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Instead of being at the mercy of wild beasts, earthquakes,
landslides, and inundations, modem man is battered by the
elemental forces of his own psyche.
Carl Jung

ABSTRACT

For me art is the expressed combination of the two most encompassing and
cardinal impulses in the spectrum of the human condition, emotion and rationality. In art
and in life Ihave erred on the more emotive and abrupt side of things because Ibelieve it
is at this base that we gauge our actions, interpret our experiences, and connect to our
archaic roots. The expressive language captured in the most intoxicated and violent
markings that have an inherently abject and tragic expression also have the potential to
reveal alanguage not fully explored. Through the study of these under amore rational
and interpretive lens they can have the cathartic potential to be reconstructed and
resurrected into more understandable, poetic and potentially useable objects, forms and
spaces both at apersonal and cultural level. It is this view of art that strives to do away
with the more current and superficial 'surface art' that has suggested that authenticity,
originality, and rebirth are things of the past.
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PREFACE

Hybrid Vigor is agenetic term that refers to the mixing of various breeds of a
species to achieve astronger and more resilient offspring. Often times inter-breeding of a
species can lead to mutations and odd combinations that leave aspecies in aweakened
state prone to disease and extinction. It is within the Hybrid Vigor exhibition that Ihave
tried to combine both my studies in art and architecture to achieve anew breed of
architecture that could become something more akin to art. This was done to freshen the
somewhat stagnant bloodlines that accompany the incestuous architectural breeding from
canonized schools of dogma. It was my intention to arrive at an architecture that was born
from art, one that was less designed than created.

For purposes of clarification Ihave approached the support documents for each
degree separately. The first thesis paper entitled Hybrid Vigor: Impulse and Impetus,
describes the most important characteristics that underlie my artistic creations. It strives
to define the two most important and ever present impulses of emotion and rationality
that permeate all my work. This paper strives to clarify the way Isee art being both
influential towards and influenced by architecture. The second thesis paper is geared
more specifically to the creation of my final architectural project. It deals primarily with
the movement between artistic production and my final architectural solution and
expands on the process of discovery that is mentioned in Impulse and Impetus. In away
similar to this first paper it deals with relevant arguments raised by marginal figures of
twentieth century theatre, art and architecture.
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CHAPTER ONE: INTRODUCTION

The purpose of my art has been much of its own accord, asignification of
emotion. Intelligent concepts, relevant ideas, and art historical issues are present to be
sure, but all are subject to the direction of mood. As much as Ihave tried to guide my
own distinctive process, art has always ended up being acurrency for my emotions. The
collection plate for this currency has been material of all kinds, which eventually
succumb to my rigorous approach. The following paper is an explanation of my arrival at
this thesis and documentation of the struggle between achieving an objective meaning in
my work and the subjective and emotive overture that ultimately delivers its expression.
Thus, Ifeel my work to be wrought with constant paradoxical issues, which quickly
change from seemingly ordered systems which are relevant to our particular time and
place, and my own specific goals, to an anarchical impulse which tries to destroy these
endeavors. In turn, this paper is as much apsychological description as it is the support
document for my final thesis exhibition.

Personal Opinions on Art
For me it is imperative that art evidence the impetus of struggle. Whether it be
communicated expressively, formally, or conceptually, acertain friction is necessary. Just
as energy is derived from opposing currents, and fire born out of the friction of two
materials, art too must be charged with this characteristic. This opinion likely comes out
of the biases of my own approach, and the realization that Ihave never been able to
achieve harmony in apiece of art. Whenever Itouch amaterial aform of tension and
conflict is present, aforce that undermines serenity. The root of this inherent friction is
something constant and unchangeable. Ihave come to accept this aspect of my work and
it has, in turn, become the way Iunderstand and judge art. Thus, the more struggle
perceived, the more connection Ifeel towards the work. For me, art should display a
belief; it should take astand, and evidence apersonal conviction that usually increases
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the struggle on behalf of the creator. This is evident not only in the creation of my art but
also in the way Ihave come to explain it. Ihave, for no lack of trying, not been convinced
of the most current and popular methods of discussing art for the simple fact that Icannot
convince that innermost part of myself to wear the lens that makes these ideas legible. It
is simply not part of the emotional configuration in my make-up. It is this psychological
design that pushes directly against the intelligent and clever opinions of more rational
people. Thus, for me, art in all aspects contains an inherently antagonistic thrust. It does
not align itself with popular notions and constantly pushes against things that try to
control it, even myself, rooting itself securely in emotion. It is through these varying
forms of struggle that Ibelieve my art can reveal something about the antagonistic
personality.
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CHAPTER TWO: THE STRUGGLE OF TWO IMPULSES

The first and most objective way to deconstruct my work and understand the
inherent friction found within it is to distill my approach towards art making into two
primary impulses. After much contemplation Irealize that the history of my artistic
pursuits have been forged by the conflict of these impulses. The energy expended in
searching for abalance between them is usually expressed in an inescapable imbalance.
The first impulse is adecisive, and originally, clear intention for the work, adeliberate
goal set forth for the latest production. This can be seen in the decision to create aseries
of pieces of asimilar size, the choice of aspecific medium, or deciding on acertain
subject matter for the work, its placement, and the intended reception. It is the impulse
that has been learned through encounters with education, life experiences, and projected
future accomplishments. For me, this is the impulse that initiates any given body of my
work, and serves as aguiding light. Ultimately, it is the impulse that satisfies the desire to
achieve an understood and objective meaning. Like bookends, it finds itself at the
beginning and end of aprocess determining its direction and outcome consecutively.

In contrast, the opposing impulse while being expected, is not preplanned or
deliberately intended, but grows from inner emotions, which Ibelieve have some origin
in unconscious roots. It directs the series of events that happen in between the planned
out direction of the work and the point of which its energy disperses. Ibelieve this
impulse is connected to the immediacy of mood, the emotional, psychological, and
spiritual experience of the creator, as well as abiological and genetic root, all of which
have been digested and are now only accessible through the somewhat immediate release
valve of artistic process. This impulse is not something completely controllable and is at
times uncontrollable. In my experiences it is anegative, yet highly energetic drive that
carries the expressive form of art.

The most appropriate metaphor Ihave encountered in regards to explaining the
expression of these impulses in relation to one another is the correlation between the
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visual arts and music. This is not anew relationship and has been explored extensively by
artists such as Wassily Kandinsky and more recently by artists such as Willem de
Kooning. These artists felt that art could learn something from the plastic nature of music
in terms achieving apure expression of form. However, for our purposes it is important
to include lyric to establish aclear metaphorical relationship to both the form and content
of art. For example one can listen to the same lyrics in avariety of ways. If asong is
lyrically describing some peaceful experience, and the melody expresses asimilar feeling
the song expresses an alignment and asense of harmony. However, if the same lyrics are
expressed with aheavy and dark melody, filled with sharps and flats, then the expression
becomes alarming and potentially ironic. Thus, the meaning or subject of the work can be
placed in opposition to its melodic expression.

This was aprinciple Ihad used extensively in my undergraduate work where I
juxtaposed adeliberate subject, usually of Classical order, against the intense markings of
the more immediate impulse, which manifests itself formally in the work (figure 2.1, 2.2,
2.3, 2.4). Using the natural erosion that had accumulated on these sculptures as
inspiration Iunleashed my own mark onto the surfaces of these drawings, finding a
parallel between the natural erosion on these figures and my own mark (figure 2.5). At
this point that Ibegan to view this mark as something natural and innate; Ialso became
increasingly fond of the capacity of the mark to deface and sometimes dissolve the
subjects of my drawings (figure 2.6). Like anatural force it seemed to have an inherently
ruthless quality, an indifference to damage. At this time Ihad become familiar with the
writings of Edgar Allan Poe who was interested in the seminal urges of human nature and
wrote about the escape of these urges, despite the struggle to tame them. Many of his
stories include terrifying descriptions of men who have been overrun by an inner impulse
and who thirst for asadistic explosion that would quench this inner perversion. One of
the quotations that he uses to describe this urge and which Ifind compelling is: "A devil
born adevil on whose nature nurture can never stick." Ihave found something of these
sentiments in my work, and it was the contrast between the discernable and the irrational,
the tension between content and this intense mark, that Ifound asense of struggle that
would become intrinsic to my work for years to come.
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Figure 2.1 Philosopher and Child, 1998

Figure 2.2 The Decay of aGreek Basilica, 1997
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Figure 2.3 Untitled, 1998

Figure 2.4 Untitled, 1997

7

Figure 2.5 Parthenon Frieze, Unknown Artist, 447-432 B.0

Figure 2.6 Homage from the Artist, 1997
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Debates have been raised around the origin of this impulse of which Ihave
described as being uncontrollable, and coming from some unconscious source. Several
professors and colleagues have questioned my adherence to these types of descriptions
and have attributed this approach to my obvious educational relationship to and
admiration for the Expressionist attitude. In my last years of undergraduate work Ihad
become more and more excited with the work of artists such as Willem de Kooning and
Jackson Pollock. There are similarities between my approach and the work of Jackson
Pollock, which can be seen in the intense physicality in which the work is made, as well
as the imposition of the artists' personality on the medium (figure 2.7). Questions were
raised as to whether my admiration for these artists was due to arecognition of my own
ability to express in asimilar fashion, or arecognition of asimilar struggle in the their
work. The question became whether this impulse was something learned or something
innate. These questions have lead to extensive research pertaining to varying
psychological points of view, and ultimately became the focus of one of my research
papers in art. Unfortunately no clear answers were established, but the debate continues.

Personal Evidence of this Emotive Impulse
Whether or not the emotive impulse is learned from my educational experiences
or is aproduct of some unconscious force, it deserves agreat deal of consideration simply
because Icannot erase it. It has made its way into everything Ido. From the largest
drawings of my artistic output to the cleanest architectural draft or model, it is
inescapable. Explosions of marking and apparent "accidents" have permeated through all
my work from one degree or another (figure 2.8). While these marks usually emerge on
the surface, they appear to try and free something inside or behind the work as if
something beneath the surface was striving to be released. This is inarguably due to my
urge to obsessively manipulate and struggle with material until it ultimately breaks down.
Perhaps the most accurate way of describing the product of this impulse is the metaphor
of erosion. The marks that appear in my work are intensely abrasive, causing damage to
the surface of which they cross, revealing surfaces and textures beneath, like skin being
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Figure 2.7 Painting, Jackson Pollock, 1948

Figure 2.8 Untitled, detail, 2003
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peeled away to get to some more important innards. Whatever instrument Iam using
hunts for the right place to unleash this assault.

The reason Iwrestle with the notion that this mark is simply an aesthetic res
idue
from my brush with art historical knowledge lies in the fact that it has always existed.
The chilling evidence of this resides in memories of childhood tantrums that would
culminate in aggressive attacks on objects of all kinds including books, walls, pieces of
wood, and even myself Ihave managed to locate several of these physical objects and
have realized the startling similarities between them and my current work (figure 2.9).
When studying these records one can see that the very signature of the mark is still
evidenced in my recent work. In essence it seems like handwriting, which carries a
distinctive arrangement and is discernable from other samples due to the limitations and
personality of its creator. The same erosive and malicious characteristics are there, the
marks are pressed into the surface, more carved than drawn. They begin intensely and
through their gesture dissolve at the ends, evidencing anger so strong that it is recalled as
clearly today as it was in the fit of rage in which they were made. These characteristics
have not changed, perhaps only matured (figure 2.10).

To clarify these ideas, which at this point may sound absurd, it is important to
establish the relationship between this impulse and my life experiences. At the risk of
revealing too much about myself Ifeel it is necessary to describe why Ibelieve this
impulse is so relevant to the way Iexperience the world. Unfortunately, Ihave been
blessed or cursed with an extremely sensitive, temperamental, and somewhat antisocial
personality. Inner emotions have in the past been released in situations that have been
less than ideal. With as much notice as ashift in the breeze, Ican feel it welling up. It is
an undertow so strong that logic blurs under its heat. This is how Iexperience my
strongest emotions. Like the explosions of mark that deface meaningful images it escapes
as aggressive verbal onslaughts. This has on occasion tarnished my reputation and caused
damage to personal relationships. Ihave finally accepted that the pressure that causes this
release is simply apart of the burden of my makeup, the way Iperceive, whether it is in
fact an illness or not. The only reconciliation Ihave with this impulse is that it can be
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Figure 2.9 Childhood Mark, 1979

Figure 2.10 Sectional Expression, 2003
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directed at my art, rerouting this impulse away from awkward social interactions towards
material. Iam able to justify this trait by telling myself that it is better to feel too much
than not enough.

Psychological References on this Emotive Impulse

Isee this oversexed emotional orientation and my apparent inability to control its
release as stemming from the same mental origin that allows a. release through the marks
of my drawings. Because Iam unable to label this origin Ihave turned to psychological
descriptions to define this root. Sigmund Freud has done extensive research on the origins
of aggression and has concluded that it is born from an unconscious substratum in the
mind. Freud postulated that these aggressive origins were connected to both the Death
Instinct and Libidinal drives. 2 Other psychologists such as Alfred Adler believed that
there were only two basic drives that lurked in the unconscious and governed the course
of an individual's life, these being sexuality and aggression. 3 Because of the evidence I
cannot necessarily prove, but can definitely feel, Itend to agree with these deductions.
For this reason Ifind correlations between these urges, my actions, and my art extremely
compelling. Thus, what has interested me most is the relationship between the
controllable and uncontrollable aspects of my emotions and their apparent physical
manifestations in art.

It was in my first year of the Masters of Fine Art program that Ibecame familiar
with the theoretical arguments of Anton Ehrenzweig, which helped me to make sense of
these impulses, their origins and their relationship to my art. Ehrenzweig was apostpsychoanalyst who was working out of the Object Relations School in the 1960's. Unlike
the earlier Classical Psychoanalysts, who believed that unconscious manifestations
occurred only in the subject matter and composition of art, Ehrenzweig believed that the
unconscious manifested itself in the formal components of art as well, in the marks and
physical approach to material. Until that point, formal and apparently accidental
markings were, for most psychologists like Freud, considered an aesthetic bribe. What
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interested Ehrenzweig was the painterly handwriting he believed comprised the
unconscious form in art and was responsible for delivering the expressive resonance of
the work. In order to alleviate the incongruencies he felt existed in older psychoanalytic
models Ehrenzweig attempted to analyze and explain both the conscious and unconscious
aspects of art. To do this Ehrenzweig describes these characteristics in terms of articulate
and inarticulate form consecutively. 4

Articulate form is described in asimilar way to how Ihave defined the more
intentional aspects of my own work. It is the consciously deliberate form and content that
includes intended composition, order, and general surface gestalt. Ibelieve Ehrenzweig's
inarticulate form can be attributed to similar notions of the uncontrollable aspects of my
work. Aspects of inarticulate form are described in the book Painting, Psychoanalysis
and Spirituality when it reads:

Ebrenzweig's inarticulate form does not refer to the deliberately controlled and
refined aspects of painting, but to the apparently accidental scribbles hidden in
artistic technique and 'handwriting.' It would also encompass drips, smears,
scratches, erasures, line variations, remnants of under painting, and the vagaries
of material facture, texture and impasto, such as bumps, fissures, fragmentation,
and paint skin. 5

According to Stephen Newton, the author of Painting, Psychoanalysis and
Spirituality, the characteristics of the articulate and inarticulate can be found in any form
of painting. This medium is singled out in particular because of its inherent
uncontrollable properties and the flexibility that enables it to communicate this type of
form. To illustrate this position he describes the appearance of these varying forms in the
unlikely painting Composition with Color Planes and Grey Lines by Piet Mondrian
(figure 2.11):

The black grid of lines, the colored shapes and the dynamically composed
composition are all elements that can be considered as basically articulate,
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conscious form, involving adeliberation and an intention on the part of the artist.
However, within and behind these aspects are the inevitable scratches and
striations of painterly gesture; the delicately interlocking films of superimposed
paint layers in impasto; the depiction of process in terms of erasure, over-painting,
and the general struggle involved in the transformation from beginnings to
resolutions, all embedded within the materiality and texture of the work. It is
these elements to which Ehrenzwieg refers in his notion of inarticulate form 6

In asimilar way Ihave judged the success of my own work based on the struggle
between these two forms; Stephen Newton described the success of Modrian's work as
being acommunication of the struggle between conscious and unconscious form. He
concludes that the struggle between them is not something consciously perceptible, but
an unconscious perception that relays this tension to our psyche. Perhaps the reason for
this is due to the perceptual set up of our senses, which is trained to recognize the clearest
forms, while the more unnoticeable, minute and agitated forms are internalized at a
different level. Both sensed at different levels of perception.

What interested me most about Ehrenzweig's theory are the relationships he
proposed between inarticulate form and the personality of the creator. He postulated that
the apparent mishaps and aggressive attributes of inarticulate form actually represent
what he calls "split-off' parts of the artist's personality, which Ifeel is demonstrated in
Willem de Kooning's work Untitled IV (figure 2.12). This occurs when the creative
process reaches what Ehrenzweig deems is the manic-oceanic level of thought. Here the
marks are aform of unconscious language expelled from the artist to the work of art, in
essence providing adirect form of communication from within to without. 7 Through
contact with these ideas Ihad increased the way Icould verbalize the discussion of my
work that pertained to apsychological and art historical relationship with these two
competing impulses.
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Figure 2.11 Composition with Color Planes and Grey Lines, Piet Mondrian, 1918

Figure 2.12 Untitled IV, Willem de Kooning, 1978

16

Observations of Masters In Pieces

Furthering my interest in the tension that was apparent between these two
impulses were the relationships made evident in my first show as agraduate student in art
entitled Masters in Pieces, which was installed in the Little Gallery in May 2002. This
show was the first time Iwas able to display both my artistic and architectural pursuits at
one time (figure 2.13, 2.14). It was here that Iwas able to sense both the relative success
and failure of my work to that point. The struggle between the form and content of my
work became much more complicated due to the addition of my architectural
explorations. Itried to make the connection between the content of art and the
programmatic elements of my designs, as well as discerning formal overlaps between the
expressive nature of the drawings and the sculptural qualities of my architectural models.
What interested me most was the fact that the impulse that created the marking in my
drawings also guided much of my architecture as well. Igained much confidence in
realizing that the impetus for my work in architecture was growing directly out of the
immediate impulse of my artistic pursuits. While Ihad tried to approach architecture in
the most pragmatic way possible, the same unintended marks and scribbles were used to
generate the overall concept and form of these designs. The sketches of my buildings
were again permeated with the aggressiveness of my artistic approach (figure 2.15). This,
in turn, gave way to the building forms that while being "cleaned up" and made into an
intentional functional arrangements, had found its way into the models placed throughout
the gallery. Ifelt this was evidenced in the form of some of the buildings. For example,
the cemetery Ihad created for my final studio in architecture had hills of tombs that were
carved out of the landscape (2.16). Above this burial area the ground plane became the
main pedestrian access and it had been eroded and punctured in the same way that the
surfaces of my drawings had (2.17). These punctures allowed light to permeate through
these apertures and allowed the growth of agarden to extend upward an out to the
walkway above. Many of my models from the Masters in Pieces exhibition revealed
relationships between emerging forms in my drawings and my architectural designs
completed over several years. For example the composition of much earlier drawings
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Figure 2.13 Masters in Pieces Installation, 2002

Figure 2.14 Masters in Pieces Installation, 2002
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Figure 2.15 Circulation Sketch, 2002

Figure 2.16 Section Sketch I, 2002

Figure 2.17 Section Sketch II, 2002
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were phenomenally similar to the composition of several architectural compositions, so
similar that Ifelt acorrelation was insured (figure 2.18, 2.19).

Perhaps the most salient relationship Icould perceive was between the aggressive
impulse apparent within my artistic creations and the experiential qualities that the spaces
in the models procured. While Ihad been pressured to pursue the most comfortable and
practical spatial sequences in my architectural pursuits, the models often displayed an
extremely brutal approach to material, such as deep cavernous spaces that were sunk into
the ground. The textures of the buildings were created to be highly agitated and Icould
not see the difference between experiencing one of my larger drawings and the textured
wall surfaces on one of the buildings. Thus for me, even in the absence from art in the
pursuit of my architectural studies the apparent battle between theses impulses continued.

The fact that the impetus for my architectural projects were derived from my
artistic pursuits aligns with Stephen Newton's deduction that the inarticulate aspects
mentioned previously are in fact the driving force of much artwork. While other art
historical theorists would disagree it is interesting to see the examples Newton puts forth
in making this claim. He focuses on Leonardo DaVinci and has provided several
examples of DaVinci's preliminary sketches that have led to final paintings (figure 2.20,
2.21). It would seem the content; composition and overall design of some of his paintings
were born out of spontaneous scribbling that Leonardo was eventually to proclaim as
being one of the most important tools that he had encountered for the generation of
ideas. 8it is here that Ifound atheory that explained the connection between my artwork
and architectural projects.

This show heightened my conviction that abridge between these two disciplines
could be established based on the impulses Ihad discovered in my art. However, the
relationships were often times too vague and imperceptible to the audience. Upon first
glance the show seemed asimple contrast between my artistic and architectural pursuits,
and therefore detached. This was understandable because this particular installation of
models and artwork was not created in the desire to establish aparallel between my art
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Figure 2.18 Composition I, 1997

Figure 2.19 Studio One Final Model, 2000
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Figure 2.20 Study for the Virgin with St.Anne, Leonardo da Vinci, 1500
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Figure 2.21 Deluge of Objects, Leonardo da Vinci, 1514
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and architecture but simply to put products of both my interests in the same venue to
discover overlaps, if they existed. This show lacked the struggle inherent to my previous
work but described the struggle that was to come in terms of narrowing this gap.

In realizing that this impulse was present throughout all my work, Ireturned
focused and ready to continue my large-scale drawings, and was once again faced with
the struggle between the subject matter and the urge to destroy it. Some studies proved
very fruitful when the figure was simply forgotten and the marks were given precedence
(figure 2.22). But when forced to reside with figurative subject matter these marks
overwhelmed them. The markings had become so aggressive that the figurative elements
beside them seemed flaccid. The once vital tension that existed between these
components had dispersed (figure 2.23, 2.24). The way Ihad been approaching the figure
was exhausted. Ihad clung to the idea that the figure might give meaning to my work,
based on the struggle evidenced in my earlier work. But this was not the

case.

In fact

there was no reason for these figures at all and for the first time there was no evidence of
astruggle between them and the marks of the drawing.

This realization coupled with the incongruencies between my art and architectural
creations led me to seek out an alternative route. Despite all my efforts, the impulsive
mark and approach towards my work was not going to go away. It was everywhere, and
was also the most expressive (and while being destructive) was also the most important
element within these drawings. So Idecided to set it free and release it from being
entombed within the figure and atmosphere of illusion.
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Figure 2.22 To De-feather aChicken, 2002
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Figure 2.23 Tempest, 2002

Figure 2.24 A Situation for Georgia, 2002

25

CHAPTER THREE: THE 'LITTLE DRAWINGS' RUINS/PARTIS

The first attempt at breaking with figurative subject matter appeared in my most
recent series of small drawings. They seemed raw, crude and at most levels awkward, yet
they contained energy (figure 3.1, 3.2). Professor Paul Woodrow had an excellent way of
describing the transition to this new body of work in terms of compiled energy. The
larger skins lacked the same intensity of these smaller works and seemed to suffer from
atrophy. But the energy in the smaller works was focused, compact, and vibrant. 9

For the first time in the history of my artistic oeuvre Ilet go of any preplanned
figurative subject in favor of an intense involvement with the material itself. Directness,
spontaneity, and speed, were favored over apreviously determined subject. With only the
faintest idea of connecting the mark of my drawing to architectural design Ibegan to
work. These drawings were done anywhere with the most immediacy possible,
sometimes on the wall, mostly on the floor, and without regard for cleanliness, safety or
preciousness in terms of the work. Pieces of paper were brutally cut and glossed together
to withstand the attack of charcoal, ink and razorblade. In amethod less restrained than
ever before Ibegan to draw and collage in the most violent way possible. In many cases
the material would completely disintegrate and become unsalvageable. This was rectified
on occasion by bandaging the pieces together with additional collage components or by
adding supplementary paper beneath the work (figure 3.3).

Describing the process is difficult because of the immediacy in which this work
was created, and also because this was not intelligently done but was more dependent
upon my body then my mind. Ibelieve that adirect communication between my body
and the material were somehow able to interact with one another to express inner
characteristics of my personality. Icould deliberate and understand what had been done
only after the action of doing it. If one could retrace the sequential actions involved in
each work and somehow slow down the entire process, the impulse involved would be
dependent on responsive reaction to orchestrations of form being born in angst. In
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retrospect, this usually begins by responding to the edges of the paper, which are
essentially the first lines of the drawing (figure 3.4, 3.5). This is not amentally aware
approach but again an infliction of my body. Because the edges of the paper are cut
abruptly they reverberate atense and violent rippling inwards towards the space of the
drawing. Consecutive lines, most times incisions, are made that relate however
awkwardly to these edges. In turn what is experienced is the sensation of movement and
countermovement, and bound to this, asense of aggression. The characteristics of these
first marks determine the emergence of the entire drawing, its relative flatness or spatial
reference and its tension. Once enough line and additional elements have been
established the movement and tension combine to reference the gesture of the mark that
made them. These in turn reference the physicality of my own body and in turn my state
of mind.

Releasing this onto not only alarger scale but also for its own sake created work
that could be viewed in avariety of ways. The fear that the struggle born between the
intentional subject and my impulsive mark would be lost was replaced by the cataclysmic
struggle that had existed in earlier work but on amore comprehensible level. It was as if
areas of my older work had been amplified and enlarged making the qualities of the
marks more perceptible These drawings were my first arrival at my own breed of
abstraction that emphasized the struggle that was apparent in all aspects of my work in
one degree or another (figure 3.6, 3.7).

Ibelieve that the most important reading of them is in terms of an inherent
expression, not one that involves adiscernable representation but one dependent upon
emotional resonance. These drawings, unlike my earlier work, achieve an expression of
struggle more intrinsic to my mental state then ever before. They were able to express an
inner imbalance and an emotional desire to destroy logic, cleanliness, and order; this is
where it gains its aggressive notations, all trapped within the physicality of the mark,

When talking about expression in this way Ifeel it is important establish
congruencies with the writer, poet and philosopher Antonin Artaud whose brilliance,
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Figure 3.1 The Little Drawings in the Studio, 2003

Figure 3.2 The Little Drawings in the Studio, 2003
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Figure 3.3 Catastrophe I, 2002

Figure 3.4 Ruin Number Fourly Five, 2003

Figure 3.5 Ruin Number Sixty Seven, 2003
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Figure 3.6 Ruin Number Fourly, 2002

Figure 3.7 Ruin Number One Hundered and Twenty, 2003
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success, insanity, and death were ultimately due to an inner struggle that brewed within
him, astruggle between conscious order and an emotional perception. It seemed as if two
incompatible components had been forced to bind with one another, geared in opposite
directions, and destined to rupture under this pressure. Ihave been inspired by his
writings simply because he is able to express what Iwholeheartedly believe to be the
essence of this struggle. When absorbed in reading his texts one becomes aware of the
struggle this artist faced in expressing this tension. Susan Sontag writes: "Artaud offers
the greatest quantity of suffering in the history of literature". 10 This is evidenced in the
descriptions of his inability to clearly express his innermost emotions and thoughts due to
the barriers of his body and accepted notions of reason. He begins:
Idestroy because for me everything that proceeds from reason is untrustworthy.
Ibelieve only in the evidence of what stirs in my marrow, not in the evidence of
what addresses itself to my reason... .There is for me an evidence in the realm of
pure flesh, which has nothing to do with the evidence of pure reason. The eternal
conflict between reason and heart is decided in my very flesh.' 1pg.108

It is through these statements that Ifeel Artaud displays asimilar belief in his
inner world of emotions that captures the essence of adestructive urge, and that this inner
world is more truthful simply because it comes from within, and is not tarnished by
external logic but is comfortable even within its own pain. This is something Irelate to,
as Ihave found emotion to be asuperior gauge of experience than any other measure, and
the only fundamental experiential tool. Statements like these express aterrifying struggle
born from an inner tension and the failure to be equipped with the ability to express them.
There is an angry rebellion and destructive tendency present throughout his work. Artaud
expresses asimilar violent attitude towards the fragmentation between mind and body. In
excerpts from his personal notes he speaks of his inability to control the rage brought on
from these incongruencies:
No longer to be in command of one's anger, to be reduced to looking for the
reactions that punctuate our minds... The mind can no longer locate the sources
capable of fleshing out its anger and is reduced to looking for bursts and flashes
which represent

it. 12
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Relationships to the description of how this anger finds release can be seen in the
apparent expression of my own drawing. The immediacy and impact of the marks are of a
quickened pace and find themselves lost in the fury of their release, in turn relaying a
sense of aviolent anxious struggle. A statement Ifind that sums up these correlations is
Artaud's proclamation that, "An image is true in so far as it is violent." 13

Artaud's ideas are clarified through his concepts of theatre, which Ihave
associated with my own work in both art and architecture. For him, Modern theatre that
was based on preplanned narrative and script was essentially afalse theatre, something
deceptive and middle class, "a theatre for soldiers, businessmen, merchants, watercolor
teachers and prix de Rome" He states:
Contemporary theatre is in astate of decadence because it has lost feeling on the
one hand for laughter, because it has broken with gravity, with efficacy, that is
immediate and pernicious

-

in short with danger... .We cannot go on prostituting

the idea of theatre whose whole value lies in its magical connection with danger. 14

Artaud felt that looking to inner emotional roots could rectify these problems, and
that theatre, by tapping this reservoir was no longer attached to aconvention or a
prescribed text, but achieved true expression. He states:
The theatre cannot become itself again
true illusion

-

-

that is it cannot constitute ameans of

until it provides the spectator with the truthful precipitates of

dreams in which his taste for crime, his erotic obsessions, his savagery, his
fantasies: his utopian sense of life and things, even his cannibalism, pour out on a
level that is not counterfeit and illusory, but internal.' 5 Pg.244

Therefore, in essence, Artaudian theatre was actually the opposite of the theatre,
as we know it. For Artaud, theatre could express alife not bound to pretence or lies but
one governed by the release of the deepest and even most dangerous of mans desires.
What Artaud proposed was atheatre that would allow actors and audiences alike to rely
on more immediate reactions and responses which returned to what he believed to be a
more authentic form of expression, one that he felt was demonstrated in the origins of
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Greek theatre and some forms of non western theatre. In returning to such origins and
their expressive roots Artaud felt that the expulsion of these emotive and tragic
expressions could constitute acathartic release, which could have larger cultural
ramifications.

Central to his arguments on attaining this theatre is his notion of gesture. For
Artaud the presence of the actor in combination with costumes, music, and even
architecture, could combine with gesture into what was once amore emotive and
mystical pursuit. This would use the language of all the senses: movement, sound, and
visual symbol, would become gestural hieroglyphs capable of communicating an inner
truth to the viewer, acting as acathartic way of dealing with these impulses. In essence,
he sought atrue physical expression in space, where modernized texts and the concept of
the masterpiece was abolished in favor of atantric language "halfway between gesture
and thought":
We are present at amental alchemy, which turns astate of mind into a
gesture, the dry, bare, linear gesture that all our actions could have if they
moved towards the absolute. 16

Strong correlations exist in terms of Artaud's notion of gesture and this series of
drawings. While these drawings contain the encrypted referenced of figure and
movement, it is their gesture that gives them their true emotive impact. While these
drawings exist in essentially atwo dimensional space Ifeel they are able to express the
same type of gesture to which Artaud refers: "All bestiality, all animality is reduced to
bare gesture" 7

Ifeel as though the act of creating these works was aform of Artaudian theatre.
This probably has something to do with the ritual-like approach Ihad adopted in this
creative process. Iwould enter my studio, which was cave-like due to the charcoal
covered floors, lack of light, and walls covered in stalactite drips. Here Iwould dawn my
filthy and paint encrusted pants and begin to work in the mess. On all fours Iwould crawl
about the space in search of material debris to make my drawings. Each time Ifelt Ihad
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become more beast-like and uninhibited, more primal. This studio became asanctuary
from the external world, aplace to move internally deeper into my own mind. Isaw this
place as apond, filled with putrid growth that was sure to spawn some creation due to the
variants of components and fermentation over time.

In the end these drawings proved to circumvent the notion that all struggle would
dissipate without the intentional figure, and in fact, because of its break with arational
and conscious root was in my opinion able to express asense of inner struggle in amore
direct and emphatic way. It is this series of drawings that Ifeel are the best products of
my emotions to date, and which Ibelieve will serve on awhole as afrontispiece for much
work to come.

/3

4

Interpretations of The Little Drawings

It was only after creating forty or fifty of these drawings that Ibegan to view them
together and could perceive them as aform of encrypted language. In the Hybrid Vigor
exhibition they appear in amore regimented format, which was adopted to make sense of
the entire progression. (figure 3.8). When viewing these drawings through amore rational
and objective order they began to read as ademarcated textural surface that had potential
to dispel meaning. It was upon this reading of the work that Irea1i7ed that the release of
this aggressive mark in this unbridled approach had not dissolved the previous qualities
of my work but transformed them. The previous work had been regurgitated into
fragmented figures and spaces.

Figurative Associations
My preoccupation with the figure is not gone but appears more abstracted and
also more emphatic than before. This discovery was made apparent through discussions
with my fine art supervisor Eric Cameron who recognized figural references buried in the
detritus.' 8 After such insights Ibegan to study these productions and discovered that
while these drawings have no clear representation of atotal recognizable figure, they are
still figurative, even in their disfiguration (figure 3.9). The composition of these pieces
suggests the figure, neither in an explicitally discernable nor complete form, but there is a
suggestion of figurative remnants. Body-like components are suggested throughout these
works. These are not entire components, but oddly contorted remnants of the figure. In
this series Ihave noticed aspects that suggest heads, eye sockets, genitalia, and internal
ligatures. The most prominent parts of the body in these works are what appear to be
close up renditions of mouths, teeth, and lips (figure 3.10). The teeth are never perfect
and many are broken or missing. Sometimes these appear with what could be read as
uncomfortable mechanical attachments. Other areas suggest mechanical or technological
implements entangled with, and damaging, flesh (figure 3.11).
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Figure 3.8 The Little Drawings in Hybrid Vigor, 2003
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Figure 3.9 Torso I, 2003

Figure 3.10 Ruin Number One Hundred and Twenty Two, detail, 2003

Figure 3.11, Entangled, 2003
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Ihave used the words speed and aggression to describe this work but perhaps the
analogy of attack is more precise. Not only were these works created in the speed and
activity similar to an attack but also the sensation of the work is suggestive of aphysical
encounter. All the work leaves an impression of immediate struggle: aresidue of bodily
presence and gesture, amass of flesh attacking another. It is as if an area of the body had
been filmed during an attack and paused at the instant of the most damaging and violent
connection, in essence the depiction of trauma (figure 3.12).

Architectural Associations

In asimilar way the recognition of the figure had become discernible in this
series, the drawings also asserted architectural references that ended up having
ramifications in terms of my architectural thesis project. Since the beginning of my
architectural studies Ihave believed that architecture could be designed through amore
spontaneous and expressive methodology, one that could lead to amore emotive and
personal architecture. Basing its creation on inherently subjective productions could
achieve amore objective experiential quality because it was not dependant upon stylistic
dogma or the pragmatism that usually governs construction, but is based in emotive roots
that could filter through the process and reach the users of the space. It was through the
little drawings that Ifelt Ihad achieved atool that would allow for such an endeavor. It
was obvious that my studies in architecture had also filtered through to these drawings,
however damaged in the process. This heightened my conviction that there was in fact a
potential overlap between these two disciplines based on the impulsive thrust of drawing.
While some of these drawings had little or no sense of space, some of them procured a
tremendously familiar attitude towards space. These were similar to spatial types
evidenced in my earlier architectural explorations, except here they appeared completely
destroyed, burnt out, and like the figures suggested only fragmented and disjointed
elements. Various spatial organizations and the compositional arrangements of these
gestures hinted at experiential possibilities relevant to the creation of an architectural
project. This was evidenced in drawings where lines converged to apoint that suggested
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Figure 3.12 Ruin Number Ninety Eight, 2003
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acrude angular volume that had somehow survived this attack (figure 3.13). These
suggested some form of tunnel or elongated room. Other drawings depicted loose
representations of entranceways, stairways, doors, and seating arrangements (figure
3.14), as well as other peculiar yet applicable associations such as astage and ritual
space, (3.15, 3.16). It seemed that the gestural markings had taken my knowledge of
architecture, ciphered it through the craze of the creative process and was able to turn
them into suggestions for afuture architectural project, in turn functioning as metaphors
for explorations to come.

An even more relevant outcome of these drawings in terms of deriving the
proposed architectural project was the fact that the linear quality of the marks which
orchestrated these drawings were related more directly to the langucge of architectural
drawing. For example whether adrawing is of an expressive or technical nature it is still
adrawing that presents aseries of abstract notations whether linear or spatial (figure 3.17,
3.18). Buildings work on the same principle, which are aseries of lines and spaces that
interlock and correlate with one another, usually in astructurally sound and rational
manner. Because of this parallel Ibegan to see distinct relationships between the
architectonics of these drawings and the architectonics of both architectural drawing as
well as the physical properties of architecture itself Ibegan to find similarities between
the line qualities of these markings and the line qualities of architectural drafts. These
were the major relationships Ihad been looking for. Now by unearthing potentials at both
aformal and metaphorical level distinct architectural concepts could be ascertained.

Upon this realization Ibegan to work back into the drawings in amore conscious
fashion, sometimes going over areas that had already been done, desperate to clarify the
elements Isaw as relevant to my architectural project: accenting areas of the drawings
with bold and distinct outlines that suggested potential building arrangements, and trying
to piece together and distinguish formal arrangements that could be translatable (figure
3.19). Doing this, Ireali7ed that the drawings had qualities that referenced architectural
conventions. With this addition, areas of some drawings displayed the awkward
appearance of lop sided sections and plans of buildings (figure 3.20). At this point Ihad
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Figure 3.13 Ruin Number Thirty Five, 2002

Figure 3.14 Seating and Descent, 2002
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Figure 3.15 Stage and Swell, 2002

Figure 3.16 Ritual Space, 2002

42

..

.JI

•
-

•.i

•'¼'l

•'

?•

r

...4
-

-

-.,I.

Figure 3.17 Analouge, 2002

Figure 3.18 Einstein Tower, Longitudnal Section, Eric Mendelson, 1919-1924
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Figure 3.19 Sectional Study Number Thirty Two, 2003

Figure 3.20 Sectional Study Number Fourly, 2003
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begun to place small figures in the drawings to achieve asense of scale and relative
proportion that could make these tectonics more comprehensible (figure 3.21, 3.22). The
first of these appeared as byproducts of the drawing process, occurring by splashes of ink
or pen onto surrounding areas which eventually found themselves manifest in backward
and awkward spaces behind shreds of suspended trace paper. At times these elements
were almost completely obscured.

My approach to these drawings was acomplete inversion of my earlier practice.
Whereas earlier drawings evidenced the gestural aspects of my work as subordinate to the
subject, and appeared to fill in and achieve the expressive texture to the work, the gesture
and markings in these drawings was of paramount importance, dwarfing the figure. Now
the intentional figure was an additive element, in many cases asimple inkblot beside an
enormous and rupturing cut in the surface. The process of allowing the gesture to reign
free in the release of the inner urge to manipulate material allowed for more conscious
interpretations to occur. Illustrating amore complex relationship between these two
impulses.

The premise of both my art and my architectural projects was to design abuilding
directly out of these drawings, postulating that amore expressive and personal breed of
architecture could be born, potentially amore human and emotional structure, one that
could capture something of the inherent expression of my artist productions. These
drawings catapulted the belief in an architecture derived from this artistic impulse; but as
successful as they were in terms of relaying the expressive capacity of my art, and
displaying some fascinating spatial potentials they were inherently destructive. These
drawings were detritus, expressions of intense emotional infliction caused by a
destructive rapture. How could an architecture, which had to be built through an inherent
sense of order, be re1i7ed out of these creations? It was here that Ifelt Ifaced the
ultimate challenge. Ihad to take this body of drawings, which in essence was the collapse
of my earlier research from both disciplines into ahighly expressive language based on
my own inner and aggressive personality, and reconstruct some tangible expression that
could be translatable to architecture at levels of form, concept and above all emotion.
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Figuree 3.21 Tower and Tectonics, detail 2003

Figure 3.22 Interior of Gallery, detail, 2003
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CHAPTER FOUR: THREE -DIMENSIONAL EXPLORATIONS

Ideemed it necessary to purse amedium that could still be affected by the
emotional impulse, but would have inherent to it amore constructive methodology and
that could constitute properties similar to the discipline of architecture. Ifelt aneed to
reconcile these two disciplines. This was atall order because the thrust of the work to this
point was so compiled with destruction that Ifound it hard to imagine amedium that
would allow any compromise. With the drawings as catalysts Ireturned to the methods I
had learned in architecture school and devised half-dozen maquettes directly influenced
on all levels by the series of drawings. Though during the process Ihad reali7ed that
these maquettes were not something pragmatic or descriptive within themselves and
which appeared less like models and more like sculptural explorations. The architectural
models Iwas familiar with, including my own productions, were enslaved to
functionality and apredetermined "poetic" formula but these contained the residual
feeling of my drawings.

Sculpture was an area in which Ihad little experience. While the surfaces of my
drawings had always had arelief-like character, and Ihad done some previous
installation work, Ihad never studied sculpture as adiscipline. But these objects certainly
had afeeling of something that could evolve, could activate the space in and around them
and maintained athree-dimensional integrity, thus Ideduced arelationship to sculpture.

These had the same intense and aggressive qualities as the drawings, except these
marks were applied on surfaces that projected into athree-dimensional space (figure 4.1).
Like the drawings, they had been attacked and in some cases stitched back together
(figure 4.2). Ifelt because various forms of structures were necessary to support these
surfaces they constituted amore constructive approach, and in doing so Isaw them as a
link, both backwards to the drawings, and forward to architecture.
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Figure 4.1 Boot/Ship, 2003
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Figure 4.2 Boot/Ship, side view, 2003

Figure 4.3 Boot/Ship, three-quarter view, 2003
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The way Icould gauge the outcome of these works was through their relationship
to the drawings in my second show in the art program entitled The Theatre Tirade
installed in April 2003. This show presented the drawings in athirty-foot semi-circle
suspended on awire support on the north side of the gallery. This form was inspired by
the crude accumulation of ovals and circular forms that were the main compositional
factors in my drawings, which Ifelt could be constructed at alarger scale, foreshadowing
an architectural adaptation. One hundred and forty drawings hung on wire from steel
scaffolding that was anchored to the roof trusses, which spoke of the tertiary, secondary
and primary structure of architectural design. Similarly, Ihad placed the drawings in
close proximity one another as to create asense of atextural and semi-permeable wall
that separated the space of the gallery, and thus gave asense of front and back. Because
all of the drawings faced inward towards the center of the space opposite the entrance I
felt this central gravity created the sense of astage. On this stage, in front of the drawings
stood the various three-dimensional explorations Ihad done to that date. Some stood on
heavier steel stands, while some were hung from the ceiling, which Ifelt related to the
individual quality of the models. The heavier models that had asense of gravity or
suggested aconnection to the ground were displayed anchored to it, while the lighter
models that spoke of internal structural elements were hung from the trusses above.

It was through this show that Ire1i7ed that the models, like the drawings had
relationships to the figure. At first this was recognizable through the figurative stature
they represented in the space of the gallery, like actors on astage. Later it became evident
that the sculptures presented more clear anthropomorphic relationships. Like our bodies
they all had container like references. Because of the wire frame and attached skin they
had the feelings of emptied carcasses, something skeletal (figure 4.3. 4.4, 4.5, 4.6, 4.7,
4.8, 4.9, 4.10, 4.11). Weaved copper wire suggested ligaments or tendons that one could
find hidden in dust on some preserved corpse. They all hinted at vessels that could have
at one point contained entrails, and it became increasingly clear that these entrails were
the drawings. Thus, the sculptures had an overall feeling of something external, an
exoskeleton of sorts, and the drawings signified the innards, whether biological as in a
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Figure 4.4 Cockroach, 2003

Figure 4.5 Cockroach, detail of circulation, 2003
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Figure 4.6 Cockroach, detail, 2003

Figure 4.7 Cockroach, detail of underbelly, 2003
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Figure 4.8 Landscape/Gesture, 2003

Figure 4.9 Landscape/Gesture, detail, 2003
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Figure 4.10 Landscape/Gesture, detail of underbelly, 2003

Figure 4.11 Landscape/Gesture, detail of edge, 2003
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body or spatial as in abuilding. It is this same relationship that Ifeel is displayed in the
Hybrid Vigor installation.

It is the notion of container that also reveals the inherent failure of these models.
Unlike the drawings that revealed aflexible and plastic nature the models seemed mere
representations of the compositions derived from the drawing, containing the mark on its
surface. They were not made in the same immediate way the drawings had been done and
had lost the same potential to reveal the connection to the mark that was ultimately
responsible for the expression of the drawings. The models harkened back to the same
inherent tension as my earlier figurative work, where the mark was entombed in a
predetermined subject. Here too, the predetermined and highly conscious activity of
creating the wire frame structure contained this mark and the impulse in and on a
conscious structure.

The progression from drawing to sculpture en route to architecture, and my
struggle to advance the expressive continuity, have some interesting parallels to the ideas
of Wilhelm Friedrich Hegel, in terms of the impulses driving them and their relationship
to medium. According to Hegel artistic pursuits were atool that could reveal aform of
truth about our nature. Throughout his writings Hegel refers to this notion of truth in
terms of aZeit or spirit, which is asum of knowledge and experience related to the
human condition at acertain point in time. This is done by the intermingled tension born
out of the communication between an idea and the medium communicating it. 19 It is in
this notion that Ifind similarities to the tension in my art and more importantly his
reference to the importance of this in terms of the medium change Iwas attempting. Ifelt
these ideas might clarify the problems Iwas noticing in the development, shilling from
drawing to three-dimensional explorations.

Hegel's theory is based on ahierarchical order of artistic media, which symbolize
inner thoughts differently. According to his theory the symbol begins to differ in the
translation from the most intangible and plastic art forms to the most physical. These
ideas are clarified in the book Art History's History when it reads:
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Various art forms embody the symbol differently. Architecture is ahighly
physical, structural symbol. Sculpture, more abstract, less brute in its weight and
scale.. .Paintings are more abstract, less physical then architecture or sculpture.
They come closer to pure representation of the spirit, especially because of what
they can do with light, an immaterial phenomenon. Better yet is music, which has
practically no physical form. As the spirit evolves
revealing its pattern

-

-

like acarpet unrolling and

it finds an even more appropriate home in poetry, which is

nearly pure meaning. 20

This discussion has astriking relevance for my work. Just as the spirit to which
Hegel refers finds itself diminishing in its progression from the plastic arts towards the
more physical arts, Itoo felt that Ihad lost the ability to translate the emotive impulse
fully into the medium of sculpture. Like Hegel, who felt the most "spiritual" arts moved
from pure thought to the most immediate way of representing it from music to painting
and so on, Ifelt that this had acorrelation to my inner emotion being translated less
immediately in sculpture then it had in drawing.

Just as Hegel had postulated, Ifelt that the work had become less about adirect
expression of an immediate nature and more about the reproduction of elements that
appeared in the drawings. Coupled with the fact that the constructed physicality was
inhibiting the gesture in the progression from drawing to more sculptural forms en route
to architecture, Ifelt that it was the conceptual weight that also inhibited the expression
of Hegel's notion of spirit even more drastically than the literal weight or physicality of
the medium. Because they were precursors to an architectural project the issues of
structure, function, and the practical questions of any architectural design threatened to
crush the spontaneity of my expressive approach. My mind kept rushing to the
responsibilities of adesigner that had been programmed into me throughout my
architectural studies. It seemed impossible to ignore these components and these
inhibitions appear clearly throughout most of these experiments. Thus, in my
circumstances the inability for the expressive spirit to be transferred to mediums other
than drawing seemed to have less to do with the medium change (as Hegel would
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proclaim) than with the proportion of the varying impulses that are at the helm of the
creative process.

The reason Ibelieve that impulse residing over an endeavor is more important
than the medium being used is due to the success of my last set of sculptural creations
that dramatically influenced my final architectural project, which were created through
the more immediate and aggressive impulse. It was because The Little Drawings were
made of layered paper (figures 4.12, 4.13) that Iturned to phone books which contained a
large volume of paper that could be soaked, bent, and molded into various forms and
which proved amore immediate way of achieving astarting point then having been
previously inhibited by the necessity of designing astructure before the process could
even begin (figures 4.14, 4.15, 4.16). These phone books were attacked in asimilar way
to the drawings. At first razor blades were used to establish aline that would delineate
future spatial separations, this was followed by physical tearing and the addition of
machine cuts that could create hollowed out, cavernous spaces, that began to describe
forms that could in turn be translated to my final architectural solution. All of these
activities managed to occur in direct correlation with the emotive impulse that was at the
helm of the drawing process. It was these explorations that led me to conclude, contrary
to Hegel's notion, that the medium change was only secondary to the specific impulse
that was governing the particular creation.

It was interesting to see that these final experiments produced with the most
extreme material involvement, intent on achieving architectural derivatives, had the most
startling connections to the figure. Perhaps this was due to their three-dimensional
thickness and therefore body-like reference. Again it was my supervisor Eric Cameron
who noticed that these models were essentially figurative. Upon further inspection I
recognized the most apparent connections to areas that could be read as skinless pelvic
sections, while others harkened back to suggested renditions of mouths, teeth, and bodily
cavities that were apparent in older work (figures 4.17, 4.18, 4.19, 4.20, 4.21). Like the
earlier drawings, everything about these models was figurative. They appeared as
mummified anatomical parts that seemed to portray arelationship to some enlarged
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organs and muscular bodily components. This seemed appropriate for the translation to
architecture, which is dependant upon holding the movements of bodies. From these
studies Iwas able to assemble, the main components of my final architectural project. It
was here that Ifelt Iachieved an important step towards the design of an architecture
based upon the emotive and spontaneous impulse that had begun in my drawings. Here
the impetus for these explorations was still the emotive and unconscious impulse, but
now, more clearly, in three dimensions.

The culmination of all this work appeared in the Hybrid Vigor exhibition (figure
5.1). The models were placed throughout the gallery, the drawings were staked to the
North wall, and the Phone Book Models were placed on the West wall. This was done in
an order that would allow an audience to understand the chronological progression of my
creative process. The only thing that stood out from this sequencing was the phone book
installation that had its place on the East wall of the gallery (figure 5.2). This was born
out of the earlier phone model experiments, which were each made from an individual
book. This led me notice the unit quality of each book, which became analogous to bricks
and led me to stack them. Eventually, Iarrived at the potential to use the books as
something more directly architectural, not only because of the scale of the installation,
but also as apotential building material. If they could be coated in some form of fireproof
hardener these book could actually become arelatively inexpensive building material.

Perhaps more importantly the Phone Book Wall symbolically expressed the
essential drives of my work. Because the wall presented alarge grid that had been
corroded into, it signified the dual impulses and the relationship between order and chaos
(figure 5.3). Similarly, because the phone books are essentially cultural objects and are
inaccessible due to the weight under the stacks it represented my desire to ignore cultural
information, preferring to attack their material integrity, creating aruinous wall that
harkened back to the natural erosion on human creations, which had inspired me
originally. The Phone Book Wall was most emphatic tie between my pursuits in art and
architecture, expressing the ever-present struggle between the ordered and the anarchical
impulses intrinsic to our nature.
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Figure 4.12 Ruin Number Fifty, 2003

Figure 4.13 Burial Chambers, 2002
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Figure 4.14 Original Phone Book, 2003

Figure 4.15 Block, Mass, Terrace, 2003
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Figure 4.16 Phone Book Wall, detail,2003
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Figure 4.17 Phone Book Model Number One, 2003

Figure 4.18 Phone Book Model Number Two, 2003
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Figure 4.19 Phone Book Model Number Three, 2003

Figure 4.20 Phone Book Model Number Four, 2003
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Figure 4.21 Phone Book Model Number Five, 2003
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Figure 5.1 Hybrid Vigor Installation, 2003

Figure 5.2 Hybrid Vigor Installation, 2003
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Figure 5.3 Phone Book Wall, 2003
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CHAPTER FIVE: THE IMPULSES DEFINED

Because all my work can be brought before the discussion of the two impulses I
was excited to have come across the book The Birth of Tragedy by Friedrich Nietzsche
that began to make more sense of the impulses that had been apparent within my work. In
this book Nietzsche strives to uncover the problem of modem aesthetics by looking to
Greek culture and mythology for the genesis of aesthetics pertaining to theatre, music,
and art. This book provides apassionate and gripping tale of the maturation and
relationship of two impulses, which Ibelieve relate to my own work.

Just as Artaud and Ehrenzweig had distinguished dichotomies between conscious
and unconscious manifestation in art, Nietzsche too, and perhaps more profoundly,
begins to unearth the birthplace and relationship of these impulses. Like Artaud, who felt
theatre was experiencing an imbalance in the productions of the early twentieth century,
Nietzsche felt that there was adangerous inequity between these impulses throughout the
history of art, and to uncover this problem he proposes abreakdown of them, striving to
understand their origins and interdependence in his book. He states:
We shall have gained much for the science of aesthetics when we have succeeded
in perceiving directly, and not only through logical reasoning, that art derives its
continuous development from the duality of the Appolline and Dionysiac, just as
the reproduction of aspecies depends on the duality of the sexes, with its constant
conflicts and only periodically intervening reconciliations2'

Appollo and Dionysus are Greek gods from which Nietzsche borrows attributes to
exemplify the varying artistic impulses. In The Birth of Tragedy the Appolline refers to
the rational and comprehensible languages and orders that make our creations
understandable and which increase their potential to communicate. According to his
definition the Appolline refers to an illusion, something that, while appearing to be clear
and ordered, speaks only of reality as much as adream speaks of the truth. He writes:
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The beautiful illusion of the dream worlds, in the creation of which everyman is a
consummate artist, is the precondition of all visual art... .We take pleasure in the
immediate apprehension of form, all shapes speak to us, and nothing is indifferent
or unnecessary. But even when this dream reality is presented to us with the
greatest intensity, we still have aglimmering awareness that it is an illusion.
Apollo, the deity of all plastic forces, is also asoothsaying god. Etymologically
the 'shining one', the deity of light, he also holds sway over the beautiful illusion
of the inner fantasy world. The higher truth, the perfection of these states in
contrast to imperfectly comprehensible daily reality, the deep awareness of nature
healing and helping in sleep and dreams, is at the same time the symbolic
analogue of the soothsaying powers of art in general, through which life is made
both possible and worthwhile living23
It is this attitude that begins to elucidate the manifest power of art, as ahealing
enchantress, that is able to clarify and calm the complicated wellspring of urges that exist
in the human condition.

Whereas, the Dionysiac in artistic pursuits refers to an incomprehensible reality, a
consciously confusing derangement of sensual experience, or what Nietzsche alludes to
as an actual truth. At points, he focuses on the seminal urges of human nature as being
the well spring of the Dionysiac and at other times extends this blanket over the more
perverse urges of human nature as well. The Dionysiac is considered the wild, untamed,
and uncontrollable manifestations in art that come from the inner and much darker world
of humanity. 24 These are the undertones that Ifind responsible for the resonant
expression of art, and which are often times over looked due to our overwhelming desire
to define and analyze, rather than allowing ourselves to emotively sense what we see or
experience. For me, the aspects of the dark and untamed are symbolically manifest in the
fractured, shifting, and tumultuous nature that art expresses. It is my belief that certain
strains in the progression of modem art have allowed these urges to come forward
unearthed, to be experienced in their own right.
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It is the contrasting aesthetic analogies of the Apolline and Dionysiac, which I
believe relate to the impulses that permeate my own work. Ihave since reading this text
made strong associations to the Dionysiac because of the descriptions that Nietzsche uses
to define this characteristic. For example Nietzsche constantly refers to the Dionysiac as
relaying the emotionally charged and tragic nature of art, which Ifeel is captured in the
markings and overall aesthetic character of my work. For example, he insists that the
emotional aspects of the Dionysian was the predominance of an inner emotional chorus
that preceeds any translation to artistically understood achievements. These ideas are
made clear when he speaks of the Dionysiac impulse that permeates the writing of both
Schiller and Schopenhauer when he states:
In astate prior to the act of writing, he (Schiller) does not claim to have had
before or within him an ordered causality of ideas, but rather amusical mood
('For me, feeling does not at first have aclearly defined object. This is only
formed later on. A certain musical mood precedes it, and the poetic idea only
comes afterwards.

)25

When Ifirst encountered this concept it clarified the discrepancies Iwas having
between conscious and unconscious manifestations in art. Ihad always been taught,
especially in architecture school that the highest form of art was poetry, and in much of
my work it was the poetic quality that provided the success of the work. But, it has
become clear that any poetic quality that appeared was recognized after its production.
The primary creative impetus was always an emotive chorus, apassionate current that
flooded the work unconsciously, and was then consciously determined.

Similarly, Ifind the Dionysiac related to the aggressive tendencies of my
drawings due to the relationship Nietzsche established between the Dionysiac and the
primitive or animalistic tendencies of tragic art. In many cases he sets up parallels to
Dionysus and his appearance as aSatyr throughout Greek mythology. This is explained
when Nietzsche states:

The satyr, like the idyllic shepherd of our own more recent age, is the product of a
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longing for the primal and the natural; but how firmly and fearlessly did the
Greeks hold on to this man of the woods, and how effeminately and timidly has
modem man dallied with the flattering image of adainty, flute-playing,
sentimental shepherd! Nature, still unaffected by knowledge, the bolts of culture
still unforced

-

that is what the Greeks saw in their satyr and for that reason they

did not conflate him with apes. On the contrary

-

he was the archetype of man,

the expression of his highest and most intense emotions, an inspired reveler
enraptured by the closeness of his god. 26

What Ihave found especially compelling is the parallel Ihave made between
Nietzsche's reference to the Dionysiac impulses and my own work found in his
description of the uncontrollable and visceral aspects of Dionysiac art. He makes constant
references to the loss of controlled conscious ability while in the production of art:
We are vouched safe aglimpse into the nature of the Dionysiac, most
immediately understandable to us in the analogy of intoxication. Under the
influence of the narcotic potion hymned by all primitive men and peoples, or in
the powerful approach of spring, joyfully penetrating the whole of nature, those
Dionysiac urges are awakened, and as they grow more intense, subjectivity
becomes acomplete forgetting of the Self 27
It is statements like these that describe the loss of control that Ihave encountered during
fits of creative production, which have been mentioned previously. His analogy to the
approach of spring is beautiful, and can actually be felt in this approach. Just as life
seems to crackle beneath the crust of snow in the spring, the energy of this internal and
creative passion wants to melt through sterile consciousness, to birth new life in the
potentials of art.

Thus, for me, the Dionysian tendencies of art are more clearly achieved through
action opposed to contemplation. It is through action, however seemingly chaotic, that an
immediate floodgate to our inner emotions, desires, inclinations are opened. Here, they
have no time to be polluted with preplanned meaning, or determinates of contemplation,
because they are too raw, abrupt, and bypass the more systemized constructs in our
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minds. It is only after they have found their release that they can be consciously studied
and the meaning from them extracted.

The main purpose of The Birth of Tragedy was to critique the directionality of
culture and its apparent lack of involvement with the Dionysian impulse. Just as Artaud
felt that the direction of modem aesthetics encompassed afool-hearty belief in rational
and moralistic creations, Nietzsche felt that much of modem artistic pursuits missed the
point of earlier and more emotive forms of expression. He felt that tragedy as aform of
art had been killed and that this was disastrous to culture of any kind. Because tragedy
has inherently Dionysiac roots, that is, it allowed the potential for some usurping
potential to rise up and consume any given situation, it also had the potential to consume
the actors and audience experiencing it, becoming an emotionally charged manifestation
of desires, urges and compulsions. In its original state tragedy worked as away to deal
cathartically with these emotional underpinnings, in turn, providing the potential for a
redeeming and more Apolline vision. But since the Dionysiac urges had been tamed the
vast potentials of art had been anesthetized and dried up. This was due to trends in art that
ferociously abstain from the unknown and passionate, aherening only to cultural
knowledge.

Nietzsche blames much of this on philosophers such as Socrates and his
followers who proclaimed that "Virtue is Knowledge, all sins arise from ignorance, the
virtuous man is the happy man and to be beautiful everything must first be intelligible

-

a

parallel to the Socratic dictum: 'only the one who knows is virtuous". 28 When talking of
these philosophical changes in the production of Greek theatre he states:
Euripides as the first 'sober' poet was obliged to condemn his 'drunken' piers.
Sophocles' dictum about Aeschylus, that he did the right thing but unconsciously,
was certainly not in accordance with Euripides' views: Euripides would have said
that Aeschylus, because he had worked unconsciously, worked
wrongly. 29
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This is all meant to sound abit ironic due to the fact that Nietzsche makes apoint
of emphasizing that even Socrates himself had recanted much of this rationalistic
philosophy. He states:
The most acute statement about this radical new admiration for knowledge and
insight came from Socrates, when he found that he alone admitted to himself that
he knew nothing; while on his critical wanderings throughout Athens, addressing
the greatest statesmen, rhetoricians, poets and artists, he encountered only the
simulation of knowledge. He was astonished to reali7e that all those celebrities
were lacking in acorrect and secure insight even into their own professions, and
carried out their work only instinctively. 'Only instinctively': the phrase touches
the very heart and core of the Socratic intention. 30
He continues his tirade against the Socratic Maxims, stating:
While in all productive people instinct is the power of creativity and affirmation,
and consciousness assumes acritical and dissuasive role, in Socrates instinct
becomes the critic, consciousness the creator

-

amonstrosityper defectum! And

what we see is amonster defectus of any mystical talent, so that Socrates might be
described as the very embodiment of the non-mystic. 3'

Nietzsche felt that that are-birth through the wellspring of the Dionysiac could
replenish the German culture and lead to more insightful and inspired creations. This was
not to say that the Appolline impulse was not important, in fact, he believed that both
impulses were necessary in achieving true art. These ideas are made apparent in his Law
ofStrict Proportion and which Ihave felt to be the essence of both my aims in
understanding arts' struggle between the two impulses. When speaking of the Apolline
and Dionysiac reconciliation he states:
These two very different tendencies walk side by side, usually in violent
opposition to one another, inciting one another to ever more powerful births,
perpetuating the struggle of the opposition only apparently bridged by the word
'art'; until, finally, by ametaphysical miracle of Hellenic 'will', the two seem to
be coupled, and in this coupling they seem at last to beget the work of art that is
as Dionysiac as it is Apolline.

32
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Nietzsche becomes very adamant about this position and speaks of the repercussions
involved in ignoring such impulses, and while discussing the death of tragedy brought on
by Euripedes he states:

And as myth died for you, so the genius of music died as well: though you
greedily plundered all the gardens of music, all you could manage was a
counterfeit, masked music. And because you abandoned Dionysus, Apollo in his
turn abandoned you. .they too will have only counterfeit, masked passions, and
. .

speak only counterfeit, masked speeches. 33

Conclusion

My work has always contained an amalgam of the irrational and rational, the
emotive and measured and the Dionysiac and Apolline, but it was my simultaneous
studies in art and architecture that has involved an even more colossal struggle between
these impulses. Because my art has always contained the emotional and Dionysiac
impulse, whereas my architectural projects have embodied apredominantly rational
approach, Ifound atremendous challenge trying to reconcile these pursuits. It was the
balance to which Nietzsche refers that Ihoped would be achieved in the Hybrid Vigor
project, one that not only achieved abipolar display of creativity, but one that could
culminate in afinal blend of the two impulses. In turn, Ifelt this could suggest potentially
new avenues for the exploration of architecture. Though the idea of balance can be
misleading, the balance that Ifeel exists here is not one that is delicately aligned or
proportionately assumed. It is not created through stability. On the contrary it is based on
atug of war between the two impulses that only occasionally reaching apoint of
precarious and severe tension. This is dependent upon dangerous collisions that ignite
between chaos and order. In my experiences this is attained by diving beneath the surface
of consciousness, reveling in ones most forbidding desires, behaviors, and actions,
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pushing oneself to the point of drowning; then surfacing to gasp aconscious breath, again
becoming comfortable and dissuasive, sterilizing and contemplating the spoils of this
expedition. It is abalance born through excess, and then and only then adetached
reflection of this surplus can be assumed. This is something Ihave found increasingly
useful in achieving potentials beyond apredominantly conscious grasp. This is not
something for the faint of heart, or for those seeking aone-time revelation, but must be
pursued adamantly, like ashaman constantly consorting with his spirits. This has
something to do with excess. Like abody under extreme circumstances it will either
perish or become stronger for the experience, training it to receive more punishment.
Like adog fight that leaves each animal equally maimed but lusting for more battle with
heightened awareness.

It is all these things that architecture as adiscipline fears, and thus it has peaked
my interest. How can something responsible for our day-to-day rituals and experiences,
something so massive and always present be so invisible, so timid? Does it fear this type
of balance? While Ihave left out the particulars of my final architectural project, clarified
in the next thesis document, Ifeel Ihave been able to shed some light on the approach I
have taken towards its design, as well as illuminating the experiential qualities found
within it. My goal here was to establish my foundations for art, which begin to launch an
argument towards an avant-garde architecture that could put to rest the useless
perpetuation of style based on pastiche and the most sedate forms of culture. Here, Ihave
expounded what Ibelieve are the foundations for achieving an expressive art, and
suggestions of an architecture, which borrowing from that art may encompass the roots of
the unstable, fragmented, and organic nature of human emotion. It is the expressive
potentials of art that has allowed me to imagine all of this and for this Iwill always be
grateful to have found it and its significance. These are the culminating efforts of my
studies in art, and are only the beginning of much more exploration.
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