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PREFACE

As a preface to the paper I shall endsaver te explain what
it 1s I believe the artist to be coscarmed withe The mein text will
be exclusively about the wark I did as a Master of Art degree camildate
st Zastern Mlinois ¥niversity. The following has to do with the
author's view of artists and art in general.

The artist is a retriever, iy his cwn introspecticn be
rediscovera thoss things with whiech he was onoe consciously familiar,
Probing into the attics and cellars of hia experience he unoovers
finely knit relationships that o0all out to be explored, clarified,
and presenteds He does this through his works As the actusl paint.
ing, sculpture, or what ever progresses, he discovers rediscovers,
and {lluminates with seaning ideas which were once intuitions, This
13 iaportant, He instills the vague, the mundans, and the psssed-ty
with reality., He gives new building blocks for visusl vocabulary,

The vast mejority of experiegoes we comit to our various
systematized and symbolic languages are common to all mene If not
corzon, they ere at least structured and presented in such a wvay
as to be comprehensible throygh one or another of the cammnioable
systems, Intersstingly, virtually all pieces of information that
enter these files of knowledge do 30 through sensory perception,
They are pieces of information vhich were onoe intuited, which is
to say, felt, by snough pecple to achlewe the status of truth,

The artist deals on a primary level with the senses, espesce
4ally the visuzl and tactile sensos, His stockeinetrede 13 an
avaraness of his intuitions apd subssquent development of those

i



feelings into cammunicable signs and symbols. Zven if one creates
work only for himself, burning the finished pieces, he nevertheless
structures his ovn thinking in cummlative patterns such that he may
embark on even greater venturea. The visual artist is a comrunica-
tions expert although he has no words to work with,

Unlike those who deal with worde, numbers, and other systems
vhose armbers bear onto one another in a static and spcecified way,
the visual artist has at his disposal no sy:-bols at all, He has only
a personal system with which he creates sywmbols. He has no apriori
technigues for their formation. He has no control over their sub.
sequent usage or rejection.

The author would 1like to thank many people for their coe
oporation in reading this paper. First, Dr. Calvin Courtryman, the
author®s advisor. Next Dr, F. faymond McKenna and Dr. Carl E. Shull,
members of the author's graduate committee, Thanks also to Dr. Walter
Sorge, head of the Art Department of Eastern Illinocis University.
Special mention should be made of the Zooloygy department for their

co=operation sllowing the use of their dariroon,
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INTRODUCTION

This paper will sesk to explain the phenomsnological
basis of the art work of the author.

First, the paper will take into consideration those per.
ceptions the author sees es influencing his work., Secondly it
w11l describe the symbolic goal of his worke Finally, it will
investigate the phenomenological basis of the art of the author,

The photographs in the text ware all taken expressly for this
paper. They are on one half frame thirty=five millimeter negatives
and wors developed and printed by the author. Insofar as is poss-
ible, they convey the visual patterns responsible for the author's
position and the discussion about his work which follows. These
photographs are either referred to in the text as plates or figures.
The plates are photographs of the author's work} the figures, are
examples of the type of inspirational aaterisl which the author

sees as critical to his work.



I. PERCEPTION

The manor in whioh the author perccives iis environment
dotermines the visual mekee-up of his work. These perceptions are
particularly deperdent on the extent to which they function froas
elther the psrceptual field, pbenomenal field, or both, In any
event perceprtion is always medified by previous perceptions.

These previous perceptions are "intuitions". They dstermine current
porceptual need and consequently what is to be percsived. Cne could
perceive different things on different occasions givin the same
stizulus, This 1s becavse different intuiticns could require
different use of one's perceptual capacities.

These intuitions are responsible for the structure of the
author's worke They operate in two major arcas, 1) the symbolic
content of the work, and 2) the physieal content of the work. 1iIn
the first case these intuitions draw upon the relationships inherent
in the phenomenal field. These relationships will be discussed later
in the papers Secondly intuitions concern themselves with physical
content. The physical content of a work is mede up of light, atmose
ph-rie condition, oolor(s) of environment ans work, lins, ani deline
eatad and amorrhic mass, Aspects of each will now te considered,

In order to s e a work of art it must be bathed in light.
ihis can be either environmental or naturally cocuring light, or
artificial light. In either event, its quantity and quelity will
govarn the presance of all other visually ap.rehendsd hysical con-
st’tuents.

Color is percelivsd according to the quality of light it is
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viewed in, l.6. natural or artificial ligkt. The varieties of
artificial 1ight savseilable covar the entire visusl spactrum, such
that through the manirulation of this component alore, the piece
assumas various moods and attributes. Thmater arts capitalise
heavily on just this factor. The visual arts also take the char.
acteristics of light into considersation,

This 1ight consideration factor cun influence ccnstruction
of surface texture or choice of pigment(s). Some textures are best
sesn under sithar na‘ural or artificial light. In the same way,
various c¢colors function to partioular advantage under particular
1ight sources. For instance, "black light®™ snhances Gertsin organ.
ieally synthesizad phosphorescent paints so that under its iafluence
they seem to glow. Tre type of light, realized at tle outsst by the
artist, car be ceritical te the viewers® comprehension of the plece.

The guantity and quality of color, as well as its utilize=
tion and locstisn within the work, are very significant., Max Luscher
and Tan Scott (5), in their book Color Test, showed that partiocular
personality types favor perticuler onlors and combinations of colors.
The presence or absence of cclor of a perticular hue, as well as its
quantitative cresence, plays an exceedingly lmportant role in viewer
partieipation, The location of color can determine the mcod and
message of the worke. Try to imagine Whistler's Mother in csdmium
reds and yellows!

In a similar way, the enviromment of th3a work exsrcises
significant leverage en the visual ros;.onse, A& twelve by eighteen
inch mastarplece lying unframed on the as;halt of Michigan Avenue in
Chicago would go unnoticed andi in 511 1ikelihood wo 14 be destroyed

by traffic. If the same riece :rers to be roved into the galleries
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of the Art Institute a few fest away, it wonld attract hundreds of
inspired viewers! FHost changes in environment are not so ssvere,
St111, the visual prowess impact of a work can be significantly
altered by changing its imuediate environment, frame, mat, etc., or
by changing the cclor of its background or backedrop, The work
must be prasentad under conditions most favorable to its communica-
tive potential.

Wnen 1line 1s considered in a work, its absence strangely
predoninates. This misht ssem paradoviesl, especially in a draving
which is 2 two dimonsional work composed meinly of lines, MNevarthe-
loss, thst which is sugzested and not graphicslly delineated in an
unquestionable form, is wore powerful than ware every datail presonted.
This 4s becsuse one vecomsas involvad in where 2 line disavpesrs and
than byzins againe The viewor nust sup;?y the omitted part or segmont.
This kin: of forcod particisation ceuses the viewsr to maks what he
will of the work. It tends to incresss involvament as well as per-
Mt asore subjective viewing, Line not only atarts amd stops, it also
varies in thickness, cortainty, lightness, eml directions The line
moves. As a vecter, it travels, taking the viewar's eve with 1it,
now twisting, turning, leaping, or slowly dying.

Freguently, the line will bs an outline. It will not stamd
alone but rather surround a shape or a maas. The mass will either
axplode against such dslineation or shrink frem the border, 71bis
nmass, occupying area :n the work, will affect the viewer as a bulk-
head to szction elsewhere in the work, Perhaps it willl be the action.
It may be sciid, defined and Jdelinsasted, or quest cvnable, scorphie
and vague, 1t may bo anti.mass, as negative space, or background,

t will allude to threwe dimensionality., GCven in the {lattist most
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two dimensional work the perceptual process will assign *thing-
ness" to the masse «we live in such s world; things.

rlate ¥1 shows a three by four foot drawing on canvas in
black and whits only. Theres are no shades of grsy, hence, every-
thing is a part of a mass and at the same time an cutline. an
oscasivnal "pure line* to reinforoe this ooncept. Thase lines are
invariable throughout their length, 80 88 to owcome part of the mass
and not stand alone. The rasult is starkness. JFerhaps the drawing
is toc stark.

If ths work is sculpture, a peinting with heavily textured
paint, or aven a textured print, the viewer can become involved in
its tartile propsrties. ke may touch the work, remeatering sizilar
surfaces and their assocclate exreriences,

rlate #¥2 shows a painiing constructea of s plastic.like
materiale This palnting showe a gcom amournt of relief, reaised about
one inch 1rom thie cenvas. The tendericy of thne material tc crack,
and craze, ard ;ull apart, creating definite physical texture, rre.
sents a fteeling of decay and Jisordsr. To ccunteract this, the
author left a small area vsry smooth and colored it bright red.

Even so, this bright area is unsble to visually "push™ through the
tar-like skin of the painting. Again the structure haz been too
sevare, which this time, is exactly the orposita as that seen in
plate #1,

In a work seeringly devoid of tevture, its sbsence will evoke
feelinges of sroothnress and contrsly perhats making it seem machine=
like and aperscnal.

ormells a:ni sounds can aiso aifect the way ‘n which s work

is perceived. Imsgine boling in a printshop, looking st a print
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fresh oi'f the prezs, wet, smeiliing of ink. The room has a
particulsr odor common only to printshopse It contributes ime
measi ratly to the w2y in wnich one percelivss the print, Under
thasa coxiitions the print ssems almost magic,

The suthor is particulsrly Anterested in the synthesis of
various reduced sensory forms into his work. He hopes that such
conbinations will yield work which :ltimately bridges the gap
betw en simple observation and in-derth understanding., The cembina-
tions of various elements should gonstitute a key which opens the
door for easy anslysis and sppraciation of each coaponent,.

In the waldsd steel sculrture shown in glate #3, the
author was invclved with /just such a combination of elements. oy
using identifiable building blocks, in this ceee r-ilrond spikes,
he hoped to stimlate Antersst in the form and ap . lication nessie
bilities of what is 1little =wore than a com:on naile. Kacwing these
wo»1d rust, croducing an all over regular datina, the author added
a2 salt and pevper.iike nickis ceouting. This produced a surfuce
reminiscent of bark, fish sc«les, ete. Clusiers of spikes "read®
as flowsrs or zods, while thelr nicklewpiasated neads b-have as
blossomss Through a tangled, yet opan structure, the suthor hoped
to convey a bush-like snarl, ¥Finally, the weight and imrobility of

the viecs gives it & certain aura of authority and presence.



II, SIGNS ARD SYMBOLS

The words "sign"™ anld "symbol™ can ba used to Jescribe
all works of art, but sinee the funotion of beingz a sign or
symbol 1s deyendent upon the viewsr in esch individual case, it
will be necessary to describs both, differentiating between their
respective meanings.

Sirna are, generally speaking, qualitatively less wvalid
in art than symbols. Signs "represent”™ thi-gs or ideas, They
belong to a voeabulary accessible through words. One constructs
a sign such that a viewer 3ays "Ah yes, that's & such and such"
(which frequertly means *I'm to do such and such®), Perhaps such
a 3ign reminds the confronted individual of a bern, girliriend, dog,
forast, amoeba, cr whatever. In any event he is always reazinded of
a specific thing or idea. This remerbrance cwuses him to apprecizte
or nogate the signe Signs illicit known responses. S:napshots,
home movies and photogra hic slides are géai axumgles of sverydsy
signs collected by a lsrge number of the popvlation. They do not
stand alone. Only with remembrance of a1 spacific evont are they
fulfi1lad,

Symbols, on the other hund, exist in a physiocazl state,
They are real, representing nothing but themselves, This is not to
say that they cannot have known subjsct mettnr, but only that it is
preserited in such a way as to 1{1lieit its response in direct propore
tion to its constructions 4 viewer may well ba reminded of some-
thing by a symbol, or he may be fumiliar with the gener 1 area
portriyed by a visunl symbol, he reacts to psrce.tions which it

-7-
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engenders, not to intuitions it brings to zind.

Symbols can and often are "sbstract”. Somehow, though,
nothing is abstract. +ere something abstrict, it would contain
only the essentlal informa:.ion of phenomena, leaving the essense,
Since any simplification whatsoever results in reduction of the
original perceptual field, a eymbol cannot be abstracte XNor can
anything abstriot exist as a syebol., Symbols are always reality,
signs rspresentational.

Consider the structure of the sculpture in plate ¥4, One
does not immediately recall! railroad spikes., Rather, there is an
undarlying comgosite of structure which interlocka, cantilevers,
penetrat=zs, and stands alone, together with its family, yet isola:ed.
These units virtually demand physical restructiure by the viewer in
the same way as a Tinker Toy set dcmands assemblage. In this role
they take on even different characteristics. Jomeone viewlng ‘he
plece does not bother to subject it to such fine criteria. Instead
he accepts it as a whole, It demands recognition as itself. As the
trees in figures 1 and 2 each unit is si:dlar, yet each is an
individual,

43 an artist, the author always trys to produce sysbols.

He does this through perception. liore importent, he is aware of his
perceptual capabilities and their interrelationships. This awareness,
however, 1s not a psychological awareness. He does not pattern his
observaticn around what can or cannot be sensed and subsequently does
not produce work which elicits a particular response from his suda
ience. Rather he is a.are that each of his perceptions 1s governad

by 4ts penetration anl interaction with uncounted others. ie tharefore
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trusts his perceptions as being truth and follows their lead. By
becoming intune with his work he becomes his work, becomes his
perception, such that his work 1s his perception.

In plate ¢5 the viewer is led into the drawing by femiliar
atruoture, intsrtuining branches. These are not branches, however,
and readily ;rove the point through their structure. The incorporation
of large mass areas, wvhile retaining organic articulation, suggests
dil fer:nt form. The viewer experiences a new reality, bNot a

sign, but a symboi.



III, PHENUMENOLOGY 45 A TOul FOR INVESTIGATICR OF Tiin AUTHOR®S WORK

Perhaps the appropriate way to investigate the work of the
author 1s to do so through the utilisation of phenomenology. It
will be used in an effort to relate the author's involvement with
his enviromment.

Phenomenology concerns itself with comprehending perception
stimluas. Thingse It does this by painstakingly removing from
the stimulus all data that is not directly a part of the stismulus’s
charaoteristics. ZEvery plsce of information not necessery to describe
a phenomenon is removed so that the intended objeect stands alone,
This technigque is termed phenomenological reductione Acccrding to
Haurice Natanson in his book Essays in Phenomenology (6), reduction
is the guts of the phenomenoclogical approache As a technigue,
it can be ap;1izd to anything frox a snsil to a system of
government. Importantly, each identified component of the investia
gated —'henomena must wwdergo similar reductions 4t this point one
can be said to comprehend subjectivly all jiossible implications
esncerning an object or idea. It is in many ways an impo sible
task, 4ssoclations, relevent or not, can be made between virtually
all perceptions and intuitions that one is able to retrieve., 3till,
if the effort is mz:de, one learns 2 rerarkable amount about his
percepti-n of reality. It i1s rather like object-psycholanalysis,.

One's phenomenal f{ield reaches far beyond one's perceptual
field. As this is belng written, the socund of the library air
conditioner drones in the backgrounds This is perceivedes The table

is walnutegrainad plastic; the asbtray, tinfoil; the walls, Wwhite
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and blue, with a good amount of slopgy painting; the dado, limed oak,
23th at least six incorporated amouldings and two different sized
inserted pan-lse The author is sitting at a too high table in a

too low chair. The chalr is hung on chromiumeplated steel stock,
showing imperfect arc welds. ELZventually the author would exhaust

his power to describe hls immediate perceptual field, At this point
he would not have tapped his phenomenal field. It's r alization would
be achieved through a similar dissection of each of the mentioned
objectse At the end of this he would know and belive what it is to
w“rite a paper in the Keserve Room of the library,

Orne does rnot have to go to this verbal extreme insofar as
art is conc:rned, HNevertheless, this complexigy i3 attained or
surrassed on an unconscious level while producing a plece of art
worke T7his interplay of percestion end intuition ie the breeding
ground of arte It is important to note that the artist does not
vor':ally reduce his stimuli, Still, the visuzl form results from
the artist®s abllity to penetrate his phenomenazl fleld in order

to reap the dormant intuitions which are there.



IVe SUMMARY

It has been the intent of tho author to put into words
the kinds of relationshtips he has had with his artwork wvhile a
student at ‘eatapn Illinois University,.

ferception was investigated in order to delineate the
phenomsena which are the foundations of his work, The difference
between sign and symbol was related in order to establish the
directicn or bent of the author®s work. Fhenomenoclegy was used
as a dovioce to umoover the strusture of “4is work,.

Fhotograghs of both the author®s work and insyirational

chenorona follow the text,



plate #1

Draving,
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plate #2
r
Paintirg on canvas
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plate 3
Yelded steel §3
Steel sculpture
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plate #4
Do it Yourself

Steel Soulpture
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plate #5
Tar_xg%as
Drawing, 16"by 20°



figures #1 and #2
Trees
lerna, Illinols
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figures #3 and #4
Faathors
Pheasant and Wild Turkey



figures #5 and #6
Hornet®’s nest and Barnacies
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figures #7 and #8
0ld wall and Paper bag
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figures #9 and #10

Vines and Spider web



figures #11 and #12

roots
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