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At the #nd of the nineteenth oentury a great English
oritic wrote that we must turm to roetry "to interpret 1ife
for us, to console us and sustain uz.?® In the twentieth cern-
try we have moved away from the literary world of ¥M2tthew
Axnold to a new appreciation of the basic zxrt forms =hich do
not speak to us in words. §culpture commmnicates with modera
man in a direct, even primitive mamner, which defies the com-
Plexity of our tizes.

Bach sculptor refleots to some degree his coanterporary
soclety and his oultural heritaée of the past. %he sensi=-
tive viewer of his soulpture #ast share these %Honds or at
least understand ther. For those who ocan "enter into™ a work
of sculpture there is the possibility of grasping the whole
of life through a soulpture, for ite meaning can be am aspect
of the whole world, not just a fragment of it. There cannot
be many who reeeive so mueh from a work of axt . . . but for
these few I feel that soulpture can offexr an insight into the
meaning ef humsn ezisternce.



STATEMERT

The theme of the work for my thesis project is derived
from the four Evangelists of the Rew Testament: Xatthew, ¥ark,
Iuke and John. ¢he gospel message which they wrote dowa and
the traditional legends of their lives provided the inspira-
tion for these sculptures.

Some of the sculptures are interpretations of the Evan-
gelists themselves, while othexs may be called symbols which
are related to the spiritual eontent of the gospels. In the
¥iddle Ages various symbols evolv¥ed for each EBvangelist.
These symbols were surposed to show that the €1ld Testament
forecast the events of the ¥ew Testament. The four creatures
mentioned in Revelations 4:7 and Fzeklel 1:10 were the bases
of representing ¥stthew as an angel, ¥MarkX as a lion, Luke as
an ox, and dohn as an eagle.

I have sometimes accepted these symbols ss a starting
point for my sc¢ulpture, beozuse I value ¥%he role of tradition
in Christianity. However, I am mindful of the faot that Bidb-

lical soholars of all religious viewroints agree that we know







very little about the Tvangelists themselves. The major
source of inspiration for my sculpture is the Gospels them-
selves, not the personaiities of the uniown authors. and
tnas my symbols are attempts to evoke the spiritual presence
of the Gospela.

¥y conaeption of this project 1s not limited to the
sowlptures discussed here. These sculptures beloang to a
stream of creativity which I am continuing to develorz. For
this reason f have been reluctant to give any of my sculp=-
tures the nsme of a particular FTwvangelist. I feel that all
of these sculptures have evolved from ny genexal reaction to
the Bvangelists and their mesvage. Xt 1s rossidble that the
future will see a rendering of John in cement, for example,
but my inspiration until now has not led me to emphasige the
individual Evangelists.

The soculptures are abstract rather than representational
because I felt that a representative porsrait of eaoh man
meant an emphasis on transitoxry material ideas rather then
on the eternal spiritual reality. Although at times I have
been sipfficiently oclose to reality to recall the image of a
man in my z¢ulpteres, I have striven to be far enough awmay
Trom material reality to stixr the imagination and syiritual

resources of the viewe¥. This, in a sense, 13 the greatest







strength of abstract sculpture: it permits the sculptor to
emphasige the major motifs in his tlheme without fearing the
intrusion of physical detaills.

¥y point of departure in developing the soulptures was
a series of felt point drawings, often rendered aftexr reading
or contemplating a passage in the Hospels. Each darawing was
cor@leted in a m2%ter of segonds . . . hefore allowing time
for the intellect to intexrpret the procesa while it was belng
ezecuted.

Hendreds of these drawirgs were rendexred. I preferred
this method because of its spontaneity and speed, and its
ease of tecimique. The drawings develobed as I allowed my-
self to be drawn more deeply into the spiritual content of
the Bvapgelists! writings. Little attenpt was made at eval-
wation of the faots gathsered«~-the only eXpression was a total
impression through the quick drawings which were constantly
scanned for form and content.

I e¢hose the drawings to be develared further by a pure-
1y intuitive selection. ‘Phe form had to please re: the draw-
ings had to aprpenl at once to my mind as having soulptural
possibllities. Sometimes the drawings represented comilete
sculptures while others were onlY a section or a view of one

Plane in a sgulpture. Fowever, a drawing had to present
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itself to me not as a silhouette hut as a taree dimensionzl
form, sand orly at that time did I translate the siketch inte
a olay model.

Keliefs and three dimensional models in plaster, usually
about one and esie~half feet in height, marked the early tran-
sitional stage between the drawings and the ouvmpleted sculp-
tures. When these models had been executed in plaster, I ex-
rlored my ideas further with work in several mediuss. These
included welded metal sounlptures and 0il paintings.

It is important to stress, however, that while the Pvan-
gelists develoyed out of these models, the symbols are the
result of ideas whioh oame to me in more or less oumplete
forw,. I sketohed the ideas for symbols in mere detail than
was done for the drawings preceding the models, and I ren-
dered the symbols directly in metal and cement.

One of the primary piodblems whioh oonoerned me in the de-
velopmerst of each sculpture has been the destxzotive elements
of light. %his 1s a relatively new concept since sculptors of
the recent past have been ®2inly concezned with the sonstruc-
tive elements of light as it is used in defining a volume.

I have described the role of iight as destructive be-~
cause this approach has partioulsr walidity for tke sculptor
dealing with velume. ¥When a sculpture is pierced by holes,
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the destructive elements of light may quickly reach a criti-
cal point and nearly consume the visu2l form. A simple ez~
ample of this phenomenon is see® in nature ¥hen the sun is
behind the trees in the winter seasor. The lighi appears te
crawl arcund the branches, diminishing their diameter and
making the smaller twigs completely invisible.

my sculpture is a mags ezisting in space. *his mass
oonsists of one or more volumes which are hollow and thus
create interior space, a space in which the soulptor has cre-
ated spiritual detachment from the material world.

It is in this context that I speak of the importance of
the space in and around a sculpture. "Sculpting with air® is
not an absurd idea whoen opme considers the importance a sculr-
tor puts on the air surrounding his sculpture. It is pre-~
cisely at this poirt when one Zrasps the meaning of the ten-
sion~filied voids in my sculpture that I fcel the viewer can

begin to urnderstand the purpose of my sculpture.



%6 inches,



DESCRIPEICK CP SCUILFPURES

The sculptures of the EBvangelists are presented in the
order in which they were executed.

Bach asculpturze has been formed and modified ascording to
the demands of its material. 7T wished to aschieve an sxtistic
freedom in working with my materials thst world be reflected
ir work which is rot ascademic or alien to its materisl.

Phis freedom of apprcach was exem®lified in wy use of
cement. I emphasized the modeling potentis) of the material
rather than moiding it. %hen cement is used plastically, it
offers the sculptor an inexpensive yet permanent material
which allows the opening of the form just as bronge can &o.

$teel was 2lao used in these soulptures in a manner which
allowed spontaneity of eZpression. Tn this respeét the arc
welder was superior to the oxyacetylene torch in jeinizng metal.

The devslopmert of my conception of the Bvangelists 1is
evident in the time seghence 9f the scwlptures. Thia develop-
ment appearz to be ideritified with a lessening of the brutal
mammer of Rvangslist I and the growth of a more sensitive,

spiritual effect in BEvsngelist 1% and in those following it.



Bvangelist 7). refleots am initial consciomsness of the

strvggle of the fvangelists to record the Gospel under the
oconstant threat of martyrdom. The buxned metal expresses
a rough, alrost wrutal effect whioh I felt was typical of
the early Christian era. The material is steel plate
braised@ with the oxyacetylene torch. Height seven feet.







Symdol A oxriginated from the lion whioh wes the ancient
symbocl of #ark. %fhe cement foxm suggests the lion's mouth,
Yut the interiox space is used to project intimscy smd econ-~
teoplation rather than the overwelming power thst some of
the Evrangel:_l.sts may suggest. Height three feet.







Bvangelist #2 owes its imspiration to the spiritual teach-
ings reported in the Synoptic GosSPels. Yme figure of the
Fvangelist 1s also related to the early fish symbol used by
ancient Christians. The sculpture was made with plaster on
a ciileken wire framework suitable for dividing and casting
in alomirmm., LTength twelve feet.






Symbol #2 wes derived from Hatthew?s symbol, the angel. fhe
wings of the angel are suggested by the coppexr tudbing set in
cement. ¥%1dth six feet.







Svangelist #% shows the figure of an kvangelist with his

head turned upward and his arms in back of his head. Fhe
cement sculpture follows the Christian belief that each
Evangelist was an ingpired writer. ¥eight nine feet.






Syubol #3 18 related to the ox, the sysbol for Luke. The
horns of the ox are found in the shape of tkis oement sculp-
ture, but the steeli forms in the soulpture are meant to sym-
bolize the seed of truth planted by the Gospels.

Helghit five feet.







Evangelist #4 was insyired by the Goapel of Jolm whe empha-~

gimed the spiritual side of Jesus and the importance of
salwvation. The raised hand of the sculpture roints upward

as a symbol of Joltit's preoccupation with eternal 1life. The
metexial ias ateel which has been arc wg¢lded. Height ten feet.






Sgubol #4 evokes the atmosphere of ths catacombs where the

early Ohyistians in Rome took refuge. The material is re~

inforced ¢ement with oast iron forms in the interior spaoe

representing a spiritual growth. Height four feet.
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