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Previous to a discussion of the thesis series I will offer a
brief statement of my attitudes which acc'o‘unt for salient factors in
the development of the content and form of the series. As the purpose
of this essay is to present my understanding of a particular group of
sculptures, it is by no means my intention to convey a complete
personal philo sophy, | |
I feel now that at one timé I had an inadequate rahge of

interests. Sculpture was the iny activity about which I was seriously -
concerned. It became m‘y realization that I had need for a strong out-~

side interest, something about which I was vitally concerned, somethlng
‘ -,about Wthh I was impelled to know everythlng, but somethlng out51de
the scope of three_e-.dimen_sional expression', ‘This might be nothing more
than the solidification of opinions and beliefs. And if thé necessary
knowledge was not present to form those beliefs, then 1 should acquire
that knowledge. In other woi:ds, I had to have a supply reservoir to
feed the urge to work in the medium with a direction. Or, it might be
called the fuel for sculpture, I have become convinced that a sculptor
cannot be’adequately-gratified by the inherent worth-of the medium or
the sculpture on which he is working. He has to have fuel to work
with--to make his efforts méaningfuL For a sculpture to have meaning

the sculptor must have definite goals, beliefs, and convictions.
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A re-evaluation of myself and my environment revealed that
goals and directions and solid beliefs are so attenuated in our Wofld
that I, like most of my peers," 'had' 'almost noné.( Insecurity arises to
a great extent out of deficient personal direction, which is caused
partially by a lack of 1<110Wlédge of the baéic factors around which our
.11Ves are formed; _Government is a mystery to many and is therefore
distrusted. Religion is something of which niost-people have iﬁadequate
~knowledge, but they nevertheless r—idiéule— it. Moral concepts are vague
énd .intang’ible to great numbers of people. . An iﬁsecﬁre individual is
very susceptible to any philosophy that purporté to Solvehié_ problems,
soothe his insecurity, and generally fill the blank places iﬁ his life,
It appears to me that even though these are only partial, they are |
basic reasons for the resultant activities ‘Qf my generatiom These
activities are part of movements going on about us whose underlying
aim is extremely detriniental to our so»ciety.,,“ It seerﬁs that pending
danger-is either disregarded or.uhrecognized by the trémendous
m;mbefs who are activ_ely or ~sympathetica11y involved in the move=
ments. They are blinded by immediate apparently worthy goals., For
the rebelhons in our culture, the 1nd1V1dua1 warrior-has reasons, but
they are usually as superflc1al as the depth of thought behind the action,
In the area of man's ignorance the greatest -expoundings may be heard.
Simple, thdugh it is, this truth is playing a vital part in the events

that are shaping the destiny of our society,
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: This, then, is the background fbr the crusaderé of my terminal

séries,, - Bach sculpture is a symbol of a man who is on what appears to
him, in his shallowness, a crusade. I have, for the most part, tried
to refrain _from analysing my work as I producevkito | There was a time
~when 1 fell inte a habit vqf analysing my work ahd ,e\}ery movement
through which I Went'to 'prodlice it, It ended‘with\ my only thinkiﬁg
about pieces of sculpture, not being able to do them. I had picked
through and muzzled my feelings to complete 11;)1100mfnitmellt and
langour. The result was frustratidn and a productive stand- stiiL ‘

So, I began fbrc-ing Iﬁyself to work as intuitively as possible. [ tried

to work only: for the feeling I was experie’ncing}and Vno‘t co1lscious1y
aﬁalys,é and tear it apart; to keep the emotion for the éXpI‘éSSiOH in
sculpture, . (I will not attempt to explain emotio_ha Due td its complex
functions and a'ctiviAties involving all of one’s consc‘:iéus and unconscious
- movements, physical and me_nfal, .emotion remains somewhat of a |
mystery to me, Suffice it to say that emotion is that indefinable
| quality, 'drive, or impetus which helps define our positions and
“attitudes, ) The arti..st, in my experience, must héve tt{e'se philoso-~-

A

phies, convictions, and emotions to make his actions and his work

3

meaningful. The work, then, becomes the product of the physical
reaction to his emotions. The emotions felt are the vitalizing factor
in the artist which impels him to the medium, and it is through the

gratification of working with a medium that he can bring the indefinable
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or abstract feeling to a visual reality, Both concepts are necessary in
sculpture=~emotion, and interest and ability in a particular medium.
For, an attempt to éxpress a concept or feeling in a mediumt about
which a'bsculptor .h.as a I}ﬁsunder_standing, or bias, or-a fear will fall |
short of a successfui exptessiom - The resultant work is 111<o1y to be
stiff an(i inhibited; and will probably lack a full éxploitation of the .

~medium, Quite often a person will stop vtork_i_ng before a peak of -
expression is attained because of a negative feeling or misunder~
standing of a medium. -Conversely, a misundérstanding of a medium
will often result in an overe_reﬁ1lemellt, an over-working, or carrying
the mediuni past its point of maximum expression. Inthis area the
works will usually lack a fluid or-spontaneous quality which is a life-
. giving factor in a sculpture, all of which Will detract from the formal
qualities and the expressive intent. This indicates to mo the necessity
of awtvorking knovtrledge’ of various media for a sculptor. . And if a
sculptor goes purely on the intrihsic qualities of the medium he achieves
an exercise which is a cold statemeht; one which appears tome as a
design problemA without meaning other than as an arrangement of forms,
That is not to say that all non-objective sculpture falls under this
generallzatlon, as the pure arrangement of forms can be very pleasing.
It is my opinion that one can be quite excited about a design or-a com=
position. One can be captivated by a color relationship or textural

subtlety, But, this depends on the observer’s thoughts as stimulated
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by the abstra_ci:idn,hé is beholding; - Kindled in thé mind of the observér
is an emotion Which becomes an integrél part of the -percéived sculpture,
A reaction to Cesar's '"Marseilles” could be an example of this concept.
Relative to the size of this' 11011~objéctive piece of sculpture (eight feet
high) thé actual form of its mass is simple and refinedl° It is a vertical

| _

rectangle whose sides are boxl?ving”veryv subtly outward., Mr, H. H.

Arnason, in the publication, Modern Sculpture From the Joseph H.

Hirshhorn Collection, comments on the "Marseilles" as being "...a

. great architectural, séulptural relief whose surface is built up of a
large number of small, regular,. shifting and overlapping planes,
gradually compressing into a closely textured, .vibr-ati'ng central érea,, "
It is the textural exploitation, then, that is a stimulant to a mental
image. Kohn's and 'Hig.gin's sculptures are refined érr:aligenﬁellts of
positive and 1legativé forms WhiCh; because of the foreign images

they recall, are agents that stiﬁlulate a mental response in the .
observer,

Fo;rm in sculpture, -to r_fle, means the arrangement of the
material of fhe sculpture intb,d_efined masses. - As these'forrhs are
refilled"they are simplified. . As irregularities, .or smaller areas on
a larger ‘forfn, -are done Iavvay with, the overall form will tend toward
a more eas_iljr ﬁnder-stood, defined shape, as a cube, pyramid? cylinder,
or sphere., - From this it may alsQ be stated that, as an extreme, if

an entire sculpture were refined to its utmost it would be a glossy
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sphere, The opposite extrerne would be a grbup of f(l)rms’ S0 numerous
_ 'and arbitr-érﬂy placed that no specific -overall volume could be diéa
cerned in the sculpture or any part thereof, Therefdr-e, the higher
the definition of these masses, ?the less ambiguous their form,

. Another consideration is that form is relative to the size of the piece
of sculpture. In the "Marseilles" the form is not complex regardless
of the fact that the seulptnre is made of small pieces of steel _plat_e;?
each plate or module having a form of its own. If the shape of a
particular module in a sculpture is IQ st in the form-defined by a
larger group of similar modules, ‘then.the shape of that particular
modnle becomes a part of the mass of the 'modules, or the texture,

of the larger form.

- In"Crusader IV" (Figurés 5%_7 ). the size of the modules which
make up the. whole form,afe so great compared to the size of the '
sculpture that the forms of the individual modules had to be arranged
to.help define the greater,.overall form. Here the modules neaﬂy
leave the realm of the textuj:.e;and becOmé forms of the sculpfur'e.,' :

There are two problems present in the series ‘of crusader
figures, The more obvious one is to be abie tvodetec't an overall
development from the beginning through later studies. . And the second,
-which is really a part of thé first, is to adequately convey, visually,

. through the expression of the sculptures .t.heir intended n1€aning° By

this, one is led to believe that I had a clear understanding of the



intended meaning before and during tﬁe execution of the crusader
_ séries., 'This was not the case. As a matter of fact, almost all during
the period of time in whicfl-I was working on the crusaders their -rhean-»
ing Was vague; not thought of in Words and Vse'ntenceso_ Rather, there
was an urge or a drive to produce a three-dimensional statémént that
- would better answer the emotional demands I was experiencing,
"Crusader V1" .(Figure 11), for instance, ‘made mer "feel" more like
I was seeinga true representation of my emotions than did "Crusader
V" (Figure 8). Thérefore,. "Crusader VI” was more successful to
me. S0, a specific statement of all the emotions that inspired the
crusaders is an impossibiiityu A partial explalj.ation has preViously
been made. For the viewer the rest must be -sﬁrmised from obser-
vation of the écﬁlpture itself, Admittedly, neither I nor anyone eléé :
has a complete understanding of all the emotions thét stimulate any
action. . This is a partial reason why I think it is futile for an artist
to allalyse hié work, I did not analyse the crusader series (and,
therefore, myself) untii it was ll)ecessitated by this essay, so that
all of the following is retrospe'ctive; |

Lack of clarity of intention .i.s evident in "Crusader I" _
(Figure 1), as a perusal of the method of conﬁru&ion will indicate,
I began with two flat sheets of steel cut in the shape of the silhouette~~
a frdn_t sheet-and a back sheet. (By silhouette I mean the farthest

edges of a sculpture right or left, up or down from the observer. |



- Figure 1

CRUSADER I
1964

Welded Steel on Wood, height 43 inches.
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A sculpture has an infinite number of silhouettes, as- a sculpture may
be viewed from an infinite number of angles. _ Human or semi=human
figures, such as the "Crusaders”, automatically appear as frbnt,
sides, . and back to me. And the simplification of silhouette in the
"Crusaders" i‘s that of thé sides of the figure, ) After making slices
in the stéel with a cutting torch and pulling the piéces out or pushing E
them in to make the desired fnodeling, I welded the whole thing
togethera ("Crusader I", as is the case throughout the crusader figuffe
series, displays a concern for the distortion of form; a horizontal
distortion and a generalization or 'massing’’ of the major forms of
the human body. Again,. the reasohs for this 'concernl are not wholly
understood further than that this distortion seems to intensify the
expressive content. ) I had, then, a completed figure but without a
resolved method of presentation. I §va11ted to leave the ffont, of fhe
ﬁgﬁr-e Viéible andl the silhouette immediately comprehendable. So,
to gét this and a balanced yet active composition I settled on the
present solution. - Although it is a bound'figure (or possibly because
it is bound) it expresses the violence inherent in the category of
people which I perceive,

"Crusader III" (Figures 2-4) is done-in direct ‘plaster upon
a welded armature. Using this method I was able to get a fluidity

and action in the pose I was unable to attain in the previous work.

!



Figure 2

CRUSADER III
1964

Direct Plaster on Steel Armature, height 28 inches.






Figure 3

CRUSADER 111

1964
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Figure 4

CRUSADER 111

1964
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Due to the strong iron skeleton Within, it was possible for me to place
the figure on two legs without fear of technical weakness.

| L view a plaster sculpture as a step towar'd a bronze casting;
Sitis easil_y preserved and felatively durable; it may be éonsidered as
'a finished statement uh’gil the monretaryvhurdles _'o\f casting large pieces
in bronze may be cleared.

At this point I also became dissatisfied with human legs in

connection With the meaning of the sculpture. -1 wanted Asome.thing
that would be more expressive in relation to the continued experimenta-
tion with the massiné; of the 'majovr forms of the body. I decided upon
goat-like legfs,o‘ They would not only rcontrast to the lér'ge masses and
give a lift to the sculpture, but would also lend to the meaning of the
sculpture, By the addition of this symbol of moral degeneracy the
iﬁconsistency and incongruity of the philosophies of the'su'bjectsrof
' my,”Crusaders" is expressed., 'rD.ue to the smallness of the legs, the
arms had to be made either _thinﬁér 'o'r shorter. The latter, along Wlth
a diminished or n(_)neiistent head, turned out to be the better alternative
as a means of maintaiﬁing ibalance and movement in the sculpture. Even
though there is a forward movement in the sculpture, the feet, or
hooves, appear to be too éolidly attached to the base. \
Since having a large plaster balanéed on such a small area as

one leg would have been technically as well as aesthetically impractical,

I constructed the "Crusader IV" (Figures 5=7) of welding rod. This



Figure 5

CRUSADER 1V
1964

Welded Steel, height 9 inches.
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Figure 6

CRUSADER IV

1964

Ve T - ol



15



Figure 7

CRUSADER IV

1964
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sculpture is much smaller than the third in its series, and, dﬁe to the
material used, lent itself to a freer relationship with its base. The
greater -elastigity of steel permitted a wider range of area and anglé
of attachmeht to the base than did fhg: structufe having the brittle
plaster around it. Thé éteel sCulpture,' however, could hot be
attached any place on the base, as physical and Visﬁal baiancé hadr to
be considered. ‘Here, the maséiiig of the bbdily‘érreas was r'efinedr
to two major areas in the ffont and four in the back; two on_@ich
side, Preservation of the naﬁ_ifal bléiqk steel color of thé Weided
pieces of sculpture was brought about by the application of a coat of
spray-on clear acrylic plastic. Touchiﬁg,the base with only one foot
thé crusader appears to be funning toward its goal full Aspeed.,
Pr_-obably a nécessity to work in a larger scale led me back
to the direct plaster—-onrarmature method. In "Crusader V" (Figures
8-10)1 feelithét I came 'Closer to solvi11g the problem of théf attachrhent
© of the goat legs to th_e' human torso. .Alohg with this achigx?ement a
lightness of foot ‘Was affoi‘déd the sculptﬁre by a more -experienlced
planning and construction of the iron skeleton. | |
_"Crusader vI" (Figures 11~13) is the first attempt in what
was for me an entirely new medium; modeled wax, .éast into bronze.
Until this -time clay had always been a fnédium which allowed me thé -
greatest freedom in handling. - But micro-crystalline petfoleum -Wéx

permits an even greater amount of manipulation. Due to the cohesive



Figure 8

CRUSADER V
1964

Direct Plaster on Steel Armature, height 25 inches.
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Figure 9

CRUSADER V

1964
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Figure 10

CRUSADER V

1964
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Figure 11

CRUSADER VI
1964

Bronze, height 6 inches.
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Figure 12

CRUSADER VI

1964
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Figure 13

CRUSADER VI

1964

.
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property, proportional lightness, and malleability, the necessity of an
armature is minimized. In "Crusader VI" a. greafer refinement of the
‘areas of the body takes place, pu'shing', the torso in the direction of
becoming one unit-form with legs and arms as motivating appendages.
. otill, the violence and the urgency of attitude are maintained in the
sculpturenl

In "Crusader VII" (Figures 14 and 15) the plaster technique
was again em]prloyed° Here, gr-eater ‘lift--from the proportiqﬂally
smaller legs; as well as an e§e11 gfeater -simplificatioﬁ_ of bodily

~ areas, becomes evident. Théztorso becomes a unit organization
with su]étle surface indications of the nature of underlying areas.
A dependencé on the silhouette is expressing itself _quipé forcefully.,_'
| The simpliﬂcation‘ of silhouette is Athe primary development |
of "Crusader VIIL" .(Figures 16-18). Its sweeping outline contrasts
to fhe more coarsely stated areas within, Even though this is a
bronze cast of a wax model the sculpture seems to express the
natural qualities of metal first being cut, stamped, or shaped by
machine, and the more plastic, modéled, qualities of wax second.
"Crusader VI" (Figures 11-13), on the other hand, reversed this
. relationship, Both bronzes have a patina of an antique gréen with a
yellow=bronze colo;r showing through the higher, rﬁore easily abraded
surfaces., The reason for acquiring the patina‘was that after seeing

‘the pieces in. their natural bronze color for some time, I began to






Figure 14

CRUSADER VII
1964

Direct Plaster on Steel Armature, height 14 inches.






Figure 15

CRUSADER VII

1964






Figure 16

CRUSADER VIII
1964

Bronze, height S inches.
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Figure 17

CRUSADER VIII

1964
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think of them as being plastic. = This was due to all the bronze~colored
plastic on the market. Thus, the patina. The brallzes were first
bathed in sulfuric acid and rinsed with water. = Then they were dipped

~in a solution of ammonium chloride and allowed to sit in the air over-
night. Nex‘; day, ‘they- were washed thoroughly’aﬁd rubbed in water.
Throughout the crusader 4~serie‘s the trend has been towa:_rd
greater ‘abstraction; . This is quite evident in the final statement of
the series, "Crusader I_X"’ (Figures l9=~2‘1)_; The.s‘ilho_uette, in this
sculpture, ié no mbre important than the areas of the body WhiC.-h are.
themselves simpli-fied and unified. The torso becomes a collection
of parts that work together to make the whole. - The upward move~
'menf or lightness of the previous pieces has been forfeited in the
: lower areas of this work to acﬁieve a lightness above. The left arm
| jutting upward, ‘along With the lengthened Ve_rtical left leg, se‘nd. the
observer's eye to the fop of the sculpture regardless of Viewpoint,
The movement, then, occurs within the sculpt‘ure and by the actual
placement of forms rather than by position of the sculpture alone.
The coloring of the plaster sculptures is for the purpose of
melloWinQ the harsh glare of the natural plaster., If the light value
of plaster is not decreased light tends to reflect into receding areas,
otherwise dark, minimizing the deéir—ed three-dimensional qualities '
thereof, I first apply a coat of linseed oil to thé surface of the plaster.

~After that has soaked. in, a coat of oil paint in the form of a turpentine



Figure 18

CRUSADER VIII

1964
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Figure 19

CRUSADER IX
1964

Direct Plaster on Steel Armature, height 26 inches.
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Figure 20

CRUSADER IX

1964






Figure 21

CRUSADER IX

1964
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wash, is applied. It seems that after a few months darker and lighter
‘areas caused' by inconsistencies in surface porosity tend to even them-
~selves to a uniform value. Until this time the natural darks and li.ghts
caused on the sculpture by its forms are confused by the varying values
of the patina.,

bBecause there are so many books on the subject, I have
refrained from any lengthy discﬁssion_ of techniques as employed
in my sculptures. The purpose here has been to support my work
by disclosing some of the factors which explain my activity in, and |
the meaning of my sculptures. |

Every sculpture has been a problem. Through each solution
I have nof. only gained kﬁéwiedge of the medium, but of mysglf; of my
feelings; and of my environment.  Each scu\lpture in fhis terminal
series, asl produced it, was a more satisfactofy statement to me
than the previous. And, even though the development of the series
is not a continuous trend from less abstréct to more abstract, the
overall movement has been toward a breaking doWn, or "massing",
of the bodily areas, These areas are then arranged to express their
'i11tellded meaning., . As yet I have not produced sculpture that ade-
quately expresses my feelings and thoughts. Possibly this is the
reason I am compelled to strive again‘an‘d again‘ to find satisfactory

“solutions.
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- Asis to be expected the views I have expressed will un_doubt?

edly alter themselves somewhat as my life proceeds. But these are
the things I feel now, ‘and these are 'sdme of tﬁe reasons. for the work

reproduced here,



