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0Of Subjective Consideration

T have been interested in archaeology and astfooomy
" since my fouth. This I believe indicates my curiosity about
the. origin and the destiny of . mankind., At a deeperllevel
fhis curiosity‘probably refiects some awareness‘of man's
- looeliness and his need to understand his plaoe in.the uni.-
verse, 1 fool that this néed to find a beloégingnegofin tho
uoiverse‘is filled by those arts'that carry ;ifhffhem a senso
of timelessness, a quality that insulates one from:tho flow
of time and currents of chaos.

Besides a sense of order and oternitj,‘f have sought
in my sculpture a feeling of serenity, nobility, warmth,
and strengthe=- ali which I believe are positive forces and».
are interrelated. The search for forms with these qualities ‘
led me to study tﬁe sculptures of Fourth Dynasty Egypt,rHigh
Classical Greece, and Six Dynasties China, Such»sfatues as
the seated figure of Chefren and Yumedono Kwannon imprintod
memorable impressions. From them I.haye learned the importance
of gesture, simplicity, horizontal and veréical compositiops,'
and rigidity to create the feeling thatﬁI wanted in my'sculpture,
Figures 1 and 2 1 believe display these qualities, In addition
to these techniques, I became aware of producing a timeless
‘feeling through a manipulation of space. The eternal preSencel
found in tho interiors of Norman Romanesque cathéderals and

Le Corbusier's Ronchamp church was a source of this éwaréhess





















and inspiration.

Later, I(began to create movement in my sculptures.
The sculptures were no longer rigid but were filled with anim- -
ation. Although my forms are no longer earth-bound, I

still seek a sense of eternity and order in my worke.



Of Biographic Consideration

I first created my thin sculptural forms in wax: which
coming in sheets made it natural for me.to develop thip,
relief-like forms. Wax is a versatile material that posseses
property that enables one to carve, model,‘and éonstruct.‘
Originally, the forms were separately placed‘oﬁ a wax plaf-”
form-- thus creating a surrealistic 1andscapg ip a mode;
scale. Tﬁese pieces were cast but never finished. Then, I
became interested in a new direction that appeafed to me to
have greater potential for expressione.

During this period of my deveiopmenf,“l was deeply
interested in creating a vitalistic image in my sculpture. -
Consequently I was fascinated with the art of cultures such
as the Late Jomon, Classiéal Maya, and Northwest Indian, all
of which were in a stage between a barbaric and civilized
state, I studied the development of Viking Art and Chinese
Shang bronze motifs, and much of my knowledge of design
techniques was derived from them%- particularly -the use of
asymmetry-thrdugh the balancing of a unit by Jjustaxposing a
detailed side with a larger but simpler one. The balancing
of a linear unit with a more volumetric one, a technique
found in many of my sculptures, especially in figure 3, can
be found in Viking Style E and Chinese dragon motif.

As 1 changed my interest from depicting a form with

vitalistic image to one more reflective of what I felt to
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be of eternity and order, I began to unite my pieces to form
an image of man. I have also switched to wood as a medium as
I felt it to be a relativel& more -permanent material than

wax and can be enlarged without the economic and technical B

difficulties of bronze,.



Of Design Cohsideration'

My flrst maaor design problem since I began working on
construction-sculpture was that of unity vs. Variety. The
tendency of my early work was to make sculptures that were
fermed by connecting‘too many piecee’that*were interesting*'
in themselves. Too many detailed and irrelevant shapes J
destroyed the cohesive unity of the sculpture. _

To solve this problem, I changed my werkiné”method;‘»
instead of making individual pieces separatel? ahd intuiti-
vely connecting them together, I made quick eculptﬁral
sketches that had overall unity from which I made individual
Apieces. Meny,uhnecessary details were elimihated by‘thie
method.

In each pieee, I have also reduced the number of indi-
vidual components., The question was how many pieces can be
used without either making‘the unified piece too complicated
or.too boring. Much thought wae spent s0lving this problem.
I remember in a speech class I once attended, the class was
divlded into basic task groups. These groups had a minimum
menmbership requirement of five and maximum pumber ef eight,
Apparently the reason behind this was that with fewer than
fiveipeople there could not be enougﬁ members for breadth‘
thus, the group would not be efficient. However,hif there

were too many members, each member could not be represented



15

adequafely in a meeting, I applied this idea in my own work,
and since -then, most of my successful piecéé hav; éonsisted of
five or six pieces, Whenever there were morélthan'five pieces, .
there was a repetition of the same function by ceptain pieceé,
fhey became visually unnecessary except“where éxtfa piecesi
wéré'uﬁed to emphasize the importance of pgrtiéular functione.
Usually I placed extra pieceé on a fogal.poinf of thé sculpturé,
I havealater f&ﬁnd that this was a design princiblq'callé&<by_
the Chinese "The Sule of Five" according-to which five is
fhe basic number of objects the eye can grasp individunally -
and without grouping them., Within tﬁe five Br hore compoﬁnent"~ “
parts, I madq each as different as possibhle from the pther |
but with enough similarity to retain a unity among theﬁ.
Among other unifying facfors were the similarity'of material;
of thickness, of curvilinear shapes, and of the feeling of
individual pieces, The variefy factor included the diffef-
ences in size, complexity, and shape among the.components.
I have avoided the contrast such as geometriéal shapé vs;
organic shape or the use of two different material, becausé
such a contrast, I believe, would be so strong tﬁat it w'ouid~
dominate evepything else,

As I have stated before, in ﬁy early construction-sculpfureé,
I tried to make each piece interesting by ifself.‘HQwever,
this was analogous to writing a novel with cliﬁaxes throughout\
the story. To solve this problem, each biéceywas developed -

to be visually more interesting than others; this hierarchy
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" of interest prevented the eye from visual boredom, and it
separated the essential element from the minor.

To unify my sculpture into é cohesive idea, I have formed
an image of man. Although there were‘sculptures‘l have made i_‘
such as that seen in fiéﬁre L that followed thg simplifigd '
profile shape of figure or head. More commbnly,*I tried toe
create a sense of a flgure. Instead of . defining arms, 1egs,
" and other indlvidual parts of body, in figure 5 I have attempted
to capture a sense of figure resting on a hammock by making
_use of a rhythmlc hor1zontal process. Since there are no phy-
sical resemblances to man to identify in my sculpture it
is difficult to see a figure, but the initiai inspiration_"‘
in this abstract form was a sense of figure at rest,

Although the frontal nature of my sculpture has dreated‘
‘the éerenity which I have sought, frontality, bylits nafufe
tended to divide the form into four sided-reliefga To avoid
this, I héve constructed the sculpture in such a way that
the maﬁor component does not parallel the edge of the base.
Instead of two angles forming a perpendicular, I hafe learned
to vary the angles, the result of which made it possible'
"to look at my sculptdreé from all angles without seeingha flat
surface or total void., Figures 6 and 7 are from this period.

Prior to this latter discovery I realized that the most’
successful piecés that I had made enveldped a large amount of

spaces This variation of angles made it easier to utilize
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space because the nature of the procedure created a form that
demanded that space be a part .of the piece, It also made it
possible to create a sense of movement. This wagfagalogous

to thelsituatiop in Classical Greece~when cbntrpOBto waé thg
techniqqé. I got too carried away with this new knoyledge,x
.and mEQQ several sculptures that'coﬁtaiﬁed severe‘diagonal ‘
planes that became calligraphic in appearance, I realized ;h; ‘
dangér that my forms were becoming too barqque, 50 now I have
1earﬂgd to be selective in varying the angle of‘éonnection to

reestablish a sense of order and eternity.



Of Future Conslderation

I have in the prev1ous pages discussed the content of my

Bculptures and the development of structural and visual tech-

nlques to create a sculptural form that successfully represents‘

this content. I am now working in wood sculptures that treat

¥

bases as part of the total form. Since‘these are in progress,

'I.cannot make meaningful comments on them. In'addition-to

" wood, I Heve also been working with bronze feceﬁtly. In these,

the'pieces.are‘becomihg,sturdier and reflect a greater cons-~
’ciousness'of‘a form than a shape. Figures 8, 9, and 10, are
new bronze sculpturee.ttat‘display these tendenéies. Hopefully,
this new direetion helps me to add another dimension to my

sculpture,
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