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The artist works for aa^y years, sad »skes *11 verse things in

varying media and styles. Then he Xlnds, if he has worked with sufficient

ooncoitraticm, that for the moat part hs is 'at home'—at his most humble,

unpretending, best, most honest-^in one particular manner of e^qpression.

in that style at dhows will attract him Bore than the others, good

as the others may be, for he is gleaning all possible undereitai:tdlng of

that way of expresslmi. He is critical of hiciself and of others who

work in this way.

Q«aerally I like to carve. Sothinii seems to decoy me from the

qlock. I think of carving every good block I see. This is a direct

approach. 1 feel, too, the insietenee of dominant horizontals and verticals

within a work. There Is limited use of curves bmding in end out. Ckie

naist osgr what one means within these limitatiwis, for there is nothing

else to do. There is naietheless room for lyriciaa, romanticism, which

mast be there, and could be more significant for beir^ hidden, but

there is no pretending to know ̂ at you are sayint^. Ton either say it

or you donH.

In oiy sculptures I love to eovmterposo signs and t^yxtels of

u^nown swsning as a foil against the gravity of the block. Itiese graphic

elements express a more personal idea, and, X hope, enhmce the feeling

of volxuM.

I OR a slow worker, and lyrical as I may fed at the outset,

I have to think a lot. I oust think and think about idi&t I want to say,

until I know, and then the forms start to work. When the idea is clear,

1 can say it. Nothing caa be dme without this search, iddch is both



p«reeptaal and eoncc^ual. The work is not preordained. I rarely nse

nodels. The basic cune^pt as expressed by divisions is clear \hen 1

start. Froei that point on, the sculpture slowly reveals itself on naany

levels. It moat be coi&posed. Herein is the excitement. But mj model

begrond the basic aiaple mass divisions would impede the developRksnt of

the conc<qpt.

like so sany other ajrtista, I don't care to ejqplain or investigate

too much what X m doing. Over-deiinitiGn could limit the artist's

creative sxpresslon. Some analysis esa clarify cone^ts, bat the artistic

process itself is one of iadaetion aid synthesis« not analysis. Sven a

nave can sometiiiies limit the msaolng.

k few hinte any be helpful nonetheless. Perhaps aiRe is

'envircnmental' sculpture, rather than geometric. It is not pure plastic

art. I have never made anything not doaely connected with the huaau

bdLag wad his envinmiMBt. M« and his l«igings, desires, his dwellings,

the thresholds he passes over and his places of worship concern oe; people,

buildings, entrances through which peo^dLe go in, c<Mae out} and the aj^re-

henaion, the pleasure or the peace that accompanies these acts. Passages

may suggest revelations of the unknown, and black holes refer possibly to

far recesses of the mind.

Han's efforts to maintain the digEiity of the hu3<m state have

Always is^ressed me. %e rituals to idiich he confoms, to help maintain

his position between the pest and the future—these are some of things

I think about. The search brings me to forms that are strongly ritualistic,

religious, meditative in essence, and to the use of a symmetry which helps

express the rites by «Mch mmi is able to support himself.



In th» seiwtt that the work is aainif monolithic and totemic, X

am a tmditionallsi. It is dominantl/ c<»cemed «dth the old inevitable

sequence of past, present and future. I feel a deep involveoeut with this

cycle. Therefore it would be difficult for as to be interested only in

the 'now*, with its anxieties, sordities, contradictions.

Absorptiiw) in ths monolith does not exclude an awareness of form

as an ext^taion of thcaight. Thinking tod^ certainly is on a differ<ait

level from that of JUKdent Egypt, for ex£japle. It has many more facets,

is much mre osaplex. Perhaps this is why for some years I have insisted

en opening up space within Uie voluias in various w^^s, which is actually a

deni wl of the monolithic character, as are the protrusions Which extend out

fruBi ti'ie olock.

I do not necessarily prefer the oaaplex harmonies of my work at

present to the slaqplicity of sosm ei^rHer sculptures. Bather I attenpt to

explore the possibilities of extension of waning in formal expression, and

to this degres ny work is hsaad-aad-glova with tlw devaiopmants of this

century.

The unknown is the important driving factor, which concerns man

in his desire to create. This Is why I tend often to reject so-called

pure plastic art. It eliiaiiiates too Ciueh of the unknown. It is not

smhiguous enough t© be true. The power of amb4|?.xity in art is very great.

As long as we do not know the purpose of living, to what end the human

effort is directed, art em have no absolute meanln!^. It will manifest

•n man needs, wtiat he knows and td^t he dees not imow. It Is the

expression of the human, impelled oy he knows not what, to an end he

\  cannot cospreheixi.
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In direct contrast is the aoaotcm^ of the knowt, with its ons-

sfter-anotheroafter-another qiiality* which has been the d«^ force bdiind

tlw Indian atupas, the Chinese pagodas, Maja.n ieiaples biiilt and rebuilt,

Xho Ise Shrine and the totems. Here is the intrigue and fa8einati<m in

monotony itself, this human love of pattern, of forces repelling and

attracting, of sacrifice and re~stateffient, out of which is the generic

force.

In all these patterns there is the freedom in between mid then

the no-freedoia. There is expansion, contractiori, like breathing. Things

move on and on inexorably. There is no known way out, m going back. There

is the clinging, the longing for oneness, and no w^ out. In the aoarch,

one explores the meaning of division and no-division, overlapping, and no-

overlapping. It is the interplay of the known and the unknown. The rhythm

of things is the certain thing, and in its bonds the artist saist express

himself. It is of course allied to the comsological philotjophy that mai^

are ultimateljr me, ai^ one ultimat ely many*

The language of fom is universe! and timeless. Here are no

semantics-^shades of meaning, varied interpretations. In sculpture, the

meaning of the work may be ambiguoas, but it has only one meaning. Here is

mnlfest the world of difference between ej^ressiai in words and expression

in form. Sculpture is free from the Umitations of word meaning. It has

Its own disciplines. There is no use imposing on it restrictions idiich

belong rightly to another means of expression. Sometimes it seeaas an affront

to the work, to tiy to JustiXy it an another medium. I saast leave the

works to spsfak for theoselvee.
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