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The shaped canvas may be seen as an excellent vehicle 

for the display of light and color. Initial experiments 

dealt with the shaped canvas as a three dimensional sculp

tural substructure. Contextual changes led to the idea of 

an illusion: the sculptural painting. Efforts to resolve 

the relationship between free standin5 sculptural form and 

·the wall canvas through specific continuities proved unsuc

cessful. The s:tiaped canvas was next seen as a primary source 

for shape and form; as a distinct entity as distinquished 

from painting and sculpture. In this case, colorr was based 

upon naturalistic refere:..1ces. Sprayed color provided oppor

tunities for the denial of three dimensionality. S~rayed 

color led to concepts of "suspension" and "negative" color 

value, a special C'Jnditiori. of "formlessness" resuJts from 

surface tre3.trnent. Surface may be seen as the S')urce 0f light. 

"Formless painting" can be used to extablish a "real illusion" 

as opposed to ambiguous or implied illusions. Light projec~ 

tions used in overlay superstructure result in diffusion of 

light energy and color. Li ght proj ecti on is a necessary 

means to work involving pure spectral color. 

This abstract 1s a pproved 

Signed 

as to form and cont ent. 
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COLOR, ILLUSION, AND REALI1'Y 

IN SHAP ED CANVAS 

For the pB.st year, my immedia.t e cone ern he.s been to 

find_ a new vehicle to display, light and color. '1he 

structure that I have found to be quite satisfactory is 

the shaped canvas. The earlier canvases made a strong 

reference to organic form and shaped structure, while the 

painted forms and shapes remaine d dependent upon the 

shspe of the stretchers and canvas. The shaped canvas 

c6uld stand by itself ae a sculptured three dimensional 

object. Being a ·wall object, it appeared to be a stretch

ed primed canvas awaiting the moment when paint would be 

applied to its surface. 

I considered wha.t would he.ppen if I changed t h e lo

cation of the canvas. For example, what would hc1.ppen if 

I placed the object on the floor instead of hanging the 

canv2.s on the wall? This context chRnge produced an en;.;, 

tirely differ·ent condition. The unpainted object bec~Jne 

a floor object of shaped canva s structure. By adding 

another separ&,te piece which fixed itself and related 

itself to the oanvat, I came upon another illusion: 

the sculptural p a inting, one piece of three dimensional 

orga.nically shaped sculpture, 8. c.s.nve_s shaped background. 

The free standing sculptural pieces were cons tructed of 

cut plywood for the main superstructure, with stretched 

canvRs and rnasonite to enclose this superstructure . 
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Bnd make the shape a three dimensione.l solid. 

At this point I ran into a major obstacle which 

made me question the entire problem once again. Basic-

ally, 1 t s.ppeared that the free standing sculptural piece 

waf! an ext ens ion of a painted t wo dimensions.l shc1.pe. I 

had hoped tha t the three dimensional shap es would remain 

so. What appes.red was a three dime nsiona.l sculpture seem

ingly attached to a two dimensJonal shaped canvas, which 

had lost all of &ts visual potential for becoming a flat 

canvas. A neceesary and obvious connection between the two 

structures was needed (note that the surface was still 

primed and unpainted). The answer appeared to be accom_plisha.b

le through p::tlnt, color, and surf e.c e quality of light and 

color resolution. Linear devices and for ms on the canvas 

were used to make a definite relationship to the outlying 

three dimensional free standing ~culpture. Color was 

~prayed ~imilarly on both ~urfaces (obvious color arid form 

relation!hip~ of geometric. organic shape~). At that time 

I believed I had created a new experience in sculptural 
-

painting. I realized at a l a ter da te t hat I wae wrong. 

The relationship between shaped canvas and three dimension-

al shape was too weak a.nd confu Bi ng. .The use of color and obv

ious connecting devic es did not create t he i~pres sion of t he 

unit as a who le. Thi~ effort ended my initial encounter 

with t n e ehaped canvas and three di mentional object sculp-

ture. 
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My next idea was to establish the sheped canvas a.5 a 

ca nvas, not a s a painting . In other words, the Bh~pe 

f the ce.nva~ dictated wh2.t my imagery would be in terms of 

and form. 

Again I chor;e a geometric organic form strongly levn.;;,:, 

toward5 a linear eystem. Sometimes the color became 

ery subtle, it was ~imply U5ed to define the shapes. The 

ffect was that the sh apes or color bands were absolutely 

ligned with the physical shape of the ca.nva 2 except that 

were three dimen~ional and had three dimensional 

The sh~pe~- flo wed within the surf e.c e contours of the 

One could no longer see color a s a motif, but simply 

s lengths of diff ering hues which organized the actual 

hysical shape of the canva!. In essence, I wa s organizing 

h e sh ape and surface of e. predetermined sheped canvas using 

n organic geometric o: tructure for my forma.t. 

My main intre s t in my · work lie~ in the u s e an9- implica

ions of color. Instead of t he color being vital, intense 

nd confined with in t h e bounds of geometric bands, the color, 

n my painting , is based on naturali stic references. The 

olor is not pure color. There is no distinct s ep2~ation of, 

or ins tance, reds and blue s as in the spectrum colors. The 

olor ie diffused, mixed, and varied to form a mixture of 

prayed color. 

The use of sprayed color opened up anoth er door in 

eference to t h e ~haped c ~nvas. Color was used to deny t h e 
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shaped canvas its three dimensional attitude. Certain 

variations of color were employed whi ch flattened t he epece 

of the surfa.ce. The Bpece no longer had the implication 

· of infinite ~pace; The canvas became a surface, not &. paint-

ed surface Or a space to pa int upon. This illusion wa~ 

furthered by the repetition of similar shape9or, in one cas e, a. 

series of modules was established. On further cons ideration 

of Bpace versus illusional or three dimensiobal space, I 

percieved a very intere s ting concept; color could be sus

pended (the illusion of color in front, not on the surface 

of the object or plane) in front of a given picture plane, 

To II suspend 11 color meant tha t I would have to lessen the 

intensity of saturation of pigmente. 

I suspend.ed pure pigment in silver and white acryl.ic, 

which creEl t cd the illusion of suspended negative color. The 

shape! bece me the color and the color became t he she.pea: a 

perfect union of paint a nd color. The shape of the canvas 
.. 

and the design both ha~e to do with one underlying structure, 

~he shape of the structure. This type of painting, in my 

estimation,offers a perfect unification of unde rlying and 

overlying structure (des i gn and shap e) wholeness. 

One ,aspect of co mpo s ition genere.ted by the frane (an 

Rttitude within thiei structure) lies in t he area of for::iless 

imagery. 11 Formles s 11 , in this context means that there are no 

definable shapes within t h e bounderies of the stretched 

canvas . The only form would be t hat of the shaped canvas 
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standing by itself ae a sculptural object ins tead of as 

a painting vehicle. This condition is impossible to main

t~.in without creating a.n illusion if the work is to re-

main painting. But I want the canvas to exist in real ra.t ~,1~ 

her than illusionary space, allowing the painting to 

become an object. I feel that the ans.wer lies in form

lessness(a treatment of the surface). · 

A mixture of" all color" suspended in one color 

seems to crea te the "perfect f5urfa.ce 11 • As I mentioned. be

fore, thi~ allows the painted surface to become the object 

surface rather tha.n a painting executed on a shaped canvas. 

Depending on the saturation a.nd luminosity of p2.int, a 

number of conditions can occur. The surface can become 

illuminated, visually implying R hidden electric light 

source. The surfa.ce can beco me t he source of light in

stead of being the source of t h e illusion of reflected 

light. 

Another possibility lies in surface treat:-nent of sub

tle negative colors. This may seem to be an ambigous 

statement since this condition is hard to describe verbally. 

By using II negative", I am making a reference to negative 

reversal:: let us se.y black and wh ite, like a photogr aphic 

negative . Then, condensing all of this in a neutral medium 

(acrylic), the color is visually annous or negative. I am 

still exploring this condition of negative (or neutral) 
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color. This po ssibility and its applica t ~on seems very 

exciting , in the sens e that !~would e.llow me to obt a in 

. a 11 real illu s ion", 

This structure, the shaped canvas, implies an e scape ~ ~ · ··: 

from the tre.di t iona l bounderies and framework if pa inting. 

Projecting the ultimate perfection of this kind of painting, 

I can foresee totally formles s paintings of color II t h ing s" 

{projecting themselves into self-created space). The paint 

quality would project itsrlf from its tangible container 

(the picture plane) into real space. In this context the 

painting would be a rea l illusion not an implied ambiguous 

illusion. My conception of a real illusion could be compe.red 

to a motion picture camera projecting an image on a screen. 

The ray s bet ween the camera and the screen appear to be a 

shaft of light. However, the light contains the for_m of the 

picture on the screen--th i s can be illustra ted by thrusting 

one's hand between the camera &nd the acreen. The image 

appears on the hand as the sh ado w of the hand appears on 

the screen. 

Anoth er int eresting potentia l lies in the fact that 

the underly ing structure would not be obvious in its effect. 

It would not be conforming to any predetermined structure 

1 (only t h e picture pla ne or picture obj ect). The color 

would just be color and nothing else--the utmost achieve

ment in painting. Thi R condition c ~n be ach ieved by con

structing light proj ections fa superstructure of overl ays 

of ligh t i ma.ges a nd pa tterns), r e sulting in the diffusion of 7 
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f a.nt s.s tic light energy and color. 

Presently I am involved in exp erimentation with light 

.projection. Using lasers, prisms , and optics, I have 

produced the mo s t vital and pure light energy--pure spec

trum colors. 

I have tried to paint within a range of bright spectra,1 

colors; to achieve this t hrough commercially purcha sed colors 

is impossible. Pigments will n~ver achieve the vitality of 

·projected s pectrum color.For this reason, much of my work 

in the future will lie in the area of light itself. 
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