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From the desk of
MARION FEDERE

May 21,1974

Museum of Medern Art,
Department of Drawlngs,
II W. 53 Street,

New York, N.Y. I00IS.

Enclosed you will find three gloessies
for viewing.I was told by many gooed
artists that 1t 1s uniqué work.
Please could you tell me 1f you could

make use of my werk, or if I could

.kQ
lat your work does

z
exhibit it sometimes 1n a group show, ‘

Sincerely,

CONTEMPORARY ARTIST
c/o MARION FEDERE
2277 E. 17 STREET

BROOKLYN, N. Y. 11229

e gD o T
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; ce: MB
WSL
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I have now

| am returning the

Sincerely,

Martha Beck
Curatorisl Assistent
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Dear Ms, Fedevet .

Thank you for sending im the photos of your work, I have now
been @ble to study it and regret to tell you that your work does
not lend itself to any of the Miseum's programs.

I have made note of your work for our files and am returning the

A'a‘in_ that you for your interest.
Sincerely,

Martha Beck
Curatorial Assistent
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Activities of the Int'l, Program and
Int’l, Council, 1952-1975%
PO || - SN

T. Exhibitions Shown Abroad (cont'd)
B. Exhibitions Shown Outside U.S. and Canada (cont 'd)

Exhibition - No.Showlngs Publication

MARK ROTHKO 6 Cats,
(48 paintings) Selected by Peter Selz., Ex-

hibition originally shown at The Museum of

Modern Art, New York in 1961.

Shown in: London, England; Amsterdam, Nether-

lands; Brussels, Belgium; Basel, Switzerland;

Rome, Italy; Paris, France; 1961-1963, Dnis.

persed 1963,

ABSTRACT WATERCOLORS AND DRAWINGS: U.S.A.
For Latin America 80 works by 28 artists)
Selected by NDore Ashton.
Shown in: Caracas, Venezuela; Rio de Janeiro
and SZo Paulo, Brazil; Buenos Aires, Argen-
tina; Montevideo, Uruguay; Santiago, Chile;
Lima, Peru; Quayaquil and Quito, Ecuador; Bo-
gotd, Colombia; Panama City, Panama; Mexico
City, Mexico; 1962-1963, Dispersed 1963,

THE INTIMATE WORLD OF LYONEL FEININGER

(59 watercolors, drawings and prints) Se-
lected by William S, Lieberman and Elaine
Johnson. e N

Shown in: Berlin and Dortmund, Germany; 10
showings in 9 states of U.S.; Vienna, Austria;
Stockholm, Sweden; Edinburgh and Aberdeen,
Scotland; York and Manchester, England; Bel-
fast, Northern Ireland; Zagreb and Belgrade,
Yugoslavia; Biel and Bern, Switzerland; 1962-
19650 Returned to U.S. 1965,

VISIONARY ARCHITECTURE Copy 2

(74 photo panels with texts, showing 45 pro-

jects by 30 architects) Duplicate of Copy 1;
adapted from an exhibition shown at The Museum
of Modern Art, New York in 1960. Organized by
Arthur Drexler. (See: ICE-F-#50-61)
Shown in: Sydney and Brisbande, Australia; Christ-
church and Auckland, New Zealand; Singapore, Malay-
sia; Manila, Philippines; Tokyo, Chiba, Kita Kyusha,
Kumamoto, Nagoya and Shizuoka, Japan; 1962 - 1964,
Dispersed 1964,

UMBERTO BOCCIONI: HIS GRAPHIC ART

(73 drawings and prints from the collection of
Mr. & Mrs. Harry Winston, Detroit, Michigan)
Exhibition prepared for national circulation but
sent for showing at the Stedelljk Museum, Amster-
dam, Netherlands, at the request of its Director.
Returned to national program, then sent to Great
Britain. Selected by William S. Lieberman and
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ICE-F-6 -61~-DORTMUND

THE INTIMATE WORID OF LYONEL FEININGER
65 works =

Organized at request of Genl. Lucius Clay for showing ;
at Amerika Haus, Berlin during Berlin Festival, April-lMay,
1962. No catalog issved; see pamphlet in workfolder on
show under "Catalogue." Iater sent to Dortmund for
German—American Culture Festival, May, 1962.

Museum am Ostwall, Dortmund, Germany
May 23 - June 17, 1962

ICE Catalogues No. L2-B

ICE-F-65-61-VIENNA

THE INTIMATE WORID OF ILYONEL FETNINGER
65 works Z

(1yonel Feininger - Aquarelle, Zeichnungen, Grafik)
Foreword by Walter Koschatzky
Introduction by wWilliam S. Lieberman

Grephische Sarmlung Abertina
Vienna, Austria
January 27 - March 19, 196L

1CE Catalogues

TuE INTIMATE WORLD OF LYONEL FEININGER

65 works
ninger 1871-1956. Akvareller, Teckninger,

1ieberman

crafik)
 muction by Willlam S
(Accordion folder)

Moderna Museebt
gtockholm, Sweden 6l
May 11 - Jure W, V9
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ICE Catalogues No. L2-D

ICE-F-(5-62-Belgrade

THE INTIMATE WORLD OF LYONEL FEININGER
65 works

(Intimni Svet Iyonela Feiningera. Izlozba,
Akvarel i Crteza) _
Introduction by William S. Lieberman

Cultural Center (Galerija Kulturnog Centra),
Belgrade, Yugoslavia
March 21 - 31, 1965

108 Catalogues
ICE~F=65=62=Zagreb

THE INTIMATE WORLD OF LYONEL FEININGER
&5 works

(Lyonel Feininger)
Introduction by William S. Lieberman

Galerije Suvremene Umjetnosti

Zagreb, Yugoslavia
February 19 - March 11, 1965

ICE Catalogues
ICE-F-65-62-Switzerland

No. L2-F

THE INTIMATE WORLD OF LYONEL FETNINGER
65 works

(Lyonel Feininger 1871-1956 - Aquarelle, Zei.

e q €, Zeichnungen,
Introduction by William S. Iieberman (in German and
French)

Stidische Galerie Kunsthalle
Blel, Switzerland Bern, Switzerland
April 29 - Ha;r 16, 1965 May 21 - June 22, 1965
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ICE-F-65-61-BRITISH TOUR

THE INTIMATE WORLD OF LYONEL FEININGER 59 works

British tour:
1. Scottish National Gallery
Edinburgh, Scotland
June 28 - July 25, 1964
2. City Art Gallery
. York, England
Aug. 1 - 21, 1964
. Whitworth Art Gallery
Univ. of Manchester
Manchester, England

Sept. 9 - Oct. 10, 1964
(cont'd - over)

(over) e
4, The Art Gallery
Aberdeen, Scotland
Oct. 22 - Nov. 22, 196k4

Foreword by W.S. Lieberman
Biograp!iical notes




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

wsL 1.8,

The Museum of Modern Art Archives, NY

-

Offered postage paid extra Regret sold Please mail
& : May 16/74
Museum of Hodern History, 11W 53rd St., New York,N.Y. 10019,USA

Gentlemen, -

I have for sale an original watercmour signed by

Harrison Fisher, 11"x 8", girl with hat (bust)- $225,00 postage paid
o Sincerely you//%&v/

LEE PRITZKER
Box 293 o8k Reksbesanx5t., Oakville, Ontario, Canada

Box 293
Qekville, Ontario
Canada
Dear Mr. Pritzker:

Thank you for your interest in bringing to my sttention the
Fisher watercolour.:

At present, the Maseum has no purchase funds and cannot now
consider acquisition of this work.

Thank you.

Sincerely,

William S. Lieberman
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June 21, 19T4

Mr., Lee Pritzker
Box 293

Qakville, Ontario
Canada

Dear Mr. Pritzker:

Thank you for your interest in bringing to my attention the
Fisher watercolour.

At present, the Maseum has no purchase funds and cannot now
consider acquisition of this work.

Thank you.

Sincerely,

William S, Lieberman
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565 First Street
Brooklyn, N.¥. 11215
April 25, 1976

Dear Bernice:

I am having an exhibition of my new work- large paintings, and
large watercolor drawings beginning on May 10, at the ¥Frank Rehn
Gallery. I do hope you will be able to come. This new work is the
culmination of seven years of relative isolation during which time
the work evolved into a direction and form which I find very
satisfying . At the same time I feel as though I were charting
the uncharted and I hope that people who were interested in my
earlier work will come to this exhibition. I am really most
interessted in your experience of my new work,

It is most related to my earlier boxes, except, for me, it is as

though the container were suddenly opened and its contents were
spilling out.

Regards to Herb

ﬁ%m/m - letrr
) Irwin Fqeminger

P.S. As well as just painting, there was also produced what is now
a two year old baby girl, who is really more beautiful than all the
paintings in the world,
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Bragi Kristjonsson

Art Dealers
Laufasvegur 54, Box 775
Reykjavik - Iceland

Reykjavik
17.9.1976

Museum of Modern Art,

11 w. 53rd St.

New York, New York lool9
VA,

For the atteution of lr. director general Richard L. Oldenburg.

Re. Icelandic painter: Alfred Floki Nielsen.

Dear Sir,

we are universal agents for the above mentioned painter and graphic
artist, the most outstanding painter of our nation and one of the very
few of international acknowledgement.

His artistic works are distributed all over the world in museums and
private art galleries.

5 kcﬁ ? :J

As far as we know your excellent museum bought one of his drawings in f
NJ O A

1960-1962. pyr
Now we should very much appreciate to receive a phote of that drawing, i
as we are trying to registrate all his works abroad. All costs in

connection with this small operation will of course be paid as per your
enclosed invoice with great pleasure. 2

& i . % 4w Q
We allow us to enclose a catalogue from one of Floki's last exhibitions P
~

here in the Saga island. ¢

Hoping to hear from you at your early convenience, we are,

Yours very sincerely;

"\‘-‘-{’\M’[;/‘,‘j . o

“Y Bragl Kristjonsson
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January 14, 1971
Dear Mr, Fodor:
Thank you for your very kind letter. We would indeed be interested
in seeing the works which you have., May I suggest that you ecall
to make an appointment to bring them in,
Once again, thank you for your interest in our Collection.

Sincerely yours,

Mr. Charles Fedor
623 East 9th Street
New York, N.Y. 10009

|
t
|
a
|
|
]
E
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To: Elaine Johnson
From: Ludwig Glaeser

Tl | bilgl Fid edlgmde,
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To: Elaine Johnson
From: Ludwig Glaeser
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To: Elaine Johnson
From: Ludwig Glaeser

- Pete jedrich
Portfolio 1eBer 7. 41 Steglits
Filanda Stre. 3 T
Germany

€73-%172

Tarar \ w‘ é_’)lf s [‘C‘ QC{ T
O
‘.{ oV "‘r ’7( / o 1 m f -
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The Museum of Modern Art

WSL
Lloyd Goldsmith

~ He called in the afternoon with an answer concerning the prices for the
two drawings in the storage room:
- the dark drawing with lamp street (he suggested Calvin's Window)
would be $1,700

- the light one, Window - $2,000.

However, he would like to speak with you personally, and would try tomorrow
Wednesday to call you around 3:30 pm.

’-Fela lq

T@ (/C\’\S“/ 7{)\,{/\_ a}ﬁt'\w‘

Operator
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3 Wt

R N Sk ol
Al " Blsnth

Phone

Area Code Number Extension

| TELEPHONED PLEASE RETURN CALL

CALLED TO SEE YOU WILL CALL AGAIN

WANTS TO SEE YOU RuSH

l RETURNED YOUR CALL | I

Message )@kf JIA%S éla Ve

Ao daa g INEN 4 :
Lol — He ¢ awwid
to Kner Zehah a;éc'm‘

Operator
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June 25, 1971

Mr. Michael L, Goodman
74 Rashington Place
New York, New York 10011

Dear Mr. Goodman:

I am enclosing the three slides by Leah Rhodes which you wanted

returned, Please excuse their latesess., Miss Johnson sends her
thanks and regards to you.

Sincerely yours,

Emily Fuller

Secretary
Drawings Collection

ence
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PANSONS | SCHDOL OF DESICN
410 EAST 54 STREET
NEW YORK, NEW YORK 10022
I 212/759-2214
AFFILIATED WITH
THE NEW SCHOOI

Michael L. Geodman

74 Washington Place

New York City, New York 10011
673=3374

April 244 1971

Mr. John Hightower, Director
Museum of Modern Art

11 West 53rd Street

New York, New York

Dear Mr. Hightower:

I am submitting this proposal for an exhibition as requested by Elaine Johnson in
a conversation we had on April 14.

Enclosad you will find the "general approach" describing the exhibits' concern with
the principals of unity, information listing potential contributors, and extended
sections on three contributors.

The form of a complex show such as this should itself, in three dimensions, extend
the contents and present them actively. The unity of the show carefully conceived

as an environment of communication. Television, slides, films, tapes, printed matter
and computor control when necessary, would dynamically connect the viewer and present
him the information in its most potent form. The means of communications themselves,
becoming a participative element in the exhibition. The quantity of people care-
fully controlled in relationship to the appropriaten=ss of the experience in the
appropriate character space.

I hope this indicates the general character of the exhibition and enclosed informa-
tion further explains its aspirations.

Considering the nature of the material, I would appreciate your contacting me and
returning the enclosed information as soon as possible.

Sincerely,

Lo hodrnes,

Michael L. Goodman, Coordinator
Environmental Design

cc: Elaine Johnson
Emilio Ambasz

MLG:gsm
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General Approach:

The recent interest in ecology is a reflection of a prosperous young society re-
evaluating itself. A re-evaluation resulting from the bombardment of the senses
of information gathered and distributed potently and too quickly to be absorbed,
by the communications media. : - :

The result is a painful, vital "values" revolution. A struggle to synthesize the
new, incredible and diverse religious, drug, sexual, philosophic, political rela-—
tive realities. This attempt to bring together the previously separate is expressed
in ecological and morphological awarensss.

We realize that we can no longer separate. That we are a "bit of" nature, not its
conquerors. * That we are primates interwoven in our environment. That the land,
air, water, temperature and peoples of the earth interconnect. That the age of
"specialists" as the primary, authoritative force must yield to the age of "general-
ists"., Not a coalition of different disciplinary interests, but men capable of a
broad inclusive comprehension of unity.

_ Consciousness is a very recent acquisition of nature. Man still evolves. The
cortex grows and evolves. Simultaneously different levels of psychic development
exist in different cultures and different levels of psychic integration exist in
each culture at one time. Different men present us choices, their raised level of
consciousness indicating the possibility of success in the shifting of our philo-
sophic base. The choice however, must come from the biological core, from the in-
terconnection of body-mind and the valuing of our sensual selves. An economic, po-
litical and social direction will be the natural outcome of this affirmative self
awareness and integration of oneself as nature. It too cannot be separated.

Science realizes this. It studies individual events, struggling to isolate them
only to discover how inseparable things are. The more it eliminates, the more it
discovers. The more it describes the motion of a given particle, the more it finds
it must describe the space in which it moves.

The scientist and artist examine nature, present it, draw on it, learn from it and
create form extensions of their realization. Science and the artist connect. Dis-
cussions of eastern mysticism sound strangely like discussions of field theory. The
spiritual and material merge. >

We realize that form extensions of man's psyche, be they social, political, economic,

biological or personal are the momentary balance of interior and exterior forces that

produce the living, pulsing membrane that yields and changes as conditions alter these
same forces.

The expression of this morphological, ecological comprehension in the consciousness
of the artist alters the forms they create. The struggle of living forms, is a
struggle for patterning and order. In the face of it, we can only think we think,
for thought may well be an unconscious ordering process found in the patterns of
nature, not a product of the organism man. %

The artist senses his nature, sees its wholeness, comprehends its oneness and real-
izes the beauty of this miraculously self-ordereing and patterning world. From the
currents of wind, through the engineering of bones to the aerodynamics of feathers,
the artist with microscope and telescopz reaches and expands.

He understands the endangering of ourselves as a species. He understands
tiveness of restructuring ourselves. He realizes the mystiic, religious,
spiritualiness of wholenesse.
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To Be is

To Tmpose destroys ~ and so art becomes expressive. It loses its capital "A" as
it searches for an aesthetic of unity. It is life and not a preconceived western
aesthetic with rigid parameters defining what is or what is not artful.

The ecological, morphological becomes a source of truthful information the artist
draws upon and expresses in search of personal synthesis and resulting social aware-
t impose, he raises consciousness and the forms of

ness. He integrates, he does no
art change. ?

ADL G
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List of Potential Contributors and Subijects

Johann Wolfgang von Goethe - Germany
Organic Morphology
Contemporary Colcr Theory as Compared to Goethe's Concept of Light and
Color. -

D'Arcy Thompson ~ England
Morphology

Claude Monet - France
Painter

Turner — England
Painter -

Jos=ph Beuys -~ Germany
Psychic States - Energy Transference

Allan Kaprow - United States
First "happenings" including landscape outdoor space.
Gesture through body to real tim= and space.

Juan Downy — United States
Co—ordinating invisible energies.
Light waves, sound waves, heat and temperature.

Hans Haacke - United States
. Cycles

Alan Sonfist - United States
Phenomologist

Charles Frazier - United States
Equilibrium

Leah Rhodes - United States
Painter

Roman Vishniac -~ United States
Micro-Photography

Anne G, Tyng = United States
Architect and Geometrician

Kennith Snelson -~ United States
Structures

Ian McHarg - United States
Ecologist

Frei Otto - Germany
Architect and Engineer

Moishe Safdie - Israel
Architect
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18. Aero - Space
Architecture through space-craft

19. Patterns
Micro Biology through Galactic Movement
(Specific individuals and patterns)

20. Alexander G. Bell = United States
Inventor

* Purther information included.
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BIOGRAPHY ON CHARLES FRAZIER

ONE MAN EXHIBITIONS:

1961

Huysman Gallery, Los Angeles

* La Jolla Art Center, California

1962

1963 -
1965

1965

Everett Ellin Gallery, Los Angeles

Kornblee Gallery, New York City

Dwan Gallery, Los Angeles

GROUP EXHIBITIONS:

1954

1957

1959

1960 °

Los Angeles County Museum of Art

Los Angeles County Museum of Art

San Francisco Palace of the Legion of Honoxr

San Francisco Palace of the Legion of Honor
Comara Gallery, Los Angeles

Pasadena Art Museum

Pennsylvania Academy of Fine Art, Philadzlphia
San Francisco Palace of the Legion of Honor

Huysman Gallery, Los Angeles
Los Angeles County Museum of Art
Pasadzna Art Museum

San Diego Museum of Art

Dwan Gallery, Los Angeles
La Jolla Art Center, California

Pasadena Art Muscum

Long Beach Museum, California .

'93 Prince Street, New York, N.Y. 10012 212 226-3700
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=2~ Chazrxles Krazgiex Biogi‘aphy

67th Annual Amearicen Exhibition, Chicago Art Institute ;
"Occidental College Festival of Fine Arts'", Krannert Axt
Maseum, University of Illinois

"Contemporary American Painting & Sculpture', (The
Wright Collection), Portland Museum of Axrt, Oregon

The Whitney Maseum, New York City

San Francisco Palace of the Legion of Honor

l.a Jolla Art Center, California

The Whitney Museum, New York City, (Lipman Foundation
Collection)

The Byron Gallery, New York City

Kornblee Gallery, New York City

"The Contained Object', Los Angeles County Maseum of Art
"GAS--Five days of air, earth, water events', Hamptons,
Loug Island, New York

Exhibition and lecture at United Nations School, New York City
Experience with airborne forms, indoor outdoor lecture,
Printing School New York, Prospect Park, Brooklyn

"Pop Art'" Hayward Gallery, Loundon

"BOX-~three~dimensional poem!', Cubiculo Theater, New York City
"InflatedSculpture", Jewish Museum, New York City

Witte Museum, San Antonio, Texas

Technology Exhibition, Smithsonian Institution, Washington, D. C.
Exhibition by Fellows of Center of Advanced Visual Studies,
Hayden Gallery, M.I.T., Cambridge, Massachusetts

Fellowship to The Center for Advanced Visual Studies, M.I. T.,
Cambridge, Massachusetts

-

ATR  Imntz.national Bxhibition
i

o
-—-— DJ
an 3

ponsored by Pailip lle-Tis
Mustrelia -~ Venezuela - Hol : :
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Notes from THE PAPER MUSEUM

THE PAPER MUSEUM was conceived as an ecologic
bridge between the artist and his world, the
frontiers are the earth, water and air within
the biosphere surrounding the Earth. The spir-
it of the museum would exist on paper, the body
would be deserts, rivers, mountains, valleys,
oceans, polar caps, jungles, forests, lakes,
plains, cities, etc. The artist would draw
materials from warehouses and information cen-
ters for his project. The museum would enable
him to design a total ecology for his work,
whatever the scope of his vision.

SCENARIO ON THE NAVIGATION OF SCULPTURE
Structurally rigid-passive collection of information.

Within the narrow band of physical conditions under which 1life as we know

it occurs, we spiral through the solar system in several directions at once;
through the Milky Way, around the nucleus of the Milky Way, and with the
Milky Way as it travels through space. We are flying at 67,000 miles per
hour around the Sun, flying toward Cygnus due to galectic rotation at 170
miles per second, and flying through a local star cloud toward Hercules at
the speed of 12 miles per second.

These delights rarely penetrate the practical world except in the form of
machines to tell time or aid travel. Ancient Egyptian pyramids were built
as rigid funerary monuments oriented to cardinal points in the heavens,
passively collecting the light from outer space. Two structures that went

a step further in time-telling were Stonehenge in England (date of construc-
tion unknown) and the Yantra Observatory built by Jai Singh II, Maharaja of
Jiapur in 1734. The extraordinary bond between these two structures is that
both their forms were defined by the relationship of stars and planets in
our solar system, with their surfaces eternally reflecting celestial motions.
They are not the result of an inner-burning passion of some long-forgotten
romantic.

The beginnings of astronomy were based on universal permanence of certain
phenomena used to measure time, direction and horizontal navigation. Pre-
cise tables listing stars and movements of planets were compiled but the
nature and distance of the heavenly bodies were unkown, no connection was
made between the sun and the stars. The Greek and Alexandrian periods made
a great leap forward by considering the problem of distance, adding a third
dimension on to the sky. They placed the sun in the middle of our galaxy
long before Copernicus.

Until the 1730's navigation had one conspicuous weakness, the problem of
determining latitude was easy, a matter of determining the angular height
of the celestial pole by taking the pole star as the actual pole of the
heavens, or by refinements which locate the center of the apparent clreular
path of the pole star. Problems of longitude were more difficuit, "the
solution was to make either a geodetic survey or a comparison of local time
with some standard time from a heavenly clock other than the sun. Two
methods developed were accurate ship chronometers and mathematical tables
of the movements of the moon which enabled the navigator to use that body
as the clock with which to check the apparent motion of the sun.
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The most important craftsmen in the growth of navigation were clock makers
and optical instrument makers. Both trades demanded the construction of
accurate circles and straight lines and the graduation of these in degrees
and inches.

Structurally flexible-aggressive collection of information.

The soft machine grew out of the industrial revolution with the change oOVer
from steam to electricity, allowing each machine to have its own motor with
flexible connections that were structurally simple and low in transmission
losses. Use of the vacuum tube to amplify small energy levels into high

energy levels simplified previous mechanical problems.

The invention of lighter-than-air craft and the sub-marine craft introduced
the vertical and diagonal aspect of navigafion. In the Second World War the
location and destruction of enemy craft and control of rocket missiles to

or from destinations required the machine computation of speed and trajectory
of anti-aircraft missiles. Conversation between parts of the machine required
cognizance of what the machine had previously said. This ability to refer

to previously stored information, known as feedback, allowed the flexible-
aggressive collection of information.

Portable ecological system.

That beautiful gesture, the initial movement outward, required the control
of direction, duration and velocity. The increase of speed, height, and
depth required the creation of a portable biosphere to simulate the earth's
surface. Capsule human ecology combined with soft machines that respond

to galectic relationships are the manned-craft for the exploration of space.
Once the required information goes beyond the time-of-day and latitude-
longitude positions to a movement towards the unkown the machine must lose
its rigidity, modify its behavior patterns on the basis of past experience
and maintain constant characteristics in an alien environment while changing
emphasis on functions. Satellites respond to electric currents, solar rays,
ultra-violet rays, X-rays, cosmic rays, geodetics, micro-meteorites and
temperatures, hydrogen and ion densities, dust in the atmosphere in space,
soil samples, guidance instructions, etc..., and return comprehensible
information.

Architecture and Navigation.

The air-to-structure weight ratio of a Fuller Geodesic sphere one-half mile
in diameter would be 1000 to 1. The sun shining on an open-frame aluminum
sphere one-half mile in diameter would be reflected by the concave inner
surface back unto the sphere and gradually heat the interior atmosphere. An
interior temperature rise of only one degree would make the weight of the air
pushed out of the sphere greater than the weight of the frame. If the total
weight of the interior air plus the weight of the structure is less than the
weight of the surrounding atmosphere, the structure would float into the sky.
If the surface was draped with outwardly hanging curtains to control the
inner temperature the sphere would remain aloft. Thousands of passengers
could be housed aboard a mile-diameter sphere that could float around the
earth. Buckminster Fuller predicts tetrahedal cities floating on the water,
air-deliverable skyscrapers, submarine islands, subsurface dwellings,
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domed-over cities, and flyable family-sized dwelling machines.

The ocean is part of the atmosphere since it is made of easily volitile
materials and owes its liquid state to a delicate balance of temperature.

The ocean frozen solid into glaciers is also part of the earth's crust.

A temperature rise of the earth's surface of a few degrees would cause part
of the liquid water to join the atmosphere as water vapor. Underwater is

the nearest to outerspace for the private citizen. The earliest developments
in underwater exploration, which were basically marine elevators, have
developed into Cousteau's manned sub-surface stations and diving saucer

with its self-contained life support and propulsion system. Underwater
structures that are subject to extreme pressures must eventually become

flexible, to parallel the change from architectural machines to electrical
systems.

The language of starlight falling on Egyptian pyramids has changed to pro-
grammed mathematical systems, allowing the exchange of information between
men and machines. I have emphazised the communications aspect of the deviell =
opment of machines to clarify the change from simple visual observation to
the move beyond human sensory involvement in gathering information, and to
suggest that art could be involved with more than aesthetic information.
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Por the past few yeors I heve been vorking with the idea of
trying to conceptualize londscape space shrough n¢0”Tawiing
energy poinds in a cubic field, I began by considezing a f1 ying
radio controlled 1103u sgszcn uu"* would folliow a l¢51t pauJern
within the confincs of ile of Fols falt that the
great 515n111canﬂe of the pL“CF lay in it's frecdom to move to
any point in that field, ‘o move i ;.' any .' s .of poinds iin
any dicection within the pre-dete.: I 1dmid £ thet fhelde
approached this problem with some confidence becaus Teel that
all space is ,essuxablb, end so it proves to be, whi mwiking a
sxmple saling draving for a friend ( a practice of the Amc ican
Indian ), I becarie involved with the ideaz of creasing neditation
shrine of water, light and sound. This oocn»e ¢u¢une- gimplified
by the -enmoval of tihe '»bv; and the souad [ s left waith a
sinple cubic field-of CJG.LU pOlﬂuo off X : nded in the 8XYe
This sezies of lights wou ¢ an ordoring ot.“, and these lights
would be programied to create a continuously evolving threc dimen-—
4 slonwl anlwaueé dsaving in space, I celled this piece The DD

/ _ : ey §oES ‘
Expe. 1menuat10n *13ﬁ the prograuning lea to The idea of making

'snalle" models, The ovner or progru‘.er world use the Bead Gane
‘*,Bachine to create a sequence of Concepts of Form, The different
. forms could be contested o elaboraisd uron by any challenging
prograrner, The machine would becone a zedium of expreasion.
Bach new progranm would become pe 't of an infinite series of Conceptis.,
The systen is essentially Hesse's B3iD GiU.E, and anyone can become
a playe: agzinst the liagister Ludi. Dach playe. would create a
sequence of patterns or forms that could v« viewed by anyone with
‘a portable receiver. Collections of famous games would be available
to the public.

1n11e making dravings for the machine I
I00 points: ten do'm end ten across as
the points in gniulcl relztionship to ea
Phis field could be repeated ten vimes di
end a field of one thousand poin ;s woulc
many d.oawings using the I00 point field : ence point
Using the flat edge of a piece of charcoal Ay arm pivoted f. om
point to point, the bending radius of my wrist and elbow becoming
important aspects of the rythms that resulted, Pasigue in tue
+ fingers and arm was instruncantel in opening up and altc.ing the
patte.ns. The rythms whicih nay have a sum.rficiel .ccogmblance
t0 machine made images originated in the sensuality of my body.
Any interruption from the outsid: world altered Tne unconsciéps
memory of ths patsern. There was a conscious ati t_to let the
patterns ramble so as not to set up a "ILY" that would solve “ne
iriddle., In relating my body rythms to the 18 of )0 points I
found that I was making drawings of lig darkness, v01d: dravings

about dravings.

ot
10

1 hava invitad nine o
field. Togethexr the dxre
the first ten prograns

el
. g gl e LR S
aringe wtould eskabllisn ThEe IArsST S5

er artists to naoke drewings using

The BRAD GALE concept is presented as an alicomative to
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Charles Frazier, Flying Sculpture, 5, 1966 .

FROM A WORK JOURNAL OF FLYING SCULPTURE

CHARLES FRAZIER oA

- 3 -

In exploring the possibilities for ﬂy’ing sculpture
w

v .o . Py .
am concerned with six basic directions:

CONTROL
electronic
electronic
pilot
electronic
electronic
electronic

TYPE
. air cushion
. air cushion
. air cushion gas
. ducted fan gas
. helicopter gas
. underwater electric

POWER BOY
electric rigid b

gas jet flexible- nflated
rigid-infl ated,
rigid-fles ible

flexible-i nflated
rigid P
o "y
* These combinations cover the basic possibilities
of flying radio-controlled sculpturé, powered by

electricity, batteries, gas engine, jet engine, etc.
The controls would be radio, manual or random,
the bodies constructed of aluminum, wood, plas-
tics, magnesium, vinyl-covered nylon and other

‘lightweight materials.

SUMMER 65: Built kites in Sea Cliff.

JANUARY 13, 1966: Began experiments with rub-
ber-powered flight, purchased gas engine, mini-
ature solid fuel engine — investigation of in-
flated-flexible, non-rigid forms.

FEBRUARY 23: First flight-model gas engine,
spring, steel, plastic. Difficulties starting motor,
weather: bitter cold. Collective flight time about
1 min.; flight uncontrolled, many crashes'

~

Plainly not aerodynamic flight. . -
MARCH 15: Flexible forms, wood, nylon, silk,
balloons, helium, plastic inflated forms.
MARCH 20: Model hover sculpture, 110V motor.
magnesium body, unit rides @0 Cushion of ajr.
My original idea was to take the flving pieces
to Kittyhawk, North Carolina, and stage an ap-
propriate celebration for the a5¢€Nt of the first

flying sculpture. A rough draft follows.

SECOND KITTYHAWK

Clear plastic suits inflate into Six-foey
Person is energy unit, sphere I8 body,
Invisible kite of polyethylene.

sphere,
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Air show of helicopters, blimps, one man jetpacks,
balloon suspension.

Helicopters one hundred feet in the air pump
‘water, space water fall.

Ballooning with harnesses, gravity-defying leaps,
the Billy Mitchell air ballet, air dance of Orville
and Wilbur Wright.

Night flying screens, carrying projectors, show
movies of clouds.

Fleet of helicopters drop paper bags of aniline
dye into the bay; water painting.

Helicopters drop styrofoam liquid and catalyst in
loose plastic bags, fall through space, shapes
form, foam is rigid when it lands.

Floating buildings, suspended skyscrapers.

Flexible tubing of colored light, drawing lines on
the infinite darkness.

Cones, wires, cavities, reeds, pipes, holes, dia-
phragms, for musical kites.

Tape recording of outer space.

Radio controlled submarine with television camera
records A Day Below The Hudson River.

Non-rigid inflated sculpture, gas-powered, rocket-
powered, electricity-powered, radio controlled
to rise from the ground and move through
space.

Radio-controlled boat that leaves wake of flames,
drawing on the water.

Soft rocket, paisley and silks.

Hover-sculpture, self-propelled fiberglass sculpture
floating on a cushion of air.

Low level jet flight, movie records hedge-hopping
jet crossing the country in two hours, See the
US.A.

Make first drawing in space, release inflated sculp-
ture from space capsule.

Flying fires, fire kites at night.

Palette for the first radio-controlled sculpture at

Kittyhawk:
YELLOW TV crew
. ORANGE movie crew
RED still crew
BLUE sound crew
PURPLE flight crew
GOLD female assistants in topless
overalls
WHITE chief pilots

Colors available for audience, fire department,
police, local radio station, visiting dignitaries.

APRIL 5: Dwan offers to sponsor flying event
built around experiments with flying sculpture
to take place in the Hamptons during Summer,
1966.

APRIL 6: Allan Kaprow is willing to collaborate.
Will also invite Mordi Gerstein and Gordon
Hyatt.

APRIL 12: Installed gas motor in aluminum duct,
linear body of spring steel wire. David Jacobs
and | flew piece using nylon control lines.
Engine loud, smoky and powerful,

MAY 29: For the Happening | will build two hover-
craft, one fifty-foot inflated building, one fly-

89

ing maypole, many small solid fuel rockets, an
inflated alphabet and numbers from 1 to O.
Events will include still and movie photogra-
phers documenting the Hamptons. TV will cover
the entire project and is an integral part of the
events. Actions of camera and sound crew will
be part of Happening. Mordi will make film
of CBS making film. i 2

JUNE 4: Began two 10-foot hoverpieces, 4 hp gas
engine will lift body 16 inches off ground, body
will be covered with light canvas or muslin, 30-
inch two-blade prop.

Charles Frazier, Hover-Sculpture, 3 dia., 1966.

HOVERCRAFT

Ten-foot diameter sculpture was the first full-
size working piece that functioned on the air
cushion principle. It rode on a bubble of air 16
inches off the ground, horizontal direction was
controlled by shifting weight. The body was made
of spruce and plywood covered with muslin.
Power was from a 4 hp utility engine. | built two
pieces so that we could have a hovercraft race.
The crowds at the South Hampton Railroad Sta-

o’ e 3

s ? v

tion made any sort ) cc{_;emive contest impos-
sible. Control of a ei-aft is soft, more like" a
boat than a car and it w. necessary to use r,opesy
to control the craft an: prevent injury to ‘the
irrepressible partici‘pmts‘; fiss Liquid Hips' dressed
in a silver sequin ex- Henie skating costume’
with white boots re ite hovercraft wi
aluminum trim. The : y
Neutron Kid who
lene?’ white rope an
his craft yvas'
chanic, who kept
overalls and

sl

SO 4

OF ’ ; .

I built the fifty-foot sl per rocket of black
polyethylene. "It was, 'led and taped fo
added strength; in princple’it was a long tube
sealed at one énd,‘%ﬂp Cen end wés spread out
in a circle n the sand ad buried. Nozzles from
three vacuum cleaners wire ifserted and the black
undulating form w'ée o 0 feet of inflated phallic
magnificence. ~ # “, : 3

The Coast ~Gua_rd, Beay event opened With an [
orange flare signaling the children to release col-
ored, helium-filled ballocas which in turn signaled
four skydivers to jump fom their plane onto the
beach which in tufn sigraled a skywriter to write
some inanity across the sy, which in tyrm signaled
the inflation of the fifty foot soft rocket and ten
weather balloons. The aiildfen hid been issued
kites with instructions to have the flying |i
its string around 312‘ recket and :;uer% ke'iz:/v;z
would pull it down, bu: with ajj 4, prevailfh
chaos, including two roct-and-rg|j bands, the lmlg
beasties pulled it down with their 1y} o ?

meg MAYPQLg

A flying maypole wa; made ¢ : .
event in the Springs car dump. ThZ’SSuChlldren s
built on the ducted fan princip|o s cture was
15 gas engine, controlled Colmegreq by a
tied around the perimeer. A Circle of “bbons
held the ribbons taut as the bog,, & Chlldre.n
heads and hung in the i, a o er(f? (I>ver their
concept  but unfq!&!"am‘he s ully poetic
engine frightened the chiid ¥ € from ,he

f, Lo g

RS < S

P « $
% ) . 5

A

1
R, T
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Charles Frazier,
L
=

+ 5.4
L ? & ¥ 554

The solid fuel rockets wefe: more successful.
l.used an overturned car in the woodsbehind the
dump as‘a launching platiorm. The children gath-
ered round their group leaders, panting from an
energetic tire roll, and pe-formed the familiar but
classic countdown, 10-9-8-7-6-5-4-3-2-1-FIRE! The
Jtockets hurled into the ai- to a height of three to
four hundred feet and if the ejection system
worked properly they floated 'géntly back to earth
on a tiny parachute. The rockets were made of
cardboard and balsa witk plastic parachutes. My
wife painted them, she leans toward blue and
yellow. The main theme was flowers and stars;
occasionally one was polka dot or a Persian motif
was evident. Pursuing expansion, we inflated 20-
foot weather balloons inside the rusty car bodies
and capped it off with an inflated alphabet hunt
in the surrounding woods.

! named the happenirg GAS because of the
word’s slang connotations and as a symbol of the
underlying theme of expansion, outdoor space,
helium, airplanes, blimps, skydivers, gasoline, and
of course, internal combustion. In keeping with
the name GAS the events expanded to include the
cooperation of the Hampton's city councils, fire
depts., police depts., and local <itizens, the Kidde
Corporation that provided the foam for the events
at Montauk and the garbaze dump, Union Carbide,
who contributed helium ‘or the inflated pieces at
Coast Guard Beach and the car dump. Pepsi-Cola
had dgreed to send a skywriter out for the beach
events bug when the pilotarrived he found an
earlier bird writing M-A-R-T-E - --- | would have
much preferred “THINK YOUNG.” The Goodyear
people were delighted withr the idea of including
their blimp but a prior en‘ﬂgement made their
“participation impossible. v

Mordi Gerstein is putting together a film from
his participation, the rough footage was shown at
the Guggenheim Museum. Gordon Hyatt created
a half-hour TV show for, fye*on New York, maga-
_zines and newspapers priﬂl’ﬂd articles on the

P G
L - i

Charles Frazier, Toy, nylon sphere, 35" dia., 1966

events. The experience expanded beyond our most
remote expectations.

The pleasure of working with the Kidde Cor-
poration led to further cooperation with Air
Tech, a subsidiary that builds inflatable buildings.

SEPTEMBER 9: Central Park, 35-foot sphere.
Kurt Meyer of Air Tech built a 35-foot-diameter

inflatable sphere of white vinyl-covered nylon with

clear round vinyl windows for an event | per-

formed in the Central Park Avant-Garde Festival. -

At the request of the Park Commission, then un-
der Commissioner Hoving, my event was con-
ceived as a large toy for children. The floor of the
sphere was covered with inflated party balloons,
air pumped inside to keep the building inflated
also created a turbulence that aided the children
in bouncing the balloons around. | was prepared
to build a 100-foot water slide for the children
but unfortunately the Park Engineer had no
method of handling the water runoff at the bot-
tom of the hill. That evening of the 9th | loaned
the space inside the sphere to the USCC group
who used the walls as.a screen, projecting from
the inside for the audience outside. In Mr. Meyer’s
enthusiasm for working with artists he has offered
invaluable assistance in providing information and
contacts with industry. We are now discussing

the construction of a 6-foot sphere that is radio-
controlled to move horizontally in any direction
and up and down slight grades. Following this is
a bouncing sphere 8 feet in diameter that will be
called a flying piece because when working it will
spend more time in the air than on the ground.

KEY PIECES IN MY DEVELOPMENT TOWARD
FLYING SCULPTURE

WATER FOUNTAIN

Built in 1955 at Chouinard Art Institute, Los
Angeles, in collaboration with Gerald McGlaughlin.
A 13-foot high structure of brass tubing and red-
wood, four refated units using water jets to ac-
tivate the entire structure. For a night presentation
we positioned high-intensity projectors with col-
ored gels from the surrounding balconjes and
filled the water basin with dry ice. The mist coy-
ered the patio floor, the water changed color a5 it
passed through the beams of colored light.

Picture space is an illusion. The cOncrete space
of sculpture is limited by the inert Materia| The
eve is a porthole into limitless IMNer space o
movie camera can travel into the Macrocosm ae
the inner eye travels through the Persona| micro:
cosm. Film requires a consmnrha&‘k_v\-ard referral
through memory. With sculpturé 1S possible to
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vive hack visgally 10 the ongn of the ex
echnology will eventually e sculptyre 1o
cust N8 \ﬁ'hu.\, enviroament the same as the

eghthess world ¢! prctures. Self-propelled tarms

that move over the ground through the a it
under waler will allow the sculptor 1o physi v
extend his work where he = no longe dened
by gravity. Somewhere between t siogy and

art v another world

CITY FRILM. 1959
2400k gh city bult of «
photographs. Physica
torm ant scale were juggled and shifted camera

+ moved hice miniatuce heli

PIRD FHM. 1962: 3 min film based on 1 min
ute of musec by Don Sphect; the music was re-
peated {wee times (
ol nateer, photograph
s ulpture and Xerore

H-FOOT CIBE OF SPACE
mch square stee! tubur
by b-foor planes, an
dowers, right ang et fe
jimensicnal element
this space and charge it ¢
a particular space, & hivedan space

10D collage. 4 min. film of
arddboard cartons and

properties of space and

soter th

wnbination of hve action

wd found obiects and

Linear box of 1

1%:3

which gave six 6-foot

whe and outssde, up and

The three

nt and rear

were chosen o atfect

tone” it 1o make it

BRONZE CASTINGS

it i

The dim-sional collage wdea wa
bronze €as mg iwolved with space and measure
ment: squares, globes, flat worlds, square worlds,
round maps, weathervanes, arrows, North, South
fast, West, eggs, coifins, wings, wheels, hands
boats, Cars, moving from Here to There. Moving
from comb ning machines and bodies to wax cast-

carried into

1 ¢ i vegetables. Use of fruit as a con
: xis soft forms that expand from inside
t r and eumatic as a woman's body, pol
3 e CRIng eres usion ol expan
. € t ae rfaces retiect the teral
w ditficullies in W
suset ' ¢ Then
¥ » i relatio

PIECES UNDER CONSTRUCTION

HELI-SCULPTURE

In the construction of a Heli-sculpture | selected
form for steuctural strength and to
ht distribution. The ver-

& triangular

solve problems of we

tically-mounted engine required the adaptation

I system that would fit within the vertical

of a fue
tructural core of the power unit. The metal hinges
rotating

all parts except for the .15 gas engine were

supporting  arms,  balancing  weights

cotiar
The rotation blades are of
wood, the body s wood and painted silk. This is
a 3-toot working model for a 6-foot sculpture that

will be radio-controlled

fabricated in my shop

HOVERCRAF T

\n 8-by-5-foot hovercraft is under construction |
powered by a VIV engine 48 hp. This constructiony
s going into the area of sports of competition
The horepower will altow for a horizontal spe
of 30 mph and greater maneuverability, A duc
svstem will allow movement from the grou
to the air, from land o o sand to mar

el
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ICharles Frazier (far right) and members oi the New York
Improvisation Group, preparing for Town Hall recital, May, 1967.

DANCING HELI-SCULPTURE

I'am drawing up plans for a one-man helicopter
but, not wishing to re-invent the machine the
direction of the piece is not clear yet. Possibly
it will be a musical instrument that could be
suspended and moved through space. The body
would be flexible and could change shape, ex-
panding or compressing, through small electric
motors, inflating or deflating through lightweight
electric pumps; body units would be composed
of cones, wires, bags, cavities, hollows, reeds,
pipes, diaphragms, holes, etc. Movement would be
controlled by audible radio signals from the
transmitter. Position and shape would change ac-
cording to sounds.

Dance cannot exist in pure state; it needs music
which fills and homogenizes space. In the space
of dance there is no “historical movement”; the
movement is of ebbing and flowing. Dance space
is not determined by distance, direction, size, and
limitation but is the elective medium of rhythm
and of demonstrative movements. Distance is not
a quantity but a quality of that space. — STRAUSS.

Charles Frazier, Model for Umlnr\n(/-r Sculpture
UNDERWATER SCULPTURE

This radio-controlled, electric-powered sculp-
ture will have ballast tanks for submerging and
surfacing. It should be made of glass but prob-
ably will be made of aluminum and plastic. The

THE UNDERGROUND TUBE COMP, 4
WALLFLOWER: Stationary body (1) with vertical ||::>:N\

e g w2

appreciation of this piece will be finited to skin
divers and fish until people start liviog under the
sea. The working model will be 5 feet across
the finished sculpture will be 30 fe(’a across the
widest part. The movement would he slow ang

ponderous like a glass whale.

DECEMBER: My ideas for a parade as part of the
projected New York Biennial were presented to
Mr. Hoving. The parade would consist of floats
created by galleries around the world. The
parade would take place within th2 boundaries
of Central Park. | also considered an air event
in the park as my part of a proposed sculpture
show.

JANUARY 12, 1967: Working on plans for an elec-
tronic circus, programmed units that fly, crawl,
leap, fold, bounce, twist, stretch, change color,
shape, and make their own music.

The appeal for art outside archite cture is Cali-
fornian for me, coming from the phy<ical openness
of space,. ease of accéss to the beaches, cities,
deserts and mountains and lackof clothes. The
exploration of scale is worthy but it does seem
that to rebel against the gallery eanip is less pur-
poseful than a logical extensionof desire unhin-
dered by petty irritants. The foms that become
so ponderous and unwieldy and bland of face
remind me of a childhood poem, “fatty, fatty,
two by four, can’t get through the 3allery door.”
This path leads to THE FATE OF TH: DINOSAUR.
Of course my ideas of athletic seulyture that syr-
round space instead of filling it infrom the inside
may simply be the other side of the coin, byt a¢
Napoleon had his Waterloo, will these plywood
and fiberglass dinosaurs have their LA BREA
TARPITS?

Flying sculpture relates directly tc the Western
Tradition, being the conceptual off-pring of 5
der’s mobiles. The concept of flyi8 applied to
sculpture is the next logical step, of releasing
sculpture from the earth, off the 8rUnd into the
air, out of the galleries and museumi and into the
world. 3

The gift of this century is t0 8N€ €yes, vojce
and movements to a previously sile 1t world m

Air flow contains and

supports plastic balloon. Electric. Made of aluminum and plastic. Bubble rotates

in space

GOODYEAR BLIMP: Motor in base inflates body which in turn inflatex rabher

chamber underneath to give motion

Air pressure plays single note on horo

on top of structure. Electric. Made of rubber, aluminum and plastic. Hops up

and down and falls over
- LONE RANGER: Motor in 3A inflates body of structure (3)

Air plays horns,

whistles and rotates turret. Motor in labyrinth chambers underneath floats struc-

ture on a cushion of air. Electric
wood.
WICKED WITCH OF THE WEST: Nest of

7 magnesium cones rides on o

Made of rubber, aluminum, plastic and

nilated

rubber chamber. Mis-engineering of the air chamber causes the sculpture t@

hop and tilt while the excess on the rubber skirt makes a drum-like
Hops and tilts

against the floor. Made of magnesium and rubber Electric

noise

BRITANNIA: Inflated plastic torms enclosed in silk with gold fringes, structure

rides on a cushion of air, colored lights blink on and ofi. Electric

plastic, rubber, aluminum and silk Jiggling movement

Made of

These electric machines move or move parts of themselves through air p!rv\s\lu"i
They move at random on a cushion of air. Each has a shghtly different designec S

air chamber, this gives them distinct movements and <ounds
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Micheel Louis Goodman
Tl Washington Place
New York, New ¥ork 10011

1937
1955-56
1961

1961

1962

1963

1963-67

1966

1967
1967-69

Born Decenber 29 in Philadelphia, Pa,
Studied textile design~ Philadelphia Textile Institute

Bachelor of Architecture from University of Pennsylvanla

Employed in the office of Willo Von loltke as designer, during studies

Exployed in the office of Thomas R, Vreeland Jr, in Philadelphia, as
designer

Erployed in the office of Louis I, Kahn in Philadelphia to work on both
the Graham Foundation CGrant and Students Dormitories, Bryn Mawr College,

Bryn Mawr, Pa.

Erployed in the office of Ballinger and Conpany in Ph:l_ladelphla,
designer

Employed in the office of Harbeson, Hough, Livingston, and Larson in
Philadelphia as Project Architect and Designer - completed "Hershey
Pennsylvania Animal Research Farm,"

Awarded Samuel Netzky Herman Senaker Memorial Award for painting
Architectural registration in Pennsylvania

Employed in T,he office of Mitchell, Giurgola Associates in lew ‘.fork City
as Project Architect and Designer,

Projects: United States Embassy, Bogota, Columbia
Student Union Building, Flattsburgh, N.Y.

Private practice in architecture

Coordinator, Department of Environmental Des:Lgn, Parsons School of
Design, New School of Social Research, New York , New York,

Architectural registration in New York
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LEA RHODES
B, Nt SE
Few York, M,Y, 10011

1933 Porn in Philadelphia, Pemsylvenia on’ March A5,

P o4 o s e A8 2 Ly :
1951-55 Gradnated from the Pennsylvania Acadeny of the Fine Arts, Phila,,Pa,

3953 Averded the ¥Hllian Erlen Cresson Europeen Traveling Scholzrship,

31954 Toppen First Painting Prize,

1956-57 To Burope. Traveled in Frence, Spain, snd

one year in Edinburgh, Scotlond,
University of Pennsylvania-Auvdited lasters in Architecture
Returned to Europe, Lived in Rome,Italy,

Instzucter of painting and drawing in Cheltenhan Township.

EXHIBITIONS:

The Gallery, I“dinburch, Scotland,

The I‘ann.zy.'lvania Acadeny of the Fine Arts,Philacdelphia, Pa,
Kenmore Gellery, Philadelphiz, Pa,

The Philacdelphia Art illiance, Philadelphia, Pa,

1015 Callery, Vimcote, Pa,

Tovme Callery, Philadelphia, Pa,

S<crates Peraidis Gallery, Philadelphia, Pa,

A,M, Sachs Gallery, lNew York City, N.Y.

The Institute of Contézzpo:.‘azy‘ Ary,University of Pennsylva..nia-

Collaboration with Charles Giathmey, Architect State

University, Purchase, I,Y,
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R.CucxiuneTer Fullee BOX 009 CA OOUDALE (LLINMDS 82DHOL, U.S.A. G10-432-0004
N

April 5, 2365

John Entgnsa-
Director, Graham 1' curdation
216 L. Buparior S,
Chicago 11, Illincia

Dezr John:

Anre Tyng has shown ms har superbly cralted and oxiginal # .
scientific work which discle3os her discovery of Goldan-rean relationships =
betweosn the whols fanily of Platcuic solids, Thaze relaticnships, according
to the records, heve rot bosn provicusly kmown by man, Krowirg of my work ««.
and motivatad by tha irtesrity choractorizing first ran't sclentists, she showed mg.s
her work bacause ks wanted to bs sure that ehe was neithor overlapping ror treas
pessing upon the original disclosuro territory covered by my discovery of Ensrgetio/
Synergetic Geomdtry -- the comprehensive arlthmetical-geomotrical coordinate, ' ., ’,
gystem, whose omni-rationality acd omni-frlorire=sforinability pexcuads seve b e pi

lsading scientists that it may be ird>2d pature's o most economical, ooznprc‘uamvo, -
coordinate system -- governirg all bar erorgetic transactions. The cumulative - - - o
product of my half-cantury esploration ard discovory of this co:noreuenslve ooordm*
system is embodied in my bock "Synargeties", econ to be publisked by Maomillan,
Arre Tyng attended my two lorg lectures on Fn/Syn Geomstry at the Unﬂverulty‘n!
Peansylvenia in 1951 _ ';ﬁl‘v % :

I fourd her propcsed bock to bo divoetly complementary to A
and pot overlapping -- the fiold of my mathametical Ciscoveries. Anve is an a3
of Louis Kahn, Kahu's czvelcpment of tho cotet-truzw in the Yale Art Departmem
Library and his subsequent employment of tha cocuplabls cctsm*dron—tettahedm
struotural complex s a new aad poweriully original geometric-acsthic, in archihohnl
dovelopmont, stoms dircctly from the irkerercy of georactry in all prchitecture a,nd
diroctly a3 well, by concepiual cxeliatica ~- but rot in ary serce pliagiaristically ==
from my introdiction of Lowis to certain furdnmontals of patures structuring — dg‘i@h i
I em ro proprietor but ths discoverer of record, Theas prirciplos are contalned. in" 4
the Energetic-Syrsrgotic Caomsiry with exhaustive coscriptions of which I regaled '
Louis during cur year of railway trips botwesn N, ¥, C. and New Haven ‘when we wem
both Visitirz Lecturers at Yale's Avchitactuvel Scheol in 1951, Asl undomtan(l‘v,os’ w1

Torohemon i 3, 5110 Fase Paturity
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_ John Entenza
April §, 1965
Rago 2

.since that time, - Anne Tyng has b'»an Louls Kahn's geometrical stmbeglat l
have greatly admired Keha's furdamental originelity in the architectural develop-v ¥y
ment of furdamental forins almost entiroly overlocked iu man's-fllogical obseuionf
withraatilivearity, MNo wondsr that the young world specks of the of:solete eldéra |

as squeved, demonstratirg incidentally how rational are the subconscious fomula-

tions of man, especlally of slarg -~ which pops-out lucxdly and "hits" wtti! greatest
economy.

Protably Louls has written to you of these conroctions., But, &

to play safe I toll you all this because it reletes Anne Tyng's work to architecture in
8 powerful way. Because of this powerful architectural connsection, upon which you

always wizely insist -- I feel that Anus Tyng, operating in pure mathemetical seleace '
and presentirz her work with the conceptual genlus of the true artist, is \umsally 9 iy
well qualified for a Greham Foundation scholarship. I feel that she sanses the *  *

- evolutionary in architscture and the sciertific fourdations of the loaming architacmtal
trends as well as any irdividual I am privileged to know. I take great pride in re«- 24
commendinz her to you for your mcat earncst consideration.

Faithfuily yours,

R. Buckminster Fuller

v o
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Living Form, P

©Organic Principles for Man-Made
Ceomelries-Asymmetry/Proportion/
Hicrerchies

Aane Griswold Tyng

A condensed version of Anne Tyng's theory
of form ““Symmetric Form and Asymmetric
Process" is being published by Macmillan in
“Synergetics” a book on Buckminster Fuller
and “neighbouring disclosures of
contemporary colleagues”

At this moment in evolution, living man
knows that he has evolved from forms that
are not “living”, and he has within his reach
the possibii.ty of giving life to inanimate
forms. He can give life to forms which
through his own creativity are extensions of
himself — at the scale of electron-micro-
scopic D N A, the synthesis of the molecule
of genetic replication, and at the scale of
urban structure, the synthesis of forms
which include the vitality and equiiibrium of
man's highest civilized institutions and the
genetic processes of collective life.

Just as the house that man builds as **static”
form must enclose and meaningfully
integrate the “kinetic” patterns of human
activity and relationship, so, at the threshold
of another hierarchy of form, man's
conscious and creative manipulation of
urban structure can include and synthesize
the dynamic tensions and complex inter-
lacing of speed and scale, change and
arowth which are the collective life of the

city.

Proposed urban space systems need the

Tewaredron Epivedon Ce 1an

Mexaedion Epoedon Cenon

dynamic flexibility and variety which can be
derived froni organic forms through their
fundamental principles of asymmetry,
proportional principles of scale both for
internal and external growth, and hierarch-
ical levels of form organization which can
include compexity within simp!icity (or
simplicity within comp!exity) and “kinetic”
forms within “static” forms (or “static"
forms within “kinetic” forms.) Within what
appears as compiex categories of form there
exists a unity of principle, so that, in addition
to our understanding of the geometries of
forms in all their differentiation, we need to
find the principles of synthesis which can
integrate the dynamic forces of movement
with the energies of change and growth into
an overall functioning unity of balanced
tensions - “‘kinetic”" forms interlaced and
included in a tiigher crder of form which is
“static”. The prevailing theme of this
“static” order is equilibrium — 2 momentary
balancing of forces in the historic evolution
of the density configuration of cities.

“Kinetic” systems may be defined as those
more dynamic forms expressing the city’s

Beroearon on Ep peoan Sanon

Bogecaearan Ez 3¢ *en Cenon

movement systems, while “'static” systems
might be defined as more “balanced” forms
which can include “kinetic” systems within
their order. At a smaller scale within a
“kinetic” system may also exist a ““static™
system which, as individual buildings or
building units, may generally be thought of
as being in the realm of architecture.
However, it is quite apparent thatitis a
matter primarily of scale and that the total
probiem of urban design is very much the
province of the architect. It is a form-making
and ferm-synthesis probiem in which the
whole range of statistics - social, legal,
poiitical, financial, structural and environ-
mental - are the ingredients, but the
architect is the artist-engineer form-giver
through his understanding of space in all its
dimensions, his sensitivity to scale in
asymmaetric links of proporti~n and his ability
to synthesize complexities within unity
through hierarchies of form integration.

Understanding the potentizalities of a number

and variety of space systems is only a small
part of the problem and the superimposition

Bounty of e S mo'er Sotizs

N

Tetranedion Wisn Porarity of Tno Edges
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1 Buckminster Fuller had lectured on and
illustrated relationships of close-packed
spheres as propesals of atoinic configura-
tions in 1949, printed as ‘Item O’ prepared
by N. Carolina State Sch. of Design
students in 1855. Linus Pauling’s ‘Close-
Packed-Spheron Theory’ of the nucleus of
the aiom appeared in Science October
1865.

of such systems by themselves is too limiting
and rigid. But the simultaneous existence
and meaningful integration of many such
systems in a hierarchical organization can
provide both the equilibrium and the internal
vitality which are the unique qualities of
living forms.

In 450 B.C., in his search for internal order,
Empedocles proposed as the building blocks
of everything fire, air, earth and water. On
mathematical grounds Plato, in his Timaeus,
determined the “exact” forms of the smallest
parts of these elements as the five shapes
we now call the Platonic Solids; fire the
tetrahedron, earth the cube, air the octahe-
dron, water the icosahedron and as the
symbol of the cosmos, the dodecahedron.
This intuitive concept is given a measure of
validity today when we know that the
relationships of form expressed in these

five Platonic Solids are involved in the way
in which “fundamental” particles - protons
and neutrons — are built up into atorns of
about a hundred different elements
(according to Pauling’s Close-Packed-
Spheron Theory and Fuller's proposals of
atomic close-packing! ) and are involved

in the way in which different arrangements
of these atoms form the building blocks of

a million or so different forms of matter, both
natural and synthetic.

Asymmelry

In studying the five Platonic Solids and the
relations between them, | have established
a geometric progression from simplicity to
complexity of symmetric forms linked by
asymmetric process. Each of the four stages
in this cycle represent configurations of
minimum energy in self-balancing three
dimensional systems which | call symmetric
form and the transformations occurring
betweer, these four stages | call asymmetric
process.

The four stages of symmetric form in this
progression | call bilateral, rotational,
helical and spiral, with each stage seen as
the motion of simpler forras defining the
outline of more complex shapes. The
polarity of a tetrahedron can be expressed
in the polarization of two of its four edges
(as Fuller has suggested). One tetrahedron
in two positions, which have a point to faca
polarity, can establish the corners of a cube.

Two other positions of a tetrahedron, also in
polarity, define the corners of an octahe-
dron. These three simper Piatonic Solids —
the tetrahedron; cube and octahedron,
represent the bilateral forms of the geome-
tric progression,

The cube in five positions — in rotation —
defines the twenty corners of the dodecahe-
dron and five positions of the octahedron —
again in rotation — establish the twelve
corners of the icosahedron. The tetrahedron
in four positions with rotational ordering
also defines the twelve corners of the
icosahedron, and in addition, one corner of
each of the four positions extend beyond
the icosahedron to form the corners of a
larger tetrahedron - disclosing a “vestigal”
polarity in this arrangement. These more
complex of the Platonic Solids — the
dodecahedron and icosahedron — represent
the stage of rotational forms in the
geometric progression, and in the way they
are formed express Divine Proportion ratios
(1:1.618) in their relations to the simpler
solids. In these figures which generate the
dodecahedron and icosahedron all the
edges are divided by other edges in the
Divine Proportion.

The ““fourth dimensional” extension of these
rotational forms along an axis perpendicular
to the radius of rotation, expressing again
the tension of polarity, define the helical
forms of the progression. Since both of the
rotational forms have pentagonal symmetry,
the plan of their helical extensions is based
on the decagon with its side in Divine
Proportion to its “radius”. The vertical
extension of each turn is in Divine
Proportion to the side of the decagon
making a Divine Proportion progression -
vertical turn = ¢, horizontal turn = ¢2, and
radius = ¢3.

A proportional increase in the radius of
rotation of the felical forms, expressing
rotational tension, results in spiral.forms,
the fourth stage in the cycle. Again the only
ratio which satisfies the condition of a
logarithmic spiral in which width of turns
increase at a fixed ratio to length is the
Divine Proportion. These geometric
examples of polarity and rotation in
bilateral, rotational, helical and spiral form,
provide us with preciss examples in

the formative precess from simplicity to

complexity. We can also see the gradual
intensification of structure which leads from
the rigid incompressibility of the tetrahedron
of bilateral form to dynamic rotation, to
flexible flow of helix and to coiled resiliency
of the spiral. As | shall indicate, this
transformation from the “static’ cube to the
“kinetic” spiral has a parallel in the
development of compiexity and movement .
of forms in urban structure.

From this fundamental concept of symmetric
form and asymmetric process, | have found
that only 4 edge dimensions, or triangulating
factors, are needed to form 3 symmetric
triangles and their 3 asymmetric gnornons
or “growth” triangles. These 6 triangles can
form the five Platonic Solids and the
asymmetric relations between them. They
are: the equilateral triangle and its gnomon
with two of its edges in the Divine Proportion
and the other equal to the diagonal of the
half-square triangle; the half-square triangle
and its gnomon - the triangle which is half
the Golden Rectangle divided diagonally -
with two sides in the Divine Proportion and
its diagonal equal to the side of the
pentagon; and the fifth-pentagon triangle
and its gnomon - the tenth-of-a-decagon
triangle — both of which have sides
expressing a dialogue of Divine Proportion
relationships.

Thus these three triangles are the static or
symmetric forms, each with its own
“‘growth” form, its gnomon or link in the
asymmelric process, that triangle which can
be used to make larger or smaller sizes of
the three symmetric triangles and also
function as a link between the three families
of form — the square, the pentagon and the
equilateral triangle. The great variety of
three dimensional combinations of the three
families of form, the ease of transition in
vast ranges of scale and the potential for the
develop ment of complexity of forms within
simplicity (or of simplicity within complexity)
are all available to the maker of forms in the
simple "“alphabet” of 3 basic triangles and
their 3 gnomons. Flexibility as a creative
tool, ease of transmission of three
dimensional symbols to the builder and
dimensional clarity available for engineering
computations, prefabricating techniques
and computer data are inherent in this
fundamental concept of symmetric form
and asymmetric precess.

To be continued in the December issue.
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urnan space Sysiems
as Living Form, Part 2

Anne G rEswo'ld'Tyng

Partlof this thres part articls appeared in
the November issve. The conclusion will
be published next month.

Proportion

Plato in his Timaeus said, “It is impossible
to combine satisfactorily two things without
a third one: we must have between them a
correlating link. . . Such is the nature of
proportion.” The concept of proportion as a
principle involved in the generating of forms
was probably understood by the Egyptians,
as suggested by the proportions of the Great
Pyramid at Gizeh. (On its square base, each
of its four faces is formed by two half
Golden Rectangles with sides 1:1.618 and
with its proportional vertical heightas Vg )
The Pythagorean concept of the Temple as
a proportional link between man and the
universe may have been based on the
intuitive recognition of the biological roots
of man-mads forms and an unconscious
motivation in attempts to relate the
proportions of the human body to the
proportions of buildings. Although the
extraordinary properties of the Divine
Proportion have, as implied by its names -
The Golden Mean or Golden Section —an
aura of mysticism and, through the centuries

~ exercised something like the fascination of
a mystery cult to such men as Campanus of
Novara, Pacioli, Leonardo, Kepler, Zeysing,
Moessel, Hamibridge, Matila Ghyka and
recently Le Corbusier, its precise
mathematical function in regular three
dimensional space as a fundamental link
between increase in scale and increase in
complexity should lift some of the veil of
numinosity to reveal its solid significance for
“metamorphology” (the term | suggest for
the study of the transformation of forms).

" With our specialization of knowledge, we
have tended to separate symmetric form
from asymmetric form, but it is the Divine
Proportion ratio which unlocks the door
between them and provides as easy flow
from symmetry to asymmetry and back
again. In addition to this function of
relationship between the symmetric and
asymmetric, this ratio acts as a precise and
extremely flexible means of shifting scale,
and gives dimensional meaning to the
additive process of similarly proporticned
forms at different scales. The unique
property of a series of Divine Proportioned
elements, in addition to being a summation

sty

series in which each numerical value is the
sum of the two preceding values, is that it
is the only summation series that always
maintains an exact and consistent
proportion. The Fibonacci series (1, 1, 2, 3,
5, 8, 13, 21, 34, 55,89 . . . ) was appar-
ently rediscovered in 1202 by Leonard of
Pisa (nicknamed Fibonacci) in his
experiments with the breeding of rabbits
and he found it to play a part in the
principles of growth and reproduction, This
series, in which each number is the sum of
the two preceding numbers, is, | have
found, actually a sub-unit of the Divine
Proportion, functioning as a link between
whole and irrational numbers —a link
between symmetric form and gnomonic
form. While lower numbers of the Fibonacci
series have quite different proportions, it is
well known that the higher numbers in the
series come very close to the Divine
Proportion without quite reaching it- 89/55
== 1.61818 .. .

In order to be meaningful to the maker of
forms as a tool for “counting” in proportion,
the Divine Proportion series, | found, could
be expressed in a combination of symbols
and whole numbers as shown here - a
double interlocking Fibonacci series which
shows the Fibonacci series in its role as a
mathematical sub-unit of the ¢ or Divine

Proportion series.

In phyllotaxy, the study of the arrangement
of leaves around a stem, examples of
spiralling parastichies show relationships in
the Fibonacci series - 345,548, 84+13..

For instance, with two opposing spirals
beginning at an inner leaf, one spiral
passes through 3 leaves and the opposing
spiral in an opposite direction passes
through 5 leaves before the two spirals
again intersect. Some botanists have
interpreted these recurring relationships as
approximations, or a mystical striving toward
the perfection of the Divine Proportion. A
more meaningful possibility is that these
relationships in three dimensional space
express exact values in a Divine Proportion
series. If the longer increments of the flatter
spirals are in Divine Proportion to the shorte,
increments of the steeper spirals in three
dimensional space, then we have 3 (1) -

5(¢)=¢5 exactly, 5(1) -} 8(¢)=¢5, and

8(1) -+ 13(p) =¢7. As we can

see from the table of values, these com-
binations represent precise values in a
Divine Proportion series. It is also interesting
that within each growth pattern, for instance
the 3 + 5 parastichies, there are 3 of the
longer spirals and 5 of the shorter spirals
within the total circumference.

Research in natural forms will certainly
uncover other variations of what might be
called spatiai “preportional counting” in
units of ¢ — Fibonacci series. This should
indicate something of the significance of the
Divine Proportion as a fact of spatial order-
ing in the evolution of all forms in three
dimensional space. The fascinating
possibilities of its use in man-made forms,
allowing for continuous int2rnal enrichment
and additive growth, is in stark contrast to
the rigid use of repetitive multiples of a
single modular dimension. While providing
growth flexibility, it still lends itseif to
prefabrication, since the proportional series
can be composed of different combinations
of only two units — “whole units” and “¢
units”,

Hierarchies

N
While it clearly appears to be a special
achievement of living forms, the repeating
cycle of bilateral, rotational, helical and
spiral is not apparently valid for non-living
or “inorganic” forms. The energies and
configurations progressively built up in the
rhythmic interplay of rotation and polarity
result in the gradual intensification of
structure and the flexible vitality which is a
special achievement of “higher” living
forms. An example which does indicate
evolution of form through a complate cycle
is the structure of hemaglobin which took
the 27 years work of Perutz and his
associates to uncover, This extraordinary
cenfiguration of 10,000 atoms includes the
bilateral tetrahedral bonding of carbon
atoms in the glycine moleculss, the
rotational clustering of the heme molecules,
the intricately helical alpha and beta chains
which in turn are fo!ded into irregular spirals
and, finally, each of the four spirafling
myoyiobin-type parts interlocked ina
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2 Juylian S. Huxley, p. 35 Evolution in A;:tion,
Signet Science Library, capyright 1953

symmelrical tetrahedral arrangement to
form an overall bilateral symmetry, reaffirm-
4ecges = 3 symmetric trangies + 3 gnomons ing a basic simplicity of organization over
1 the complexity of differentiated parts to start
a new cycle — a striking examp'e of the
completion of a cycle and the beginning of a
| new one in the hierarchies which build up
| . living forms. Noting is lost. All the atoms
|
|

Sevssenneesise

and molecu'es and variations of form are

£ there, but it is bilateral and simple in its
- : § totality. With all the internal comp.exity of
equilateral - this structure, we can barely conceive of the
e fantastic number of hierarchies within
hierarchies which include and give
meaningful organization to the 280 million
such hemaglobin molecules contained in a
single red blood cell — which in itself takes
the rotational form of a disc.

Not only does there appear to be a progress
in the life forms corresponding to the
geometric progression toward complexity
and increase in scale, but this progression
can be seen as a repeating one with each
new cycle building hierarchy upon hierarchy
which includes at each stage of development
it neor  the record of its earlier evolution, the
iRk hiearchics of form and the hierarchies of
¢ L energy evolving from the interplay of polarity
*  ams  androlation.
4,236

3

p 6854 With tremendous leaps in the scale and

.o  complexity of life forms, when the geometry
is camouflaged by variations in color, motion
and mysterious habitats, obscured by lapses
in time and hidden embryo shelters, the
cycles of symmetries are less sharply
defined. Bilateral man, evolved from
numberless hierarchies of cycles of form,
from the primordial ordering of atoms and
molecules, goes through the cycle again in
the early stages of embryonic development
from the bilateral, then rotational cleavages
of the ovum, to the helical body stalk of 18
or 19 days, to the spiral embryo of about 4
weeks to the miniature complexity integrated
into his ultimate bilateral form as a 2 inch,
10 weck embryo of potential human being.

17,944

29,034

f-"!f-'?"f"»? Wuttens ) Aldous Huxley has observed that, “the cells
Relation of Phyllatuws to Mechamical Laws orient themselves along lines of tension, and

American Botanicsl Memoirs XV, 1901 . multiply faster here than elsewhere.”? Acted
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on in turn by tensions related to the earth’s
rotation and to gravity, the pure geometry of
atoms and molecules has been continuously
adding to itself in self-transforming patterns,
arranging and rearranging itselfin infinite
possibilities of form.

Form thus finds its own form, extending
feelers, gills and tentacles to the world
around it, in its rotational tensioning,
expanding its magic circle to new concepts
of space - from deep sea creature’s first
sensitivity to light to man's skyward
extension of sight through radar telescope,
from the first articulation of fin and finger to
_ the spiritual dimensions of man's creativity —
his response to the challenging tension of
individual man with his collective
environment. S -

Form finds new helical dimensions,
elongating to differentiate intake and output,
strengthening backbone between tusk and
tail, head and anal poles, articulating the
tensions between male and female from
simple reproduction to elaborate courtships,
tensioning emotions between sexuality and
spirituality, stretching to new concepts of
time between past and fature, memory and,
anticipation, between the awareness of
man's darkest origin and his highest .
aspiration, between the depths of the
unconscious mind and conscious thought.

. Form str_etéhes to elaborate both length and
breadth in spiralling shells and branches,
antennae and antlers, experimenting in
exotic forms with “displayed existential
value”, dividing and sub-dividing into the
intricate filigree of blood vessels and
delicate nerve ends, involuting to extend
the internal surfaces of digestive glands and
lungs for the detailed and intensive organ-
ization of complex life processes,
iscovering for itself infinite variety and
complexity - subtleties of camouflage,
heightened movement, the play of lightand
coloring of forms, the tensioning of forms in
space and time toward an infinity of matter,
tovard weightlessness and toward the
intricate involution and complexity of the
brain.

In the fleeting moments of delicate balance
between the tensions of polarity and
rotation, the tensions of space and time are
resolved in bilateral living form, the inter-
locking of complexity to produce a new
unity of relationship, the transformation of
the end of complexity to a new beginning of
simplicity - the inclusion of complexity
within simplicity — the discovery of the cycle
_ the balancing and neutralizing of tensions
of space and tims within a higher order — the
creation of the first hierarchy of form. From
countless levels of such hierarchies the
brain of man was formed, the evolution of
human consciousness and the psychic
potentials of individuation and “rebirth”,
man’s mystical striving for the secret of
creation, for concepts of immortality free of
time and space and causality —for
synchronicity — the “static” immortal
synthesis of “‘kinetic”.mortal concepts. The
balancing of these tensions reaches its
_highest forms of integration in the early
synthesis of religious concepts, in the
monotheism of ancient Egypt, recurring in
the God of Moses and in Zeus, kind of gods
and men at the apex of Olympian hierarchies
— man’s articulation of the unknown. Stages
of concepts in the evolution of human |
knowledge were also marked by synthesis —
Parmenides’ realization of a spherical carth,
Aristarchus' of the earth’s movement around
the sun and his determination of the scale of
the solar system, the discoveries of Kepler,
Gallileo, Newton and Darwin. As new .
scientific concepts of the universe extended
the conscious mind, earlier discarded -
concepts were transferred to the primdrdial
memory of the unconscious mind, so that in
Carl Jung's concept of psychic “individua-
tion”, the principle of synchronicity is
expressed in extensions of the conscious
and unconscious mind to new balances of
what is known and what is unknown.
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Living Form, Conclusion

Anne Griswold Tyng, AIA

This is the third part of an article begun in
1»e November issue. Material veas prepared
by Miss Tyng under a grant from the Graham
Foundation. Miss Tyng is presently teaching
a course in metomorphology at the

Institute of Environmental Design of the
Uriversity of Pensylvannia.

Creative Image as Tension Between Known
and Unknown

Jung’s concept of “individuation" is
expressed in a cycle of four stages, which,
articulated by archetypal images, show an
extraordinary correspondence with the four
stages of the geometric cycle which | have
proposed - bilateral, rotational, helical and
spiral. Jung has characterized acrhetypal
ymages as “instincts of the imagination™ and

. the Swiss scientist Pauli wrote of them,” As
ordering operators and image-formers in this
world of symbolic images, the archetypes
thus function as the sought-for bridge
tetween the sense perceptions and the
ideas.” Briefly, | have articulated Jung's
“Homo" phase of psychic equilibrium as a
‘rotational “energy-form diagram”, indicating
psychic energy directed outward and in
tension with the world around - the
expansion of the ego, the strengthening of
conscious mental processes in relation to
environment or the tension of the individual
with coliective consciousness. In the phase
Jung calls “Serpens”, the psyche, in its shift
from the “rounding-out™ process to the
process of elongation in “"depth”, expressing
the tension of polarity between the
conscious and unconscious mind, finds a
new source of psychic energy in reaching a
new stage of temporary equilibrium, the new
minimum energy configuration for polarity
articulated in the “energy-form diagram' of
the helix. Jung’s third stage or spiral form of
archetypal symbol expresses a two-way

" tension — the polarity betiveen the conscious
and unconscious as in the “'Serpens’ phase
and also the tension between the individual

. and the collective on the unconscious level

{as opposed to the tension between the
individual and the collective on the
conscious level in the “*Homo™ phase). This
tao-way tension is seen in the “ene gy-form
cragram™ in which the broadening base of the
spira! articulates the rotational-polarity pull
batween the individual center and the co/-
"ecriv_e unconscious “below” and around it.
Jung’s fourth stage “Anthropos-Rotundum™
of synthesis and rebirth, is articulated in an
“erergy-form diagram™ expressing the
82lancing of tensions, the integration of
forms within forms — a transformation of

All three articles in this series have been
capyrighted ¢ by Anne Griswold Tyng.
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combined tensions of
rotation and polarity
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4 Gerhard Adler, Notes Regarding the
Dynamics of the Self, Dynamic Aspecls of
the Psyche, p. 14, publ. The Analytical
Psychology Club of New York, Inc.

$ Herbert Read, Icon and Idea, pages 19
and 39, Harvard University Press, 1955

“collective and biological drives to
individual and spiritual drives of a higher
order.”4

The psychic synthesis of “rebirth” is far
removed from the structure of hemoglobin,
but in each case the simplified relationship
of complex internal structure creates a new
unity, and in the process of psychic
individuation a new involution of structure
creates from all the complexity of a
collective and primitive origin an uniquely
individual form. So that the principles of
space, time, causality and synchronicity
have validity for the psychic cycle, space
expressing the tension of individual man
with the collective consciousness of external
environment, time the tension between

- conscious thought and unconscious memory
and causality to the interrelated and
combined tensions of both space and time,
between the individuating conscious psyche

~ and the vast reaches of primordial memory
in the ‘collective unconscious.

Herbert Read, in relating the evolution of
man'’s perception and his creativity, wrote,
**Successive stages in man’s apprehension
of reality . . . successive conquests by human
consciousness of definite modalities of
existence - the animal, the human, the
intellectual, the numinous, the transcen-
dental, the real and superreal spheres of
being or experience. .. indicate a
correspondence between the main epochs
of art and an expanding awareness of the
nature of reality.” Read also seems to
suggest that this evolution of consciousness
was not a lincal development but a cyclic
development ~. . . “Itis posible that in the
vast stretches of time that intervene belween
paleolithic naturalism and the naturalism
that was to succeed neolithic abstraction,
the geometric style had its separate origin,
as the e.'pression of a specific psychic state
...itiseven conceivable...thata
geometric art, of which we have no
knowledge, because it left no traces,
preceded the naturalistic art of the
Paleolithic period.”s (my italics)

The evolution of creativity in primitive mzan
could be imagined in the four phases of its

§ Will Grohmann, Paul Klee, p. 214, Harry
N. Abrams, inc. New York

first cyclic evolution. After man first stood
erect in a bilateral stage of synthesis, the
next phase of rotational form — the
expression of tensions between him and the
world around, must have developed the use
of his hands, the extension of his skills and
the ceoordination of mind and hand in the
making of useful things such as tools. The
next phase of helical form in the tension
toward introversion may have added
emotional depth to skill in the creation of
something an individual felt was sensually
pleasing - such as a beautiful piece of
pottery. The next stage of spiral form, of
combined tensions of rotation and polarity —
between the individual and the collective,
between conscious and unconscious mind —
may have meant the creation of more
universal art forms in image and myth for
religious ritual or worship, forms with more
powerful collective empathy. The next phase
of bilateral synthesis and of balanced
tensions could have brought about the
discovery of abstraction in art forms, the
simplification which expressed an essence
of beauty with significance to both the
individual and the collective and including
both sensuality and spirituality.

The artist Paul Klee wrote in his diary in
1918, “Thus image-making must be
understood as an aspect of the life force
that forms itself, spontaneously. My hand is
entirely the tocl of a distant will.”’¢ These
delineations of shifling psychic forces, the
archetypal images, which power the creative
energy of man are the “skeleton structures”
on which the “flesh-forms™ are hung
throughout history in the different periods of
changing art forms. Generally the periods of
rotational form relate to pariods of external
ordering of the psyche, periods of expan-
sion, of materialism and practicality, of
openness, space, of concern with life, light,
sun, of pysical comfort and pleasure, of
rationalism, humor, confidence, of belief in
the essential goodness and creativity of
man; the phases of helical form relate to
periods of internal ordering of the psyche,
of subjectivity and intuition, of containment
and verticality (polarity), of concern with our
origins, with pastand future and the element
of time, with death and the principle of evil,

darkness, of emphasis on emotion and inner
spirit; the phases of spiral form relate to
periods of increased tension and contain-
ment of opposites, contrasts of light and
darkness, of complexity, of bizarre and
exotic styles, exaggerated motion and
energizing of form, forms with complex
curves, pointed arches, ovals, winding
processionals and labyrinths, tapering
towers and spires, the transformation of
matter with light, forms with weightlessness,
with progressively diminishing horizontal
and vertical dimensions, the combined
tensions of space and time; and the phases
of bilateral form relate to periods of
synthesis and serenity, of balance, unity,
cubic forms with emphasis on horizontality
and planar surfaces, forms with rectiline-
arity, simplicity, axiality and solidity, forms
expressing the integration of (ensions in
equilibrium. From the time of the Great
Pyramids of Gizeh to the present forms of
man’s creativity, | have traced 11 cycles of
form which become progressively shorter in
length in bilateral, rotational, helical and
spiral phases.

From Proto-Renaissance to High Renais-
sance to Baroque to Rococo, one of these
cycles is clearly seen beginning in the
bilateral phase of synthesis named for
“rebirth", The strong cubic forms of the
palaces of Florentine merchant princes
express the solid serenity, symmetry and
horizontality of this phase of bilateral forms.
Rotational forms were pioneered in the work
of Brunnelschi, in his daring structural
innovation in the dome of the Florence
cathedral and also appear in the later work
of Alberti. Inventiveness and the extension
of knowledge characteristic of a rotational
period recall an earlier rotational period of
classical Rome and appear in the invention
of movable type with the printing of the
Gutenbe:g Bible and in such documents as
Pacioli's De Divina Proportione, Copernicus’
work on the solar system and Vesalius' work
on anatomy. The new humanism, the
concept of man as creator, a zest for living
and all the delights of physical existence
contrast with the introversion of the
following helical period with Martin Luther's
rebellion against the corruption of the
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7 John R. Hale and editors, Renalssance,
Great Ages of Man, p. 128, Time-Life

church. The empathy for helical, or so-called
spiral, stairs is a feature of Baroque
architecture and the verticality of Pope
Sixtus V's obelisk recalls the Egyptian
obelisks and Trajan's column of earlier
helical periods. Elongated, intensely
articulated forms appear in the work of
painters of the time - “Mannerist painters
were also retreating from events in the
external world."? The tensioning of forms in
both space and time of a spiral period is
articulated in the concave-convex facades,
frescoed ceilings and complex curves of late
Baroque and Rococo forms with their
elaborate ornament and spiralling motion.

Form hierarchies appear in urban structure
as time-evolved cycles. As an organism in
evolution, the city, through selection and
mutation finds genetic validity of forms. The
rectilinearity of individual buildings and the
fourfold orientation of the grid-iron streat
patterns originate in the basic spatial
concept of man related to the four points of
the compass and to some of man’s earliest
concepts in the ordering of his environment.
Bilateral synthesis in different periods took
form in the Roman camp towns, in the
axiality of early medieval manor, church and
rectilinear castle forms, and in the strong
axiality of linear market street village.
Rotational forms appeared in the protective
circle of castle moats, and the ring-wall
enclosures of medieval towns and in the
radial expansion or rotational clustering
forms of villages. Helical periods were
marked by the verticality of protective
helical tower forms, the internal ordering of
city spaces as in Baroque squares and
fountains and in the setting aside of park
spaces. Spiral phases were articulated in the
collective specializations of urban life, the
branching out and expansion beyond the
cathedral or castle nucleus, and in more
irregular street patterns such as the
labyrinth patterns of Chinese city streets,
deliberately tortuous sc that the evil spirits
cannot find their way. Many cities retain the
traces of a second and third encircling wall
or line of fortification to mark the synthesis
of a bilateral period, and the containment in
rotational forms which follovied a period of
spiral expansion. In some cities, a

8 paul Hofer, The Zahringar New Towns,
introduction, 1966, Erben, Thun,
Switzerland

prehistoric nucleus is contained in 2 Roman
camp form which was again enclosed in the
walls of a medieval city. This in turn,
expanded by developing trade and com-
mercial activities, was integrated in a
Renaissance form. Eighteenth century trade
and industry again expanded urban
boundaries to be synthesized in high rise
urban centers at the beginning of the 20th
cenlury. Now these are by-passed and
encircied with their own protective beltways
and expressway systems, the rotational ring-
wall protection from vehicular traffic.

The continued vitality of hierarchical forms
can be found in the urban space systems
which have survived. Elements of the
“Zahringer New Towns” from the end of the
12th century have this growth capacity.
Although some of the towns are not much
bigger than large super-blocks, the elements
and proportions function successfully today
and indicate that these bilateral forms of
synthesis have validity within hierarchies of
present urban space systems. Of the eight
basic laws governing the layout of the
Zahringian towns, two are of particular
interest: “the market thoroughfare, 100 feet
wide, stretched continuously from town
portal to town portal as the main interior
space of the town” .. . and “the orthogonal
geometry used in the planning of town
quarters, homestead, and street widths in
the harmonic proportions of 2:3, and 3:5,”8
The strong bilateral axiality of the market
thoroughfare acts as a synthesis af the town
space and the Fibonacci proportions of 2:3
and 3:5 suggest that some of the towns’
vitality probably derives from the appro-
priate use of these growth proportions from
the summation series we have seen is a sub-
unit of the Divine Proportion. The ring-wall
enclcsure at this scale may be compared
with the encircling roadway of a super-
block, which articulates rotational form
including bilateral form, with the alternate
use of the market thoroughfare as a
pedestrian park green-way. A comparison of
existing and proposed traffic patlerns of a
small portion of the Mill Creek Redevelop-
ment Area Plan (prepared in 1954 for the
Philadelphia City Planning Commission,
Louis Kahn, consultant architect, Lou’s E.
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McAllister, Kenneth Day and Anne Tyng,
associaled consultant architects) shows
such an hierarchical articulation of a super-
block of residential scale. With its axial
green-way, it is related at right angles to the
larger pedestrian way connecting the
institutional elements of churches and
schools in the greater neighborhood. The
internal reordering of existing grid-iron:
street patterns shows a new source of vitality
for cities which has barely been tapped.

~ Such an internal reordering (on which |
worked) was developed in the 1950’s by
Louis Kahn for the entire central area of

Philadelphia.

Further intensification of urban forms occurs
in the denser vertical elements of multi-
storied towers, expressing the helical phase
of forms. Their appearance in medieval
towns such as San Gimignano, as well as
their function in articulating the ring-wall
enclosures gives a vitality of form which the
continuous spreading of horizontal-bilateral
forms do not. In fact, in larger and larger
sizes, bilateral forms alone tend to have an
overbearing lifeless quality. Increased
vertical density combined with perimeter
suburban expansion, require an intensifica-
tion of forms in movement systems, which, in
expressway forms and interchanges, have

_

.the complex curves and interlacing forms
characteristic of a spiral phase. The time-
space complexity of the greater speeds and
larger scale essential for urban vitality
requires curvilinear forms which make the
bilateral forms of the city’s nucleus
inadequate, Just as in the nucleus of the
atorn, the protons and neutrons are close-
packed and dense compared to freely
spinning electrons in the surrounding space,
s0, at the nucleus of the city, within bumper
to bumper traffic, the city itself must move as
one body to become a system of moving
pedestrian streets and freight conveyor
systems. Proposed for the nucleus of the
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Philadelphia City Planning Commission

Louis |. Kahn consultant architect

Louis E. McAllister, Kenneth Day, Anne Tyng associated consuitant architects
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Proposed Moving Strest System

High Speed Line
New York-¥ashington

Center City Nucleus of Philadelphia

e e T e e e
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nucleus of Philadelphia, this system of
rotating super-blocks would mesh with an
elongated loop cennecting the 30th strect
terminal of the New York to Washington high
speed line with the Commercial Core and
with Independence Mall. Interlocking speeds
would mesh with the faster speed of the
main loop, which in turn may be geared to
the high speed line itself so that the tiain
may load and unload at the same speed as
the moving loop, without actually stopping.

“A form-synthesis of city spaces can give
life to the rotational tensions of space —
tensions of the individual with collective
consciousness, the tensions between private
dwelling unit and collective services and
institutions, between privacy and crowds,

56 Architeclure Canada 1/69
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between the desire for spaciousness and
the vitality of density; to the helical tensions
of time - the tensions between old and new
forms, the tensions between earth and sky
in man-made towers, between high and low
forms, between man-made forms and the
forms of nature in existing terrain, fountains,
parks and waterways; and to the spira/
tensions of space-time — tensions between
individual uniqueness and mass production,
tensions between the well-rounded
individual and collective division into
specializations, the tensions between the
reinforcing of similar uses of space and the
rich vitality of mixed uses, tensions between
integrated population and scattered ethnic
communities, and tensions between indi-

vidual creativity and the collective power
of institutions.” :

The organic principles of asymmetry, of
growth and proportion, the gradual
intensification of form with the building up

of hierarchies within hierarchies, the
inclusion of existing or “old” forms in new
forms, the integration of moving forms in
static forms, the interlacing of complexity
within an overall simplicity, the space system
of a higher order which can correlate other
space systems - all can provide new wvays of
binding the whole into a unity of moving
growing form — a balanced creative image as
tension between known and unknown for the
spatial synthesis of collective life. Q
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I work with shaped stractures vhich are neithsr paintings nor sculpiure
but constiuctions made with wooden frames and canvass To develop 1y oW
vision I had to look more intensely into the anatony of form from {he
_mcrocoa. to the macvocosm, The basic ordering and rhythms within
nature teught me that a growth system was: necessary for the pe r‘\,s , which
would eventually make ry totel forms, Tne sizes of these par’c., are based
on a geometric progression found in living orgenisns called the
"‘hbonacc* t geries, This series is also found in the"Golden Section®s
Both the ratio i‘ourd in the Colden Scction end the Fibonaccl series ‘were

tools in developing 1y modulus.

The uxclerst:mdmg of scc.le and nodule is one of growth, i‘ro*x smdl to .

large, creating possn.b:\_li ties of hierarchies, oi‘ things within things,
Large scale is not blovm wp small scale, A module is not just a repeawd
“element; it is a rich system of growth resulting in infinite form

possibilities.

These constructions enable spatiel concepbs to be extended and focused,
The charecter of space, be it contemplative or active,can be reflected
in the constructions internal tension, Shape, movement, and scale can be
reinforced because of the growth moduler vwhich can respond to external

specific conditions.
The fundamentzl laws of nature, her endless system of growth,

yoportions, end harmony between every perd +o the vhole has guided ne
2 o A °. / &

into making ry ovn sense of form.

Ieah Faodces
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The Museum of Modern Art

11 West 53 Street, New York, N. Y. 10019 Tel. 956-6100 Cable: Modernart

Department of Drawings

October 16, 1978
Mr. Buddy Graden

2 Peart Avenue
Irondequoit, N.Y. 14622

Dear Mr. Graden:

We are returning your drawing and want to thank you very
much for your interest in the Museum. We regret to inform
you that we cannot accept your donation.

Again, thank you.

Sincerely,

Eliza Ian
Department of Drawings
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JOHN GRAHAM

The National Collection of Fine Arts is organizing the first retrospective
of John Graham. The exhibition opens in Washington in late 1981 or early

1982 and will consist of approximately 90 paintings and drawings.

John Graham was in everyway an extraordinary figure in American art in

the 20th century. Born in Russia in 1886, Graham arrived in New York in

1920 and began painting after studying at the Art Students League. Very
rapidly he espoused modernism and subsequently received his first recognition

in Paris in 1928.

Along with Stuart Davis, Graham was among the few American artists working
in modernist directions during the late 1920s and early 1930s. His intimate
knowledge of the School of Paris, cultivated during frequent trips abroad,
was transmitted to several younger advanced artists who later emerged as

the Abstract Expressionists in New York. Graham's rejection of abstraction
during the 1940s for a figurative style based on the Renaissance portrait
makes him a unique figure in the history of the period. He was also among
the first to recognize Jackson Pollock. Graham died in 1961. Im 1968,

the Metropolitan Museum of Art acquired Celia, one of his major paintings.

In conjunction with the exhibition, Farrar Straus will publish a fully
illustrated book with a biography by Elia Kokkinen, a stylistic analysis

by Harry Rand, texts by Graham himself, etc.
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September 26, 1977

William Graham
2259 Hemlock Ct.
Ann Arbor, Mi. 48104

William S. Lieberman
Director of Drawings
Museum of Modern Art
11 'W. 53rd St.

New York, NY 10019

Dear Mr. Lieberman,

Last spring I left some examples of my carbon dust
drawings with Magdalena Dabrowski for a few days in order
that they may be viewed by your staff.

The work is now being shown (through Oct. 14) at

Hundred Acres gallery, 456 W. Broadway. I would like to
invite you to see the work in its entirity.

Sincerely,

William Graham
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The Museum of Modern Art

11 West 53 Street, New York, N.Y. 10019 Tel. 956-6100 Cable: Modegnart

Department of Drawings

ranuary 23, 1974

Dear Tanie:

I want to thank vou for arranging for the gift of the

drawing Arctic Ocean Floor, Parometric Curves of the

Sea

by Nancy Graves. It will be presented to the Committee
on February 12, Once it has been formally accepted--and
I can't forsee any reason why it shouldn't be--a formal

thank you letter will be sent.

I am very enthousiastic about the drawing and am very grateful
to you for your generosity and for your sympathetic understanding

of the delays caused by our brave and valiant strike,

Sincerely,

% MQ%@

Martha Beck
Curatorial Assistant

Ms., Janie C, Lee
2304 missonnet
Houston, Texas 77005
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LANDMARK
gallery, inc.

December 12, 1973

Mr, William S. Lieberman
Museum of Modern Art
11 West 53rd Street
New York, N.Y. 10019

Dear Mr. Lieberman:

I'd like to personally invite you to see my current show,
"Erotica,™ now o<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>