznguler tangents

ROCMESTER INSTITUTE OF TECHNOLOGY LIBRARY.



" They w:ry at first tease only the eye,
then occupy the mind. Finally they can
suddenly attack our innermost pattern
of experience. Thus the brain lacks
en explanation for the phenomena stralght
lines can produce. Irritation, wonder,
discovery, and pleasure result. "4

4, Josef Albers, Despite Ctrii-ht Lines, 1.0




Color is relctive - to other colors. There is

no such thing as a good one or a bad one. L hue
can be used in the right proportionzl relation-
shir with another or nct. This alone determines
its effectiveness for me.

I ctterngt to coutiine hues of close value to mare
them vibrate, sins to one another, pulse and fl:eh,
‘and in so doing their scintillations satiate the
retina caucling a new _cttern of awareness.

The straizht line is c=rable of re-enforcing this
rrocess by enabling flat color plenes to 1ift and
snift, jump forward or recede in the most direct
manner possible,

My perticular invo'vement with selecting, placing,
and comxbininz colors requires the spectator to do

as much of th= worl: as possible. The huesrare nixed

in *.1s eyes not cn the work itss1f or beforehand

o the rellette., For thlis reason even frctory selected

reints stralzht from the can are uset™l and pley

their pert.



n

Tne art and poetry of Zen create involve-
ment by means of the interval, not by the
connection used in the visually organized
vestern world. Spectator becomes artist in
Crlentel art because he must supply all the
connections. " 5

5. bHurshall lkicLuhan, Understanding lMedlea:
The Extensions of man, p.vi,
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1 am cauciit up with and fescinated by the pro-

penslities of simpliei*;. To .y mind's eye simpliclty

of form offérs the most direct route to tlose

0]
D
s
n
n
w

mcst directly involved with perception; liue a symbo?

i1t gethers up and formulates the ilees of*inward experience.b

" 4 work of art differs from & geiuine symbel -
that is, a symbol in the full and usual sense-
in thet it does not point bejyund itself to
conetl:ln_ else, "7

Siwmliflicetion is capable of reversi:y itself.

It tecomes couplex Ly intens!fring experlence, r="lectin

[

[

intan_lvle forms in a woy that provides insight and feel-
ing in depth.

1% reects the concept cf miiesis, vhich is the rer-
resentatiocn c¢f natural ;henomensa or mirrorins of ob-
.ective realities. 1Instead, nonob ective s ym-ol
structurss iundicate inner states cf mind. It is in this

wa;y we loow inside ourselves, 8
"irt has slways tended to uove away from
contenporery actucl reclities - even to
the woint where the crtist creatcs for
nilieelf worlds that have not existed he-
fore +.. 1t const’tutes & new wey of look-
Ing at the world, it €lso .rojects a
new coutent.” ¢ '

Langer, -p. &l
ibid.

. Leumeyer,
.Ivid, r.2.

\O o= Ov
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The questicu is, of course, whether ncture

as the modern scientist conceives it can

be represented at all, excert in srectral
matliemctical equations. Philososhers of
sclence concur i saying 1t cannot ...

Cur understardi. of neture has now reeched

e stuge, sajs J.v.0. Sullivan, when we can-
not picture what we are talking cbout.

But this uttersznce of the philosophers

cocats ine aa unwarraented assum-tion: thet
whereas men's capacity for intellsctuzl ebstrac-
tion is ever widening, his visual il.szginstlon
is fixed and circumscribed. Here the prhiloso -
phers are reckoning without the host, since
our visualizing powers cre determined for us
not by them but by the men who paint. Cur
visual imegination thanks to those in whom it
is creative, 1s also in perpetusl growth ...
Thus the art of the lazst half century may well
be schooling our eyes to live at ease with the
new concepts forced uron our credulity by
scilentific reasoning. "

10. Leo Steinburg, The Ey< is ¢ Tart ci the w~ing, r.194,
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