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CHAPTER THREE

Excursus

Take an earful from me once, go with me on a hike

Along sand stretches on the great inland sea here

And while the eastern breeze blows on us and gikess surge

Of the lake waves on the breakwater breaks witbvan fresh monotone,

Let us ask ourselves: What is truth? what do youkoow?

How much do the wisest of the world’'s men know ahwloere the massed human
procession is going?

—Carl Sandburly

Hiking and Thinking

Each of the chapters in this dissertation ends witioa somic as personal
commentary; in this chapter, the illustrated, sequential fak@s center stage. | have long
had the desire to do an extended comic sequence of one\WWanderferienthe hiking
vacations my wife Cornelia and | do with our dogs. We not apfyreciate the sites and
exercise (enduring the physical ordeal is harder for meradéss fit than Cornelia and the
dogs who regularly do dog sport training such as Agility), ma discuss projects and ideas
of ours. This was the perfect opportunity, as Cornelia af@hbawvith our young dog River
decided to hike a section of the ancient Via Francigemma fontarlier, in the Franche-Comté
region in eastern France, to the town of Vevey in Swéne, in the canton Vaud, on the
north shore of Lake Geneva. We planned ten days on this settlmancient road between
Canterbury, England and Rome. It began as a Roman road amtliaeval times was an
important pilgrimage route. | was at a point in my disseravhere, after the presentation of
the central aspects of my theory of central trope, latmsit to apply it to my own artwork.
This was an idea of Professor Ursprung's with which Profésswlotz was very much in
agreement. | was a bit reticent, as | generally abtust so-called artist's statements and the
like. Perhaps it is partially the fear of nailing mysfvn, as changeability has always been
very important to me in my art. Also at this time, Isaaffered the motivating opportunity to
do one of the largest "Panels" painting-installations thatll ever done. It was to be made
and presented in an exhibition in an unused ex-fabric-dyautgry in Switzerland, now an
art center. | realized this was my chance to rumioatthe application of metaphor(m) theory
to my work, followed by concretizing that thought process in ataobal piece of art, a
challenge | could not resist. This chapter is the sequeapadsentation of our journey and
my internal and external dialogues. The painting-installahanresulted from this is
presented in a following chapter.

! carl Sandburg, "On the WayChicago PoemgNew York: Dover, 1994; original New York, Henry
Holt, 1916), p. 26.
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We started from & hotel near one of the city gates of Pontarlier.

Walking through the gate as we began our journey — and as | began
my ruminations — felt symbelic, IF unplanned. As my friend the author
Dariel F. Ammann would say, "No one would believe this in a novel"
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Aleng the way we went by La Cluse, a cleft
in the mountain chain, with a castle fortress
on the peak of each side. They orignally
controlled the traffic between the Duchy of
Burgundy and the region of Vaud, now in
Switzerland, but then belonging to the counts
of Savoy. They appeared to me to be like 3
positive, affirmative pairing, more Cosmas and
Damian than Scylla and Charybdis; echoing the
condition of doubling that | feel is a part of
my own metaphorim.

My current form of art has to do with the
convergence of sign-painbing and comics with
"fine art" painting and installation. Sign-painting
techrigues are a love | acquired from my father;
seduential Images | became enamored with chiefly
through Famed artist Gene Colar's fluid and
urusual style of comic art (e later became my
mentor). A dash of display art, which both my
Father and mother also did, certainly primed me
for installation as wel. BUT metaphorim,
according to my theory, has to be broader in
one's ceuvre and more concretely specific, to
be the inbeger of insight and tool | envision it
to be. So what is mine” This is what | decided
to contemplate on our journey.

% | freduently was a bit behind Cornelia
and River, being less fit! So this is a
sight | saw often.
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The first day and evering | was much too exhausted, my muscles ached and my feet were
tormenting me. So, | didnt do much thinking about my theory!

We stayed overnight in St. Croix. We set
off the next day, still stiff but refreshed.
Along the way, we went through some
delightful and varied stretches of path:
forest, open fields, sunlight, shadow. Many
falen and faling leaves. | decided to use
images of falling leaves in the sequential
panels of my installation.

The via Francigena, s still now relatively unknown and
urused in compariscn with the St James Way, which
means that travellng slong It can be arducus, but In
marty ways more enjoyable. It was also known at
various times as the Iter Francorum, Chemin des
Anglois, Chemin Romieux and obhers.

The first part of this route was created by the
Empercor Claudius to conmect Rome with the
then new province of Britamnia. Iln 920AD the
Archbishop of Canterbury, Slgeric the Serious,
traveled the via Francigena to receive his pallium
om the Pope. It is also part of this route that
Chaucer's characters travel in the Canterbury
Tales,

One marvelous discovery we made that
second day was the remnants of the
"Salt Trail," another subsection of the
Via Francigena. The road served the
ancient transport of salt. Until the end
of the 1B8th Century, wagens had no
brakes to stop them on this steep,
rocky path. They could orly block
wheels with chains and drag the
wagons inte the valley. The Lords de
Grandson, who ruled the area, had
deep grooves carved to serve as
wheel ruts. We saw these clearly,
often filled with fallen leaves. The
amount of labor that went into them
was obvicus, probably carried out by
artisans who were not much more than
servants.

It shows how not doing your own work can even lead to the stultification of inventiveness. Il bet If
Lord de Grandson would have had to carve them himself, brakes wolld have been invented much earlier.

Claudius

Gecoffrey Chaucer
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We entered Yverdon-les-Bain the "wrong
way," through the outlying, industrial, poorer
area. Just so you don't Ghink all of this area
is comprised of historical beauty, I've drawn
the first buildinrcrus we saw: manufacturing,
run-down, and "ugly Swiss too-late Modern”
— concrebe blocks of apartments for the
lower and lower-middle classes.

It is taking us forever to
get Bhrough this city ko
the ricer part near the
baths where the hotel is/

We had a wonderful evening in the
hotel: thermal baths, great restaurant;
the waitress was an artist.

| am using waaay btoo many words for a good comic. And ones that sometimes mirror the
images. So my chapter is somewhere between a true comic and a sequentially illustrated
Journal. But that may be the necessary nature of this endeavor, n order to cover much
ground duickly,

(Silhouettes with apologles to Carmine Infantino/}
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The next day we took a break In the Maison d'Allleurs there is a Musée de la
and wandered the streets a bit. Science-Fiction, de Iutopie et des voyages
extraordingires (Museum of Science Fiction
Utopia and Extracrdinary Jourrieys), with a
Jules Verne exhibition. -

The church, called "The Temple.

Inscription on clock

"SVPERNA QV/ERITE"™
'Seek Things Above

And a surprising show of the
llustrational art of Mervyn
Peake, now mostly known as
an author. In particular, his
darker works were incredible.
| enjoyed his prelimnary and
preparatory studies most.

Where there were many ducks, diving birds we
call Taucherli in Swissgerman (Blaserallen, Coots,
Fulica atra), a swan and a feather floating on
the water.




What about your
Metaphor(m}® —
And why don't you put more
of the verbiage in word

Suggests Cornelia in a
combination of Swissgerman
and English, our typical mix

89

balloons?®

| psychologically resisted applying my theory to myself, as | stated. | suppose this
was due te the standard antagonism artists have to being delimited by words. Even
our own, Also, | have always loathed the now-prevalent "artists' statements" which
we are all forced into writing, particularly in the US. | find most to be generally
boring, academicist attempts to manipulate viewers or to clothe art in
guasi=intellectual jargon. On the other hand, a8 emall number are created in
opposition to this and present coyly marnerist, "cutesy" jokes or the like.

So | was afraid of navel-gazing or reactionary irony.

MNevertheless, when Professor Ursprung suggested it and Professor Langlotz
supported the idea, | reconsidered. They inspired me to attempt it. Did Sigmund
Freud ever analyze himself® There are claims that he resclutely refused to do this,
or that he did so and faled, yet there is no scholarship to prove either allegation.
Theorist, thecrize thyself. ¥ is true that IF | feel my idea embraces all artists, then
it must extend to me as well

| went through this difficult analytical process while hiking the route in this comic.
The process and result are described here. It is then concretized in the Panels
painting-installation presented in the following chapter,

| knew @ few basics about my current struggles in art, but wanbed to both specify
and expand my understanding to include my entire mature body of work from about
1272 untll now, which includes roughly ten groups of artworks thus far.

The fellowing is one big thought balloon.
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Before we went hiking, | had
several important dialogues, in
order to give me the food for
thought | needed for our hike.
First, my wife, being a
management consulbant and
business coach, had some
sUggestions. We did a
brainstorming session with all
my ideas about my art,
foundational cognitive
metaphors, and so on.

We wrote these on Post-Its and
arrangad and rearranged and
rearranged them on a flip chart.

| tried to perceive some order and discussed the resulbs of that session with two close
friends of mine whe have known and been invelved with most of my art for vyears.

| did this by emall with Prof. Th. Emi
Homerin, PHD, who has been my
best-friend for years, as we declared in
Sth grade in 1965. He lives in Rochester,
New York. A scholar of religious studies,
poebry, Arabic liberature, mysticism, art
and literature in general. He has
participated in my whele develepment, has
& collection of my art, has written about it
and collaborated with me in art projects.

| also discussed metaphor(m)'s bearing
on my art with Darniel F. Ammann, Phd
in his home in St Gallen, Switzerland.
He is my closest friend In Europe and
is an author, scholar of English
literature, German-language licerature,
and literary thecry. He has written
about my art and has also
collaborated with me on art projects.

Then | contemplated all that while hiking.

90




Excursus 91

| krnew that my current work combires the influences of

| fSEQUENTIAL
ART)

(with B3 necessarily exhicitional/
presentational/ installational aspect)

But what are the procesees, conceptions and key formal element(s) | use metaphoricaly in my
work — ories which, most importantly, were also present in my previous work such as ...

These were the geruine beginring of my "resolute”
art vocation (not purely student works, although |
ctill did those and was stil in the university). From
1277 till 12972. In these [ felt my calling.The first
was even titled Hiding/Starting | concentrated on
concretizing personally tropaic images throlgh
actions, using them in paintings, begirning to slowly
assemble my own vocabulary.

My Faverite is Will to Form / Will to Inform,
; wherein my father hand-lettered those werds in
_‘ﬂ various styles on stretched canvases in a museum.

;gForma:m Alri.: Their accompanying
bl "Certificate Paintings"

The "Distances Betweer" Installations,

videos and 20 works...

.. were from 1979 through 1981,
although | continued to use the ideas
behind that phrase and these works
for many years afterwards, even
today (as well as symbols, images
and metaphors from the performance
artworks before them). (And where |
began to have soundtrack music for
my instalations, often with Matthew
Swyers.) They segued directly into
the following "+Art" or "Stations"
Works.

The Mail Art works and the paintings (primarily those for Egypt), performances (done in collaboration
with Th. Emil Homerin and Nora Walter) and installations resulting from them - roughly 1980 to
1984~ can be seen either as an experimental parallel "aside" (a habit of mine), or as a contextually
specific combination of the two previous
groups of work...

PO Wi,

O 3, SHAPE OF THE DSTARCE BEFRESN THE SPHII B4 Fist ity b ik
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The "Stations" nstallations, paintings and performances went for a
comparatively long time, overlapping other groups of works as well, from 1280
to 12986. The most successful ore was probably +Art 2 in Rawspace in
Chicage with music by Reoar Schaad and a month-long performance by me;
most extensive was the last one with 12-charnel music by Kyle Gann in its
own space as part of a "Kunsthalle" in Chicage. There were many. This is
where the 'painting-installation’ became crystallized and the performance aspect
varished (to reappear later in my instructional work and performative lectures).
First huge paintings as well

The "staff ' Eddie” oW1buAar, aaai Ak
collaborations with Jeff Hoke s ST RC Al Our "attituce” has reappeared in
were short-lived, 1283, but A e my analytical, critical and poclemical
important. Highly critical and § ' articles, art-political cartoons,
yeb humorous works in many etc, such as at Sharkforum later.
media.

The "Museum Works" ran from 1298@ or 87 to 1991, if the "Kunstschitterbiige” and "Ausgefiilte
Formulare" are included, and | felt them all to be linked at the time. These were highly influenced
by my work as a diorama builder and exhibition builder at the Field Museum of Natural History (and
Artthropology). In these | began to really hone in ont my certral trope, | riow see in retrospect.
Important discoveries for me were the attempt to focus on the relativity of culture and of truth,
yet in an anti-nikilistic way.

Seeds of my later work are all clearly present in
these = along with the further concentration on
painting as a "great abseorber" or installation,
conceptudl art, popular , fine and scientific culture anc
more. Collaborations with Daniel F. Ammann started

as well
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My following rejection of overt Conceptualism came as | witnessed it turning into
Meo-Conceptuglism and the hegemonic academy. | meved to Switzerland as, feollowing my
soon-to-be wife Cornelia. | began to development my current combination of so-called popular, or
vernacular, artforms from my life and fine-art painting and installation — still intellectual, but
jettisoning vestiges of Duchampian forms and investing in the range of knowledge and experiences
that had contriouted to the shaping of my own mind. Forms for which | had paid my dues in life.

This began first with "Metonymic Paintings” ...

Which Ammarn descrived thus: "In this series, interference, 'noise',
mistakes or irregularities only become apparent through a
'microscopying technique. What we perceive as perfect corbours
on a painting prove to be far more complex in fractal
magnificabion, dissclving and simulbaneocusly resolving themselves in
that the broken-dewn details in close-up or zoom alow rew
structures to criginate."

They were usually from my owr studies of comics and sign-paintirg
images. "Context was even in the details," as Homerin said.

| had a mini-retrospective of my art in the University of Rochester New York in 1292, The
"Metonymic Werks" also included all the paintings and temporary wal painting installations | did
when Ceorrelia and | lived on the island of Tortola in the British Virgin lslands in the Caribbean,
which was very influential on me. Back in Europe after a year, there were alse [thography,
installations, drawings and Kurst-am-Bau art-in-architecture werks, publication pieces and an
extensive lithe leporells boock with Ammarn D3s Auge der Verfolgurg, but mostly paintings.

Marty many mary exhibitions including a show in Paris with music composer Duncan Yolrgerman.
The first appeararice of my art on the cover of an an inbernational art magazine. Much else.
This series lasted from 1292 til 2001, when the werks evelved slowly inte the rext phase, as
first seen in & show at the Art Museum of Thurgau.
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These became sedquential ...

.. and installational, as they transformed into the "Parels Painting-installations.” These installations
consist of groups of paintings with additional painting directly on the wall, al of which combine to
create several huge, walk-in, "readably” sequential "comic pages.! The idea of "panels" resonates with
the small framed areas in comics, as well as portable parel paintings, or panel-segments of a fresco.

and so on.

In them | engage these forms as an inherited yet incomplete grammar, coaxing it to proclaim
celebrations and complaints, desires and critical thoughts. The paintings are usualy exhibited in
groups as installations in spinner racks and the like. ...

The "Parels” and "Covers" are frequently united in single
installations. Ever more aggressively mongrel

A f o : .F"---

They have recently begm to merge, whie alsc bearing ever
more clearly representational images. .

So — after this CIiff Notes version of my career —
what is "der rote Faden," the common thread running
metaghor(mially through all this?®
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As we hiked, | pursued this in my mind. | went back o brying out my theory on various
artists and authors, contemporary and of the past. | realized that discovering creators'
central tropes takes much time: it is not a one-liner, rather a condensation of much
reflection and knowledge of their works.

In the smattering of example-subjects | tackled, those in the Modernist period worked most
expediently. Pre-Medernist artists from the Renaissance to Impressionism were also relatively
straightforward. Earlier than that, metaphor(m appears to alse work, yet the central tropes
appear to be wider, more generally shared across communities. In Postmodernism, and the unnamed
works that are now appearing which seem to be post-postmedern, a8 certain self-reflexive
convolution complicates the analysis, markedly more so than in Moderrism, which began the notion
of foregrounding the processes of signification. This may be the nature of the beast mow. | wil
have to compare bthis to artworks from earlier transitional periods in the future.

Incleed, | suspected that my own metaphor(m) exhibited this trait.

Tom (which | still call Emil Homerin, his childhood nickname), started me on this train of
thought. He had several insights In his emall dialogues with me. The most pregnant one being ...

bt b P il s g

Is it a version of the heroic quest? Certainly, your art back at the beginning of your adult life ahwrays.
had that element, whether you were laying in a hele, wearing a mask and conjuring with Roar, or
having me bebveen the paws of the Sphinx. | suspect much of that is about the quest for the sacred
in some form or other, hence the "stations® art later,

Identity is certainly a theme in yaur art your whole life, The NeanderthalMuseum works... Ah,

"Distance-Between” falls in here too, which is abeut relationship/contexts. ... The Metonymic

Series (and those great "forms” pieces)... where you don't know if you are looking at some tiny
crevice of a canyon wall, or bath,

And, at itsmost basic, frope and metapher require context to work.

| think yeur "metaphor(m)” is metaphor, itself, and its power of transformation and paradigm-shift.

r l' A !
! lll I'llh.i ll’ll,
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Dari, (Ammann's nickname), supplied a supplementary key observation
— that his version of the concept of "Format" fit my work to a T.

| have already descrived Dani's invertive theory of format in an
earller chapter, | had, however, never thought to apply Tt to me!
He proposed that my artworks were concerried with
transformation, as Tom cbserved, and added the thought that
they are transformative convergences — and convergences of
formats.

The accuracy of these estimations struck me a@s we hiked. & hit me:
my work on this dissertation on cognitive metaphor theory and art
Is lbself 8 synecdoche of my own agon of discovering and creating
a central trope! | am so deep in the middle of it, and of my own
art, te never have seen that before.

| sketched a few notes and applied them to my metaphorim) chart.

A vital foundation metaphor in my approach is that
"UNDERSTANDING IS CONSTRUCTING A PICTURE" This is related
to "DEAS ARE CONSTRUCTED OBJECTS. Important related
metaphors being "Mind is a Buider" and "Think is Forming," as well
as a conception that "causes that result in change are central,"
from the metaphor "CAUSES ARE FORCES. (See Berkeley's Master
Metaphor List.)

| could sum up my approach, or belief perhaps, ac "Art ie the
process of tramsforming perscral experience by changing
metaphors (paradigm shift).”

Ore ecquation being "visual transformation = metaphoric transformation.”

Now — End of the thought balloons, the chart follows and
then back to pictures and hiking/

96
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fig. 15
The Chart of the Author's Metaphor(m)
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