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here do language art and biclogy meet? Can they

be seen to have a common root and might any one

of the three exist in its particular form contingent
only on the forms of the others? Art, one might say, would be
impossible without language, which is predicated on biology.
Art, another might argue, preceded language, both of which
have become forces affecting biclogy. One place the three cer-
tainly meet i1s in Bruce Pearson’s paintings on display at Ronald
Feldiman Gallery.

For Pearson language is primary. He begins his now well-
known Styrofoam reliefs by carving text—sentences and frag-
ments that often double as the title for the piece—into the sur-
tace of the Styrofoam. These texts provide the impetus for the
richly textured and colored surfaces that comprise his finished
paintings, which is where biology comes in. The incessant cav-
ing gradually breaks the surfaces up into a network of inter-
laced planes that summon imagery of cellular proliferation and
aerial views of geography, the latter reference intensified by the
deeply pitted topography of the painting’s physical surface. The
whole has a hallucinatory effect that, in this case, amounts to
prismatic vision—the world seen through a turning crystal. Vi-
sion in Pearson's paintings is rearranged into a new and beauti-
ful symmetry of two unlikely orders: the mandala and the grid.
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Britee Pearsom, “Encyclopedia 3 (relative calm sounds of gunfire and foot-

steps saidly familiny sheds some light)”, {2605), oil and acrylic on Styrofoam.
Photo: Alin Zindman, Courtesy of Ronald Feldinan Fine Arts, New York,

“Uncovering facts they would prefer you never hear about” a

painting in sticky sweet primary and secondary colors employs

the grid on a slight diagonal. Its evocative citle is but a prelude

to the thing itself, which, if you are not steady, may cause you

to physically sway. Across the room is “A displaced game of cat

and mouse,” which could derive from 3z picture of the planet

seen from a pole, the fragmented land resclving itself into pat-
tern, It is based on the mandala, its structyrs radiating ﬁ'ﬁﬁil;ht

painting's center in golden yellow over biv and purple. -

The grid and the mandala are two ostens:bly opposed: mntlfs
The grid is the field of power. It subsumes form and lg¢alizes
power with. the seer. The mandala centers nower in the lqu;ct.
It 1s the fearsome face humankind gave nature to appease it. It
radiates power and humans bow before i:. It is not so much
the wedding of these poles in Pearson’s painting that is strange
as that wedding’s base in language. He seems to suggest -tlg:lat
these perennial forms, en which artists have relied ¢o give
body to their visions for centuries, may be seen to have a root
in the abstraction of language. So if one examines language
with care, one might find in its structure forms analqgﬁus-tu
those of art and science. There is, it weuald seem, a deeply ra-
tional root to Pearson’s art. ' |

Or is there? Maybe we're just being pushed through the look-
ing glass into a world where our vision is so beautifully. im-
paired that all things just seem one. In “Encyclopedia 3 {télative
calm sounds of gunfire and footsteps sadly familiar sheds some
light),” all trace of the underlying text ha: veen eradicated and
Pearson’s carving reaches an intermittent pitch of delicacy, like
eddies in a stream. Its mooring n language comes undone, no
rational underpinning can be found for this painting. Its colors
seem never to repeat and one has the delicious feeling of having
tallen into the rabbit hole [or good.

—Ben La Roceo



