  Winter Residency 2007/2008 – redux  Version  0.05         2008/02/01           Page 8 of 8

The Aesthetics 

of 

Winter 2007-2008

By Frank R.H. Leeding

                   Politics and religion are dead; the time has 

                   come for science and spirituality.

                   -- Sri Jawaharlal Nehru [Nehru]

en-progress -- DRAFT #004

This paper attempts to outline some of the, direct, formal aspects of various aspects of my work “Winter 2007-2008”. 
Following this introduction, we will turn to the following topics:

· Subjects addressed.

· The Absence of Time, Gravity, and Causality.

· Various Metaphysical Substances.

· Final redux and summaries.

Subjects Addressed.

The Absence of Time, Gravity, and Causality.

                            ... But, perhaps because we are at a 

                            retrospective moment in history – 

                            nearing the end of a millennium... 

                            many of us are looking back to find 

                            solid ground from which to leap foward, 

                            into the shifting future. 

          -- Lucy Lipard, “Looking Around: 

             Where are we going, Where could we be?”

At one and the same time, many of my surreal landscapes have neither time nor gravity; and i have always regarded causality as a convenient myth. Of course, we (now) on the otherside of an historical divide as great as the atomic bomb, guernica, or any other attempt to control the flow of history – we must somehow carry on the 50_000 year conversation called art. When we examine the fantasy scapes of Yves Tanguay, Joan Miro, and many of Paul Klee’s works (notably “Twittering Machine”) we can see the clear intrusion of time. Of course, many of my works take this approach as well; especially those that quite apparently involve motion. These include such characters as small creatures (actual scale?) roll about on highways, amoeboid-like creatures inhabit an enclosed space, and of course the ever-present clock either about to strike three or having just done so. And of course the presence of conveyor belts, drops (ie, dripplets) of some liquid dropping from one place or a funnel into anoother, birds in flight, the irrepressible danseurs, indicate the forward flow of un-stop-able time. 

Many of the scenes involve “hooks” or even just lines that clearly come in off the canvas (or depart likewise off-stage) and indicate at least connexions to other worlds, pictures, or as often as is the case to something totally in-determinable. These indicate more a sense of time-less-ness than a dynamic “current” of information along these “pathways”. This would be the case in an electronic circuit diagram which does not move in anyway, but the flow of electrons in the wires (indicated by the lines) perform all of the magic. Thus, again, the invisible flow of “something” that creates the mysterious effects. This is an important aspect, since in most experience when we see something (eg, water flowing past a water-mill) we see the cause and effect. Often in my universe, there are neither – or at the very least only “things that happen”.This goes back to much of the influence of my studies of electronics and my rather recent (some 3 or 4 years now) of the diagramtic of artists such as the Korean performance/musician artist Naim Jun Paik. Thus, like some shamanistic sign or medicine bag, the diagram itself conveys a sort of “action” or at the very least a presence.

In many cases, a year is clearly given (almost any 4-digit number (with the exception of “1729”) is most certainly a reference to a year). Some numbers should be clearly recognisable to the student of art; eg, “1910” the year of the Mexican revolution which Frida kahlo always refered to as “the year of my birth”. These are are of course gifts to those who study history and happen to know the key dates; 1066, 1812, 1942, 1999.

In other cases, the year may be rather more hidden and not so explicitly stated. It might be well and good if i wish to make a clear connection to relativity that i should use the year “1887” to indicate the famous "Michelson/Morley experiment". It turns out that this was a very important “wrong result” which consistently broke the then-understood laws of physics that led to Einstein’s 1905 paper giving the famous E = mc2  equation. In such cases, the number “1905” would be prefered – it has multiple connotations. I try to leave “layers” of discovery that upon further investigation will yield a greater enjoyment of the works. In many cases, especially when i have some moralising to do about the war, injustice, hate crimes, etc – then the use of such obscure dates are avoided, and an exact time and date are often used. 

And while many of my worlds danse easily a’twixt and a’tween the quantum, fractal, micro, macro and mega universes when such a thing as “causality” is needed, its appearance is often only subtlely implied. More often than not causality is simply two different slides taken while on vacation and unfortunately stuck one after the other in the cosmic slide projector and hence implying the existence of causality. This is not to say that a hammer released above your bare foot, poised directly over the smallest toe and released will not in some point in the future (again another convenient myth) produce a pain sensation. But, on the other hand we all experience twinges of pain “out of no where” and almost always no hammer (or similarly heavy object – read that as “massive object in a positive gravitational field) is anywhere to be found. Indeed as Mr. Spock is want to say:
             If I release a hammer in a positive

                                  gravitational field, I do not need

                                  to see it fall to know that it has fallen.

              -- “Spectre of the Gun” written 

               by Lee Cronin with Leonard Nimoy 

               as “Spock”.


Regardless, objects often have mass which may or may not be apparent. The classical approach is to use a heavier line for a heavier object. In the case of the classical “16 Tonnes” weight suspended over a character (via, “Monty Python’s Flying Circus”) it may be regarded as a massive object; clearly. However, when the entire Earth (see map) is suspended in space (or another planet or body; eg, the moon, Saturn, a comet, a meteor) the mass seems massless. This is only well and proper since unless one is in peril of falling to the ground (or down a stair case), then one is (like the Clarke/Kubrick “Star Child” in the film “2001”) beyond the “reason” of gravity. Indeed, beyond the reason of time, entropy, and of course those great pretendeurs causality and time. 

Thus, in most cases, things are to have the ridigidity which their form suggests. Thus, an amoeboid creature is of the nature of a paramecium, a tree of the nature of “tree-ness” in the usual sense – most often a live oak (??genus-species??); they being easier to draw than either the post oak (??genus-species??) or pin oak (??genus-species??) since the live oak has rather skraggly and baren branches and rather fewer leaves – despite this choice of subject necessitates the drawing of its rather more intricate and variagated (in the fractal sence) bark than either of it more smoothly-barked cousins. 

Similarly, funnels, blocks (whether of wood or granite), books, statues, flowers, frogs, lady bugs (??genus-species??, for example), have what one may assume to be “reasonable” (what-ever that means) density and mass. This brings us to a more general discussion of the universe of (present) discourse and its composition as such.

Various Metaphysical Substances
In a sense, when we are confronted (or alternatively, when we confront) with the scenes and stories we are often forced to speculate as to WHAT the things my various worlds are made of. In the case of the “duck pond”, mountains, or even architectural columns (via Gorgio de Chirico) these are things of which we are familiar with. And hence their structural compositions may be taken as read. A duck is after all a duck; whether it is a dabbler or a diver is left as part of the “mystery of the duck” itself and unto itself as itself. Similarly, even in many of di Chirico’s paintings, a fallen (or as yet un-finished) statue of a head may be clearly drawn as pencil on white paint to render it almost a NON art object but rather a cartoon of something to be later painted over – knowing well the extremely strong Italian custom and innovation of the “under-painting”. 

QQ: Hmm, has an xrayoscopik study of the various paintings in the various ancient Egyptian tombs been under taken to see if there are “guide lines”, “blocking lines”, or any sort of under-painting that we now know to have been even the case of (eg) Pablo Ruiz-Picasso’s “Les Demoiselles d’Avignon”. 

Thus, the substance of which various things are (conceivably / possibly / etc-ly) composed from is usually not relevant. I am tempted as children do to label the things. Since at an early age we adults don’t “get it”, they often label things like “dog” or “cat” when to them the image rended from the page is most certainly “enough”. Thus, it is us (adults) as observers who force children (the artist) to write the word “dog” across their work; shades of Brechtian/Out Town minimalism! That is, the clues which must be added to make the non-obvious less non-obvious. Again we recall di Chirico’s use of wood planks with gnoght holes, nail heads, grain markings. 

Another subtle idea that i continue to explore are the metaphyscial implications of the events in the space into which things are introduced. That is, in genral there are no neutral spaces in the real world. Anything that intrudes into a space is just that: An interlopper, an un-known variable, a perturbation to the system under observation. This fact is of course brought home most directly in QM (Quantum Mechanics) and through out the later part of the previous century, we now know that our intrusions on the macro-scopic scale have effects as well – when we strip mine a moutnain, it affects the water table of cities far away. This is porobably the only obvious form of causality, which unfortunately is not at all obvious to the casual user of the area/material/environment/etc. 

Thus, an interesting idea to explore would be the thermodynamics of fractals, the socio-dynamics of rocks (as if they are talking to each other), etc. These new sorts of cross-products ar certain to at least induce new ways of looking at the world around us – which to a very great extent is the purpose and drive of art, and hence it’s artists as conversational “guides” to the 50_000 year conversation called art; as such.

 Thus, funnels are ostensibly make of metal, aztec drawings are ostensibley carved in stone, intestinal-like drawings filled with protoziens are ostensibly composed of multi-layered cells similar to our own digestive tracks. Thus, while things like “sand” and its compostion might (in the case of a CSI case) make a difference, it will be for the most part irrelevant that speckled dots of “sand” are in fact of salt or fresh water origin. That they read as “sand near a water body” is all that need be understood. 

Final Redux and Summaries.
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