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Frorn  the  un ion  made when men grasp na lu re
wi th  the i r  senses  there  issucs  rnore  than
hard-\,von knowledge - the legacy f rom
f ishcr rne  n ,  hun le rs ,  herdsmen and fa rmers
upon which science bui ids. There conre also
qua l i l i cs  o {  hear t  lha t  enab le  poets  and ar t i s ts
to spcalk lor so many of us when they
celclt iale nature's mocrds and creatures -
qua l i t i cs  tha t  have g iven sc ience mot iva t ion
and gL.r)eral ive power.

Mar rv  v ic ; to r ies  o f  sc ience toda i r ,  in  the  se t t ing
o l  fa r .o f f  reg ions  o f  though l ,  space and t rme,
are  \  /o f . r  w i thout  the  v i ta l  nour ishment  o f  th is
d€olrur nrolrvation Overlhe lasl few
centL]r- i . . ts, i t  has ebbed away; and, quite
corrc,c;t ly, we feel threatened by the ioss of an
impr)r lanl heri tage Not insignif icani ly. i t  has
becr r  over  t l rogs  ssn lg  centur ies  tha t  sc ience
an i - : : i f l ,  in te l lec t  and erno t ion ,  have come to
be rr: , . , ;rr  ded as separate aspects of l i fe whose
rnLl l l .  rc,,)r)tacl wouid only endanger the
s t t ' i  r . r i l  a i t c l  c la r r l ; r  o i  each.

Yt - . ]  , .  , ' r1 r  S l tOwS uS tha l  a r l  and sCiC,nCe,  two
l r : : . ,  j  r ra r r  ac t i v i i ies  spr ing i r rg  t ro rn  a
r- ' ' ,  i  r . .  l ( t \ ,(_i of nature, a|e inierdepend,:]nl
I i  , ,  r i  ' v r . : s  s l r ( ) rge f  g rowi l r  wher r
i  I  . .  l1  i ' r r t c i l  l r \ ,  i l r c  o ther .

I  l , '  . : ' .y:,  / ,r i in .( ir ;rcrtr:s /1, { ' ictf fott(t  ar
: .  :  t  / \ , i t r . r i . . t , t .  i ' , n ! g , q 1 ; 1 1 , 1 , , r , f \ 1 1 , v , , . i , . 1 r f q .

,  r '  '  -  i : i . : l r L  ,  L o r  i f J i l

GYORGY KEPES

Kepes  obse rved  i n  1944 ,  two  yea rs  be fo re  com ing  to  M . l  T . :

"To  g rasp  spa t i a l  r e l a t i ons  and  o r i en t  onese l f  i n  t he  me t ropo l i s  o f  t odav  .  .  r equ t res  a
new way  o f  see ing  .  .  I n  each  age  o f  human  h i s to ry  man  was  co rnpe l l ed  t o  sea rch
fo r  a  t empora ry  eqL r i l i b r i um in  h i s  con f l i c t s  w r th  na tL r re  and  h i s  re la l i ons  w i th  o the r
rnen ,  and  thus  c rea ted  l h rough  an  o rgan i za t i on  o f  v i sua l  image ry ,  a  symbo l i c  o rde r
o1  h rs  psycho log i ca l  and  i n te l l ec tua l  expe r i ences  " l

Th roughou t  h i s  l i f e  Kepes  has  worked  a t  ma in ta in ing  the  p reca r i ous  Da rance
be tween  pub l i c  ob l rga t i on ,  wh i ch  i r r c l uded  h i s  sense  o f  r espons ib i l i t y  t o  t he  sc ience
of  h is  t inre,  and the person, i l  real rn.

T l re  g round  o f  t h i s  con t i nu i t y  o f  pe rsona l  and  pub l i c  exp ress ion  i s  Kepes ' s
pass io r ra te  devo t i on  t o  v i s i i - , i - r ,  t he  " l anguage  o f  v i s i on "  as  a  d i sc ip l rne  o l  l i v i ng ,  a
pa ra r j i gm fo r  ou r  who le  response  and  respons ib i l i t y  t o  t he  ou te r  and  i nne r  wo r l ds ,
a  p rocess  o f  i n te rp re ta t i on ,  mode l -bu i l d i ng ,  l ea rn ing

Kepes ' s  a lmos t  obsess i ve  goa l ,  and  h i s  spec ia l  con t r i bu t i on ,  has  been  rne
recogn r t ron  and  d i sp lay  o1  the  con t i nu i t i es  be tween  a r t  and  sc ience .  And  th i s ,  i n
tu rn ,  g rows  t rom h i s  need  l o  n ra in ta in  and  exp l r ca te  h i s  own  jmmed ia te  re ia t i on  w i t h
the  sensed  wor ld ,  and  to  convey  i t  i n  a l l  poss ib le  f o rms  o f  v i sua l  exp ress ion ,
dynamic  as  we l l  as  s ta t i c .

Kepes  ea r l y  recogn i zed  tha t  h i s  commi t rnen t  t o  t he  e f {ec t i ve  i n te rac t i on  o f  a r t  and
sc ience  wou ld  mean  f i nd ing  a  pe rsona l  key - -a  way  o f  keep ing  a  ho ld  on  soc ia l
i ssues  o f  d i s rup l i on  and  a l i ena t i on  on  the  one  hand ,  and  the  cons t ruc t i ve  va lues  o f
ra t rona l  unde rs tand ing  and  sens ib i l i t y  on  the  o the r ,  w i t h i n  one  cohe ren t  d i sc ip l i ne .

l - l e  has  t r i ed  t o  bu i l d  a  new pub l i c  a r t ,  exp ress i ve  o f  t he  rea l  conce rns  o f  ou r  l ime ,
i nco rpo ra t i ng  t he  imagery  and  the  too l s  o f  cu r ren t  sc ience  and  techno logy  He
deve loped  a  new sca le  o f  env i ronmen ta l  a r t  { o rms ;  and  a t  t he  o the r  end  o f  t he
gamut ,  r n  l a t t e r  yea rs  he  has  re tu rned  w i th  i n l ense  commr tmen t  t o  pe rsona l ,  l y r i ca l
pa in t i ngs .  A  rev iew  o f  Kepes ' s  roo l s  and  co r rnec t i ons ,  l he  i n te rsec t i on  o f  h i s
at t i tudes wi th ar t is t ic  n ' rovemerr ts  of  h is  format ive years,  may help lo  understand
the  ro le  he  has  p layed  i n  f u r t he r i ng  responses  to  t he  va lues  o f  v i sL ra l  cu l t u re .

Kepes sper i l  l - r is  ear ly  c l r i ldhood in the Hungar ian countrys ide where h is  father
n lanagec i  a  l a rge  es la te .  He  ca r r i ed  w i t h  h im  i n to  l a te r  yea rs  t h i s  connec t i on  w i th
peasan i  l i t e  a r rd  t he  l and - the  co lo r ,  s t reng th ,  d i gn i t y  and  beau ty  o f  peasan ts '
mLrs rc  and  a r t .

F ie  c : ime  1o  Budapes l  i r r  19  i 4  a l  age  e igh t  and  s tL rd ied  pa i r r l i r r g  w r th  l s t va r r  Csc tk
I t o rn  1924  -  1928 ,  a l  e  1 in )e  o f  soc ia lano  a r l i s t i c  {e rmen t .  S t i l l  a  s l ude r ) t  a l  i he
/ ' \cadenry o{  Ar i ,  i re  bccanre a i t i l ia ied wi ih  a groul - r  o f  cu l f  ura i l lv  and s;oc ia l ly
rer i , : r l r r l i i - r rar . ) i  na i r r ic l is  and i loe ' rs  galherr :c1 , r rour i ( - r ' l l re  poei  and pain lerr  l . .a jc ls
l (a: ;s i t l<  They yyels i<nOVyn aS t l r3 l i / in111, ' ,  or  " \A/or l<."  Ci rc lc  l1  waS amorrg th is  grou; . , r
l l . r i i l  l i : a - i r eS  l , , l r , ;A l ' i r , . . ; rC ;<_1 i t i - t i t i i e rC l  v i r i t l r  i l iC  i u r : : 6 i i  i r r r t _ j  WOf l l  O l i l - r e  WCr ; iC r r ,  aV i i i , ] l _Ca rOO



IRANSYLVANIAN PEASANT CHILDREN 1932,
photograph by Gyorgy Kepes

and the Bussian Futur is ts ,  Su0remat is ts  and Construct iv is ts .  The fervor  of  these
advanced movements in  Europe and Russia,  thei r  deep socia l  commitment  to a
responsive,  object ive and inc lus ive ar t ,  were consistent  wi th Kepes's  developing
out look.

As Kassak and Moholy-Nagy had wr i t ten in  the revolut ionary Hungar ian magazin
MA in 1922,  "This is  our  century:  technology,  machine,  Socia l ism. Make your  pear
wi th i t .  Shouider  i ts  task.  .  .  The ar t  o f  our  t ime has to be fundamenla l ,  prec ise,
above a l l ,  inc lus ive.  l t  is  the ar t  o f  Construct iv ism."2

The Construct iv is ts  had incorporated in to a socia l  program the Cubist  idea that
v is ion consists  of  re lat ionships:  new messages in re lat ionship to new means,
new perspect ives;  a revolut ion of  universal  pr inc ip les and fundamental  forms,
unburdened by lhe cul lura l  baggage of  the past ,  wi th i ts  t radi t ions and
associat ions.  But  Kepes sought  more,  "an in terconnected sense,  the communi ty
of  man and object"  that  he fe l t  to  be present  in  the fo lk  ar t  he loved:

"We fe l t ,  wi th Franz Marc,  that  ' the renewal  should not  b)e s imply formal ,  but  a rebi r t
o f  f ee l i ng . '  We  cou ld  no l  bu t  ag ree  w i th  Kand insky  when  he  comp la ined  abou t ' t h r
tota l  loss of  a mutual  re lat ionship between ar t  and human society. '  A note Bela
Bartok made at  the end of  h is  l i fe  whi le  l iv ing in  Amer ica,  expressed our  own longin,
tor  a centra l  core of  va lues:  'The t ime I  devoted to the col lect ion of  fo lk  songs
has been the f inest  par t  of  my l i fe  .  .  .  for  I  was permi t ted to wi tness the ar t is t ic
mani festat ion of  a s t i l l  homogeneous but  ev ident ly  vanishing socia l  order . " '3

Kepes's  idea was not  to  return to fo lk  ar t  as such,  but  to  emulate some of  i ts  qual i t ies
i ts  accessib i l i ty ,  i ts  appl icabi l i ty ,  i ts  ref lect ion of  l ts  mi l ieu.  Tradi t ional  paint ing was
cr i t ic ized by some Supremat is ts  and Construct iv is ts  as "ar t is t ic  work,"  -  a  vest igr
of  romant ic ism wi th i ts  "sel t -expression"  and l imi ted audience,  nonut i l i tar ian in  i ts
iso lat ion f  rom contemporary l i fe .  Photography and f  i lm were considered modern,
urban,  technological  ar ls  detached f rom t radi t ional  ar t is t ic  s ty les and capable of
reaching a broader publ ic .  Kepes fe l t  then that  paint ing was too anemic a medium
fo r  t ak ing  a  soc ia l  o r  po l i t i ca l  s tand .

Around 1928-29,  Kepes and some other  members of  Munka,  among them
Hegedus,  Korniss,  Trauner and Vajda,  gave up paint ing to pursue photography,
photomontage or  photocol lage,  and f i lm a The Dada photomontages of  Hannah
Hoch and Raoul  Hausmann,  Max Ernst ,  as wel l  as El  L iss i tzky 's  drawing and
photocol lage Tat l in  at  Work (1917) and The Constructor  (1924),  and Rodchenko's
photocol lage i l lus l rat ions of  some ear ly  publ icat ions o i  Mayakovsky 's  poems, a l l
had an impact  on Kepes and h is  l r iends and indicated to them new possib i l i t ies.
Unexpected juxtaposi t ions af forded by photocol lage expressed Kepes's  pol i t ica l
and socia l  in tent ions in  h is  /n Memory of  L,R.  (1929),  an homage to the pol i t ica l
martyr  Rosa Luxemburg With in a charged geometr ica l  conf igurat ion the
dis integrated body of  the revolut ionary,  p ic tured in  a photograph c l ipped f rom a
magazine,  is  juxtaposed wi th a nude f  igure,  whi le  below is  a photograph of  a
machine par t  -  the whole set  against  a heavi ly  textured ear th-colored background.
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HUNGARIAN PAS i  c  1937, pnoro. l ranr

Has  no t  ou r  conoc rn  l o r  t he  c f  f  i c i ency  o l  t he
de ta i l  l ed  t o  t he  neg l c r c t  o f  t ho  e f f  i c i e  ncy  o f  l f  r c
most important  desiqn,  i l rc  dcsign of  man t i : :
an lndiv idual  and i is  a r r re Tnbcr of  socie ly, l
I t  is  a brutal  paraclctx of  oL. t r  ago t f )at  by
aoncentrat ing al l  ef  l ( ) f  t : j  on ntale nal  procJrrc ls
the very heart  of  a l l  l t tc : le act leve r lenls is j
n e g l e c l e d '  l h e  p r r , L J r i r  t . q  r , r , 1 r  ,  l l , c  a t  , r v r .
n )an '  man ' s  haD l r i r r r - * r .  q r , , \ t u1h ,  . L . r d  p r r r r . r i se

l i : . 51  
i n  Mo t  j c , r r  r ) .  , , i q , ,  q ; 1 .1p  t t , c  r a r r t t s .

Uambr i dge ,  Ma :  l - l a r . i ;  r r  r t  I  J ,  r t v r . r s i , y  p r  r \ s ,  ;'1949,  
p 6

Kepes  exh ib i t ed  t h i s  and  o lhe f  \  / o r ks  i r r  a  1929  exh iL ) i t i on  o rga r ) i zed  by  t he  New
Soc ie t y  o f  V i sua l  A r t i s t s ,  t f r e  KUT,  i n  Budapes t  F rom 1936  the re  i s  a  d raw ing  o f  a
seg rnen I  o f  ba rbed  w i re  c ruc i f y i ng  a  p iece  o f  b read ,  ancJ  a  pho tomon tage  o f  b read
anc i  l i gh l  - ' -  t ac l i i e  rea l i t y  and  t ransoenden l  spec te r

Kepes ' s  pho tog rams  s ta r t i ng  w i t h  h i s  wo rk  i n  Budapes t  t ook  t he  j r  s ta r t i ng  po in t  f  r om
na tL l re .  These  a re  d i rec t  r eco r r l s  o f  p rocesses  ta l (en  on  pho tose t r s i t l zed  su r taces ,
w i thou t  a  camera  The  pho tog ra rn ,  w i t h  i t s  essen t ta l l y  abs t rac l  image ,  l t es
me tapho r i ca l l y  be tween  sc ience  and  poe t r y  i t  i s  a  demate  na l i zed  l i gh t  r eco rd ing  o f
na tu ra l  p roc t : sses  hav ing  c lose  l i nksw i th  Kepes ' s  l a te r  i n te res t  i n  sc ien t i t i c  r eco rds
On ly  a  f  ew  o f  Kepes ' s  wo rks  f  r om th i s  p r : r i od  su rv rved  the  war  e rnc l  h i s  mc tny  moves  i n
the  1930s ,  bu t  t he  pho toco l l ages  tha t  do  ex i s t ,  ancJ  the  pho tog rams  p roduced  i n  t h i s
c roun t r y ,  a re  a rnong  h i s  b r : s t  wo rk  The  po l i t i ca l  i r nag r : r y  o f  t he  pho toco l l ages ,  t he
sub t l e  anc l  exq r , r i s i t e  p lay , r f  l r gh t , l o r rn ,  an i . J  n r i l l i on  i t t  t he  pho tog rams ,  and  the  keen

obsc rva t i on  o f  de ta i l  and  s l rL t c t t l r e  i n  t he  pho tog raphs  taken  toge  the r  rep resen t
n ra io r  aspec ts  o f  h i s  a r l i s l i c  pe rsona r l i t y :  soc ia l  consc io t t sness ,  i n l e res t  i n  t he  f o rn ra l
qua l i t i c s  o f  l i gh t  a r rd  i l o topos t i o r r ,  anc l  sensuousness  o f  su r face

Dur ing  h i s  Budapes t  pe r i od ,  Kepes ' s  commi tmen t  t o  soc ia l  change  l l ad  o the r
avepues  as  we l l  He  was  a  rne r r l be r  o f  a  g roup ,  a  "wo rk ing  cho rus , "  t ha t  t o t t r ed
lac to r i es  rec i l i ng  t he  poe r t r s  o f  La jos  Kassak ,  u r l de r  t hc  l cade rs f  r i p  o f  Kassak ' s  w i f e ,

. i o l an  S i rnon .  Onc  o f  t hcm,  "T i re  Bu i l de rs "  (1917 )  as  Kepes  vague l y  reoa l l s  i t ,
i nc ludcc l  t he  l i ne t s ,  "We  a re  no t  sc ien t i s t s ,  no r  d reaming  p r i es t s ,  r r o r  n l i l i t a r y  r r l en .  We

are  bu i l de rs  We  a re  t he  he roes  o f  t l r e  Fu tu re . "  Th i s  was  ma t te r i a l  f o r  a  new a r t  o f  t he
pcop le ,  a  k i nd  o f  u rban  con tempora ry  " f o l k "  a r t .

Du r i r r g  l l t e  l a te  1920s  an r l  ea r l y  30s  l ( epeswar r tec l ,  above  a l l ,  t o  make  a  f i l n t .  He  saw
in f  i lm,  as he la ter  wrotet  in  L-anglLtage of  Vis ion,  a v i ta l  n-rediLrm for  soci i t l  be l ie f  s
A t  t he  l i r ne ,  he  v iewe  d  f i l r n  as  an  a r t r s l i c  i d i om in  wh i ch  to  exp ress  h i s  l c l ve  l o r
l l t Lnga r i an  fo l k : t r l ,  n t r r s r c  a r rd  l a r r r Jscape .  a  f i l r t t i c  equ i v t t l en t  t o  Ba r t r t k  anc l  Koda l y
whon t  he  g rea t l y  ad r l i r ed  {o r  t he  h igh l y  c rea t i ve  and  i t r nova t i ve  way l l  t hey  c l r ew  on
fo l k  t r ac l r t i ons  Kepes  workcc j  o r r  a  sc r i p t  abou t  a  popL r l a r f t g t i r e  i n  t he  n ia t t ona l
revo lu l i r t n  o f  1848 ,  Rozsa  Sa r rdo r ,  a  k i nd  o f  l - l unga r i an  Rob in  F lood .  B i l t  i n  Budapes t
a t  t ha t  t i r nc  i t  was  v i r t ua l l y  i r r r poss ib ie  t o  rna l<e  a  l i lm  Even  so ,  Kepes  co r r l t r t uec l
wo rk ing  on  the  sc f i p t ,  co l l cc t i ng  popu la r  l i t e ra tu re .

Lasz lo  I \ : ' l oho l v -Nagy ,  o r i g i r r a l l y  a  t r ember  o f  Kassa l< ' s  g roup ,  was  n rak ing  f i l n l s  i t r

Be r l i n ,  anc l  i n  1930 ,  Kepes  wro te  ask ing  to  wo rk  w i t h  h i rn .  Moho ly  i nv i t cc l  Kepes  to
jo in  h i rn ,  anc i  l r om 1930  to  1937  they  co l l abo ra ted  i n t r : r n r i t l en t l y ,  f  i r s t  i n  Be r l i n  a t r r i
t hen  i n  London  Kepes  d i c l  n i a rg ine i l  wo rk  o r l  M t l ho l y ' s  t i l n r ,  "B iack  Wf  r i t e  i r nd  Gray , "
anc l  had  a  ma  j o r  p ra r t  i n  des ign ing  thc  s tage  fo r  Madame Bu t te r f  l y  and  H indemi th ' s
l l in  und Zur i lck.

I n  B6 r i i n ,  Kepes ' s  pass ion i : i t e  i n te res t  r n  t he  c l eve lop ing  soc ia l  a r rd  aes the t i c  i dea l s
had  oppo r tun i t i es  f o r  an  even  g rea te r  scope .  I n  ac ld i l t on  t o  h i s  new f r i endsh ip  w i t h
Moho ly - l . . 1agy ,  he  came to  know the  Hungar ian  scu lp to r  Lasz lo  Pe r i ,  t he  a rch i l ec t
Wa l te r  C ) rop ius  an r l  t he  f  i l n r r r rake rs  Ve r to t f  and  Dovz i re lnko  who  were  admi red

I

rorTl
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This dual impoverishment of our dai ly l ives has
gone unchecked but not unnoticed. Over a
hundred years ago, John Buskjn complained.

"l t  is the vainest ol affectat ions to try to put
beauty jnlo shadows, while al l  real things that
cast them are left  in deformity and pain." Al l
that has been lost from our dai ly existence -
the common joys of the r ichness of the
environment, lhe pleasure in making things,
the tenderness of int imate moments, and
above al l  the col lect ive r i tuais punctuating the
interfaces of l i fe: christenings, weddings,
funerals and the changes of the sbasons -
we only f ind in isolated works of art

lntroduction, Hungarian Peasanl Art edited by
Tamas Hofer and Edit Fel,  Oxlord: Oxford
Univers i ty  Press ,  fo r lhcomrng.

And so let us understand that the issue is not
functional design as such, that i t  is not just the

"know how," but the "know why" and the "know
what." The crux of the issue rs not the mere
physical principle, which is as old as nalure
and hislory, but lhe strength and scope of
appilcation in the concrete context of genuine
human needs.

"Function in Modern Design," Graphic Forms,
Cambridge, Ma.: Harvard University Press,
1949,  pp  5-6 .

part icu lar ly  for  thei r  abi l i ty  to  mobi l ize socia l  imaginat ion through the union of  ar t  and
technology.  In  the larger  realm of  contemporary ideas Kepes was at t racted
especia l ly  to  the conf ident  fu tur jsm of  Mayakovsky -  that  ar t  is  meaningfu l  i f  i t
t ransforms the envi ronment  -  and to the act iv is t  ideology of  Tat l in  rather  than to the
more formal  concerns of  Malev ich.

Du r ing  h i s  b r i e f  subsequen t  pe r i od  i n  London ,  f r om 1935  to  1937 ,  t h rough  h i s  f  r i end
J J.  Crowther ,  then a sc ience wr i ter  of  the Manchester  Guardian,  Kepes came into
contact  wi th some of  the leading sc ient is ts  in  England -  Bernal ,  Needham,
Waddington,  and Haldane.  He fe l t  as much exci tement  among these socia l ly
commit ted sc ient is ts  as he had wi th Kassak 's  group and other  ar t is ts .  He a lso
renewed his  ear ly  in terest  in  John Buskin and Wi l l iam Morr is  and thei r  v is ion of  the
ar t is t 's  ro le in  t ransforming the envi ronment .  He saw no necessary opposi t ion as
they d id between the craf t  e th ic  and modern technology.

When Moholy was inv i ted in  1937 to establ ish a New Bauhaus in Chicago,  he asked
Kepes to found the l ight  and color  department ,  the f i rs t  o f  i ts  k ind in  th is  country
Moholy wanted " to form a nucleus for  an independent  re l iab le educat ionai  center ,
where ar t ,  sc ience,  technology wi l l  be uni ted in to a creat ive pat tern. ' '  This  is  one
of  the themes,  wi lh  i ts  antecedents in  Munka,  the Russian Wchutemas and the
Bauhaus,  that  returned enr iched and s igni f icant ly  developed by Kepes th i r ty  years
la te r  i n  h i s  a ims  fo r  t he  Cen te r  f o r  Advanced  V i sua l  S tud ies  a t  M . l .T .  I n  Kepes ' s  l i gh t
and color  workshop in Chicago a var iety  of  lorms and techniques for  v isual  e lements
were researched and re lated to thei r  potent ia l  socia l  and psychological  impact
Kepes's  purpose in these exerc ises was to increase understanding o l  v isual
organizat ion us ing many media in  d i f ferent  design contexts

In January 1942,  the Chicago Inst i tu te of  Design ( the restructured New Bauhaus)
was cer t i f ied by the Army as a school  for  the study of  c iv i l ian camouf  lage,  and
Kepes set  out  to  apply h is  theor ies of  ef fect ive v isual  analyses to the problem of
camouf lage design.  As par t  of  h is  research,  Kepes f lew over  Chicago at  n ight  to
observe the l ight  pat terns.  An ear l ier  f l ight  over  Par is ,  seven years before,  had
el ic i ted images of  a large-scale urban ar t  form. Now, in  Chicago,  dur ing the war,  he
explored the possib i l i t ies of  t ransforming the large-scale image of  the c i ty .  To
dis locate the n ight  landmarks,  he proposed to f ioat  on cables a network of  l ights tha
would hover  over  Lake Michigan so that  the pat tern would take on an apparent
real i ty  confus ing to potent ia l  ra iders.  This camouf lage research gave Kepes an
extraord inary opportuni ty  to envis ion the possib i l i t ies of  an envi ronmental  ar t .

He developed the theme of  the urban n ightscape seventeen years la ter ,  when he
designed a programmed l ight  mural  for  the KLM of f  ice in  New York.s And in 1968 he
planned and designe d The Night Landscape of the City at the Fourteenth Triennale
de  M i l ano .

The substance and approach of  Kepes's  research and teaching in  Chicago are
ref lected in his f irst book Language of Vision, written between 1939 and 1942 and
publ ished in 1944.  The book,  now in i ts  th i r teenth edi t ion,  has become a c lass ic  in
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We are embedded in a "second nature," in

a man-slraped environment which could not
grow natural ly because i l  was inlercepted

and lwisted bY one-sided economic

considerations. The appearance of things rro

longer reveals lhci l  nature -- images fake
lorms - forms cheat functions - functions
are robbed of their natural sources - human

needs. Urban landscapes, bui ldings with
counterleit  insides and fake outsides, off ices
and factories, objects for use, the packaging
of goods, the poste(s, the advert ising in our
newspapers, our clothes, our gestures, our
physiognomy are wrthoul vtsual integri ty
The world man has constructed is without
sincerity, without scale, without cleanl iness -

twisted in space, without l ight and cowardly in
color. l t  combines a mechanical ly precise
pattern of the detai ls within a formless whole. l t
is oppressrve in i ts fake monumental i ty, i t  is
degrading in i ls petly fawnrng manner of
decorative lace l i f l ing Man, l iv ing in this false
envrronment and injured emolional ly and
intel lectual ly by the terr i f ic odds of a chaotic
society, cannot avoid having his sensibi l i t ies,
the foundatjon of his creative faculty,
rmpalred.

A man whose {acult ies are impaired narrows
his world He achieves a relat ive equi l ibr ium in
his environment only by art i f ical ly shrinking i t
in proport ion lo his dif l icult jes. This iErpaired
capacity rs further characterized by lhck of
abi l j ty to make experience coherent. Today
because th is  la i l rng  expresses  i t se l f  as  an
inab i l i t y  to  b r ing  sensuous,  emot iona l ,  and
intel lectual levels ol experience to a single
locus, a dif  fused image without cohesron
prevents man's ntovements lrom one situation
lo anolhef.

To bring dri-eciron and order to this
{ormlessno:rs we need to regain the health of
our creai i \ / . .  lai ;Ul i ies, and not the least, of our
v lSUal  sen: i i i - r t l i t i es

"The 16p1111;,1;1, :  r , i  C)r( ier in Vision,,,  Bui lding
lor Mod€ r: ,i,i.:; ,t.-i L_ry ThOmaS H. Creighton

:: l :"" '  r-  elt .rn Unrversrty Press,
r v a v  

l r i  
' .  
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schools of  ar t ,  design,  and archi tecture hnd has had a great  impact  on ways of
t h i nk ing ,  and  on  teach ing  and  p rac t i c i ng  des ign  and  pho tog raphy

Kepes's  book was more accessib le to Amer ican students than those produced by
the  Bauhaus .  Bo th  dea l t  w i t h  f undamen ta l  l aws  o f  spa t i a l  r e l a t i ons ,  l i gh t  and  co lo r ,
bu t  Kepes  made  des ign  p r i nc ip les  immed ia te l y  app l i cab le .  H i s  a im ,  as  he  s ta tes  i t
in  the in t roduct ion,  is  the mot i f  that  appears throughout  h is  l i fe  and work:

"To establ ish an organic in terconnect ion of  the new f  ront iers o{  knowledge .  .  .  the
goal  is  a new v i ta l  s t ructure-order .  .  .  .The Language of  Vis ion,  opt ica l
communicat ion,  is  one of  the st rongest  potent ia l  means both to reuni te man and h is
knowledge and to re- form man in lo an in tegrated being.  .  .V isual  communicat ion is
universal  and internat ional .  .  .  l t  can re inforce the stat ic  verbal  conceot  wi th the
sensory v i ta l i ty  of  dynamic imagery.  l t  can in terpret  the new understanding of  the
phys i ca l  wo r l d  and  soc ia l  even l s  because  dynamic  i n l e r re la t i onsh ips  and
in te rpene t ra t i on ,  wh i ch  a re  s i gn i f i can t  o f  eve ry  advanced  sc ien t i f  i c  unde rs tand ing
o f  t oday ,  a re  i n t r i ns i c  i d i oms  o f  t he  con tempora ry  veh i c l es  o f  v i sua l  commun ica t i on :
pho tog raphy ,  mo t i on  p i c tu res  and  te lev i s i on . "6

Kepes concluded that  the language o{  v is ion involves the developmenl  of  "dynamic
iconography."  He shows how f i lm and design can be used r igorously  to
communicate needed knowledge.  Kepes bel ieves new combinat ions of  v isual
e lements af f  ect  feel ings and percept ions,  and he c i tes the st ructura l  connect ion of
images in actual  t ime sequence in f  i lm;  the dynamic in teract ion of  word and image in
Apol l ina i re 's  ideograms and Mir6 's  paint ing-poems; the coordinat ion o{  actual
t h ree -d imens iona l  un i t s  and  pu re  p las t i c  e lemen ts  o f  l i nes  and  shape  i n
photomontage.  These combinat ive ar t  forms have great  potent ia l  for  broadcast ing
socia l  messages and could prov ide the components for  a posi t ive popular  ar t ,  a
modern vers ion of  the union between rnan and h is  envi ronment ,  the in tegrated l i fe ,
that  Kepes admired in  fo lk  ar t .  Wi th the publ icat ion oI  Language of  Vis ion Kepes's
name became ident i f ied wi th an analyt ica l  and inc lus ive approach to design.  He
represenled to many a second generat ion of  Bauhaus-or ienled ar t is t idesigners,
even though h is  par t icu lar  set  of  in lerests d iverged f rom the Bauhaus aesthet ic .

In  1945,  Kepes was inv i ted to establ ish a program in v isual  design at  the School  of
Archi tecture and Planning at  M l .T.  Kepes,  wi th h is  exper iments in  new mater ia ls
and  me thods  o f  des ign ,  h i s  sys tema t i c  ana l ys i s  o f  t he  l anguage  o f  v i s i on ,  h i s
in lerest  in  the col laborat ive possib i l i t ies between ar t  and sc ience,  was an ideal
choice to establ ish th is  new program. Up to th is  point ,  Kepes had been exposed to
the general  phi losophy of  sc ience,  but  at  M. l .T.  he had the chance to move into the
center  of  the real  wor ld of  sc ience and technology.  He recal ls  arr iv ing l ike a
displaced person,  wi th an in tense need to extract  meaning f  rom his  new mi l ieu and
relate i t  to  h is  own work.

ln  Cambr idge,  Kepes brecame tnvolved in a number of  co l laborat ive pro jects wi th
a rch i t ec t s ,  i nc lud ing  Grop ius ,  Wurs te r ,  Be l l usch i ,  and  Koch .  I n  t he  p rocess  o f
wo rk ing  on  these  commiss lons ,  he  deve loped  new techn iques ,  ma te r i a l s  and
r rodes  o f  d i sp lay  I n  1948 -49 ,  he  and  h i s  w i f e  Ju l i e t  Kepes  des igned  a  ch i l d ren ' s
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Our great task is to bring man in scale again
with the entire horizon of nature, so that he can
sense i t  in al l  i ts wealth and promises,
harmonies and mysteries. In ignorance and
pride and by insecurity, we have severed
ourselves from our broader background. We
have to re-establ ish our bonds and recognize
our loyalt ies on this al l- inclusive level. Eastern
philosophy and art had an age-old awareness
that men l ived most ful ly by opening
themselves to the universal rhythm of nature.
With deep insights, Eastern phi losophers and
art ists responded to inner and outer
correspondences and reached stages of
wonderful tranquil l i ty The art ists of our
century, groping lor self-real izat ion, for an
inner freedom, for the true ecstasy of
spontaneity, jealously fol lowed the expressive
intensity and spontaneity of oriental art.  Bul
they did so without recognizing that the
freedom of oriental art grew from its
recognit ion of the continui ly between man and
natu re.

"Comments on Arl," New Knowledge in Human
Values ed. by Abraham H Maslow, New York:
Harper  &  Bro thers ,  1959,  p  91

u---

room using a var iety  of  tex iures on the f loor  and phosphorescent  l ight  pat terr
the cei l ing,  in  an at tempt to br ing e lements of  the outdoors in to the room in or
he igh ten  senso ry  pa r t i c i pa l i on  w i t h  t he  env i ronmen t .  Kepes  exp lo red  the  he r
cod ing  o f  sc ien t i f  i c  symbo ls  and  mode ls  as  imagery  f o r  an  u rban  a r t  i n  h i s  k i r
large-scale ouldoor  mural  o l  neon tubing for  the Radio Shack,  Boslon,  in  I95t
took an image f rom electronrcs -  e lect romagnet ic  waves as seen on an
osc i l l oscope  -  and  th rough  the  med ium o f  l i gh t  made  the  work  pa r t  o f  t he  u r
n igh tscape .  Th i s  k i ne t i c  mura l  i s  an  examp le  o f  Kepes ' s  des i re  t o  make  sc ienc
al ien by in tegrat ing sc ient i f  ic  e lements in to everyday aesthet ic  exper ience.  l "
deve loped  h i s  i deas  o f  u rban  imagery  and  symbo l i sm in  a  s tudy  he  co -d i rec te
Kev in  Lynch ,  h i s  o ld  f  r i end  f  r om Ch icago ,  f  r om app rox ima te l y  1954  to  1958  o

"Perceptual  Forms of  the Ci ty . "  Lynch recal ls :  "Kepes was a l ive to everyth ing h
and  he lped  me  to  l ook . "  The i r  wa l ks  t h rough  c i t i es  and  the i r  exchanges  o l  v i e
were in f  luent ia l  on Lynch in h is  books The Image of  the Ci ty ,  and later  View f  rc
Road.  Lynch's  work contrnues thei r  ef for t  to  f ind d i rect  expressions of  the cul l
u rban  emb lems  and  symbo ls .  To  Kepes ,  u rban  a r t  f o rms  have  the  po ten t i a l  f o r
con tempora ry  pub l i c  a r l ,  i f  t hey  a re  respons i ve  t o  ou r  needs .

H is  con tac t  w i t h  t he  sc ien t i s t s  and  eng inee rs  a t  M . l .T .  a l so  was  semina l  f o r  K€
la te r  wo rk .  I n  t he  l a te  1940s ,  Kepes  pa r t i c i pa ted  i n  some  o f  t he  week l y  d i scus
on new developments in  sc ience,  conducted by Norber t  Wiener.  The war hac
ended recent ly  and Kepes descr ibes i t  as a jubi lant  and coni ident  t ime,  a per
major  breakthroughs.  Among the sc ient i f ic  concepts that  af fected h im were
Wiener 's  ideas on cybernel ics and feedback systems and the work by Warrer
McCu l l och  and  o the r  neu rophys io log i s t s  t ha t  suppo r ted  the  v iew  tha t  one ' s
capaci ty  to or ient  onesel f  is  based on the abi l i ty  of  the neurological  system to
d i sce rn  i nva r i ance  i n  con t i nuous  t rans fo rma l i on .  Kepes  can  be  seen  to  have
adopted these ideas as metaphors:  that  the real  task of  ar t  was to help people
rediscover  the invar iant  sense of  potent ia l  harmony and f  u l f  i l lment  beneath t l
t ransformat ions of  l i fe ,  that  ar t  can be a feedback system of  a society 's  i rnage
aspirat ions.

Fo r  Kepes  sc ience  and  techno logy  cou ld  se rve  as  mode ls  f o r  pub l i c  a r t  i n  c rL
ways:  as a source of  expanded imagery;  as a dynamic way of  th ink ing where
bas i c  i d i oms  a re  re la t i onsh ips ,  ene rg ies ,  p rocesses  and  s t ruc tu ra l  o rgan i za t t r
Sc ience  and  techno logy  a re  " sys tema t i c ,  d i sc ip l i ned ,  co l l abo ra t i ve  app roac t
chosen  ob jec t i ves . "  The  l abo ra to ry  can  be  a  mode l  {o r  a  way  o f  wo rk ing  i n
non -sc ien t i f i c  f i e l ds  as  we l l .  I n  app l i ed  sc ience  Kepes  saw "mode ls  o f  dynam
in te rconnec tedness  and  bas i c  comp lemen ta r i t y  o f  d i spa ra te  p rocesses  and
sys tems  -  pa r t i cu la r l y  i n  such  f i e l ds  as  compu te r  t echno logy ,  e lec t ron i cs ,  a r
commun ica t i on  ne tworks .  "T

From 1947 to 1952 Kepes col lected v isual  mater ia l  on sc ient i f  ic  s t ruc lure and
imagery and in '1  951 he organized "The New Landscape,"  an exhib i t ion at  M.
Hayden Gal lery l ts  subject  was the "new f ront iers of  the v is ib le wor ld .  .  .  unt i l
h i dden  f rom the  una ided  eye , "  Among  the  exh ib i t s  we re  pho to  and  e lec t ron
micrographs of  b io logical  forms and crysta l  s t ructures and examples of  s t ruct



The obviorrs world that we Know on tne gross

levels of sight, sound, taste and touch, can be

connected with the subtle world revealed by

our scienti f ic inst lUments and devices Seen

together, aerial maps of r iver esluaries and

road systems, feathers' fern leaves,

branching blood vessels'  nerve ganglta,

electron micrographs of crystals and the

tree-l ike patterns of electr ical discharge-
f igures are connected, although they are
vastly dif ferent in place, origin and scale.Their
similarity of form is by no means accidental.
As patterns ol energy-gathenng and
energy-distribution, they are similar graphs
genercted by srmiiar processes.

The New Landscape, Chicago Paul Theobald
and Co. ,  1956,  p .260

art  and archi tectura l  works.  lnThe New Landscape in Ar t  and Science (1956),  he
pub l i shed  th i s  ma te r i a l  t oge lhe r  w i t h  essays  by  such  i l l us t r i ous  sc ien t i s t s  and  a r t i s t s
as Norber l  Wiener,  Fernand L6ger,  Jean A/p,  and Wal ter  Groplus.  The exhib i t ion
and the book contr ibuted s igni f  icant ly  to  the rapprochement of  ar t  and sc ience,  and
pref igured the col laborat ive spi r i t  o f  the group "Exper iments in  Ar t  and Technology"
(EAT) in  the 1960s.  According to Kepes what  was needed were models of
re latedness;  ar t  could a id sc ience by provid ing i t  wi th new resources for
v isual izat ion.  Together ,  sc ient is ts  and ar t is ts  could work out  new v isual  id ioms.s

Kepes proceeded to organize seminars for  graduate students in  the School  of
Archi tecture on a range of  subjec ls  of  mutual  in terest  to  sc ient is ls  and ar t is ls :  on
s t ruc tu re  i n  a r1  and  sc ience ,  on  the  na tu re  o f  mo t i on ,  on  s igns ,  images ,  and  symbo ls ,
and on other  topics.  These ideas came together  in  Vis ion + Value,  the seven volume
ser ies devoted to the examinat ion of  problems common lo sc ience and the v isual
ar ts  which took an essent ia l ly  s t ructura l is t  approach.s The purpose of  the ser ies,
Kepes wrote,  is  " to systemal ize our  knowledge about  the ro le o l  v is ion,  to  t ind
competenl  methods to develop i t ,  and to map the concrele terr i tor ies where creat ive
v i s i on  i s  t o  be  app l i ed . "

As  the  comp lemen ta r i t y  o f  a r t  and  sc ience  i s  a  cen t ra l  i s sue  i n  Kepes ' s  wo rk ,  so  l i gh t
is  h is  dominant  means of  explorat ion and expression.  Every facet  of  h is  work,  both
pub l i c  and  p r i va te ,  i s  conce rned  w i th  l i gh t - l i gh t  as  med ium,  as  image  and  as
symbo l .  I n  t he  va r i ous  fo rms  o f  l i gh t  Kepes  sees  the  p rom ise  o f  a  new a r t .  I n  h i s
exhib i t ion,  "L ight  as a Creat ive Medium" at  the Carpenter  Center ,  Harvard,  in  1965,
he presented h is tor ica l  and contemporary examples.  Kepes points to physical ,
phys io log i ca l ,  symbo l i c ,  and  spa t i a l  de l i nea t i on  by  l i gh t  and  shade ,  t r ans lucency ,
t ranspa rency ,  specu la r  re l l ec t i on ,  and  co lo r  p roduc t i on  and  i nduc t i on . l 0

Almost  a l l  o f  Kepes's  professional  l i {e  came to focus in  h is  p lans for  the Center  for
Advanced Visual  Studies (CAVS),  wi th the "creat ive use ot  l ight  on a grand scale"  as
i t s  o rgan i z i ng  concep t i on .  Kepes ' s  i n ten t i on  i n  f ound ing  the  Cen te r  f o r  Advanced
Visual  Studies was to prov ide a set t ing where ar t is ts  and sc ient is ts  would
col laborate on pro jects,  exper iment ing wi th new media and work ing toward an ar t  o f
the envi ronment .  In  h is  s tudent  days in  Budapest ,  Kepes had been moved by Van
Gogh's dream of  a communi ty  of  ar t is ts ,  and he h imsel f  had exper ienced the
intensi ty ,  opt imism and commitment  o i  a  cooperat ive venture of  ar t is ts  wi th a socia l
m jss ion in  the Construct iv is t -or iented Munka.  Though he was never  a member of  the
Bauhaus,  i t  was however,  a s igni f  icant  model  of  communal  ef for t  between ar t is ts
and  a r t i sans  ded i ca ted  to  deve lop ing  a  new aes lhe t i c  w i t h  soc ie ta l  r am i f i ca t i ons .  A
simi lar  sp i r i t  mot ivated the col laboral ive pro jects cont inued in the Chicago Inst i tu te
o l  Des ign .  I n  London ,  t he re  was  the  l r i endsh ip  w i t h  sc ien t i s t s  a round  Crowthe r .
And there was Ruskin 's  and N4orr is 's  v iew of  the ar t is t 's  ro le in  t rarrs forming the
en r r i r onmer r t  wh i ch  Kepes  has  sa id  i n f  l uenced  h im  i n  t he  f o rma t i on  o f  t he  Cen te r
At  M I  T.  t l - rere had been the format ive exper ience of  Wiener 's  seminars in  new
developments tn sc ience There a lso were the meaningfu l  exchanges wi th
co l l eagues  l i ke  Ha ro ld  Edge r ton ,  Kev in  Lynch ,  Wa l l e r  Rosenb l i t h ,  B tuno  Ross i
and  Cy r i l  Sm i i h  and  Canrb r i dge  f r i ends  such  as  Gera ld  Ho l t on ,  l .A .  R i c l r a rds  and
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1948, by

LASER MAP FANTASY above Manhattan 1972
Gyorgy Kepes

George Wald.  Speci f  ic  p lans for  the CAVS were f i rs t  formulated in  the f  i f t ies.  In  196
the  Cen te r  opened .  Kepes  desc f i bed  i t s  a ims :

"The  Fe l l ows  o f  t he  M . l .T .  Cen te r  f o r  Advanced  V i sua l  S tud ies ,  now  engaged  i n
pre l iminary explorat ion of  a major  pro ject ,  recognize object ives s imi lar  to  those of
other  col laborat ive groups:  absorpt ion of  the new technology as an ar t is t ic  medium
in te rac l i on  o f  a r t i s t s ,  sc ien t i s t s ,  eng inee rs ,  and  i ndus t r y ;  t he  ra i s i ng  o f  t he  sca le  o f
work to the scale of  the urban set t ing;  media geared to a l l  sensory modal i t ies;
incorporat ion of  natura l  processes,  such as c loud p lay,  water  f low,  and the cyc l ice
va r i a t i ons  o f  l i gh t  and  wea the r ;  accep tance  o f  t he  pa r t i c i pa t i on  o f  ' spec ta lo rs '  i n
such a way that  ar t  becomes a conf luence ra lher  than a d ia logue.  But  the work in  thr
Center  a ims at  more than explo i tat ion of  new technical  potent ia ls .  l t  seeks,  above
al l ,  to  develop new object ives.  These are envis ioned as complemenlar ies of  both
the pr ivate and the c iv ic  sector  of  ar t :  in tensi fy ing the in f  ra- indiv idual  wor ld and at
the same t ime developing networks of  communicat ion between indiv iduals,  and
be tween  the  i nd i v i dua l  and  the  env i ronmen t . " "

A  pub l i ca t i on  a t  t he  ded i ca t i on  o f  t he  CAVS (1967 )  p resen ts  t hemes  fo r
col laborat ive pro jects in  the "explorat ion and development  o l  the fundamental
creat ive pr inc ip les necessary for  an envi ronmental  l ight  ar l . "  Among the in i t ia l
pro jects,  Kepes suggests the orchestrat ron of  the urban n ightscape by "developinr
s imu la t i on  dev i ces  o f  l i gh t  pa t te rns  coup led  to  a  compu te r , "  i n  o rde r  t o  ach ieve

"c rea t i ve  use  o f  k i ne t i c  l i gh t  des igns  on  an  env i ronmen ta l  sca le . "

Another  re lated bul  more ambi t ious pro ject  was the development  of  a "monumente
kinet ic  l ight  form for  the middle of  Boston Harbor ,  to  prov ide the urban envi ronmer
wi th a focal  hear th,  a monumental  gateway matched to the age of  f  l ight .  Such a
project  would engage ar t is ts ,  s t ructura l ,  e lect ronic ,  computer ,  and systems
eng inee rs ;  a  c i t y  p lanne r ;  psycho log i s t  and  soc io log i s t . " l 2

Kepes proposed insta l l ing t loat ing mir ror ing buoys in  the harbor  and a mi le- long
programmed luminous wal l .  Ot to Piene,  one of  the f i rs t  Fel lows,  and now the Cente
Director ,  designed an ar t i l ic ia l  ra inbow for  the pro ject  which was constructed four
years la ter  for  the 1972 Munich Olympics These works were in tended to have a
fest ive qual i ty ,  " to  compensate for  the lost  pageantry of  nature,"  and to engender
sense of  group ident i ty  for  the c i t izens o l  Boston.  Kepes wished to in t roduce a "ner
aesthet ic  d imension of  urban landscape through the contro l led explo i tat ion of  the
lum inous  acc iden ta l  r i chness  o f  t he  u rban  n igh tscape . " l 3  The  pu rpose  o f  t he
Center 's  pro jects was to ra ise c iv ic  consciousness and to meet  the need to br ing
into the ot ies nucle i  o f  h igh exper iences,  form or  pat tern of  s ights and sounds.

"Ar t  .  .  .  wi thout  loss of  personal  v is ion -  in  point  of  fact  through the expansion of
such  v i s i on  -  i s  f as t  app roach ing  the  env i ronmen ta l  sca le  and  by  i t s  own  i nne r
dynamics as a craf t  becoming a col laborat ive enterpr ise involv ing sc ience and
engineer ing.  .  .  .The focal  expression of  our  corporate ex is tence .  may wel l take
the shape of  g igant ic  luminous forms celebrat ing our  c iv ic  pr ide in  our  knowledqe
and h igh technological  achievement :  founta ins of  l ight ,  produced by pro jected
sources of  powerfu l  ar l i f ic ia l  l ight  " ta
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Acoustics exhibit ion 1949, Bui lding 7 Lobby,
Massachusetls Instttute of Technology,
Cambridge, executed by Robert B. Newman
and Roberl Bliss for Advanced Visual Studies
course conducted by Gyorgy Kepes

We recognize interdependence as Upslc to
a l ivable contemporary l i fe. Thus, we\do not
bel ieve rn divorcing art from l i fe, nor do we see
the arl ist 's act ivi t ies as separate from lhe
lssues that t [ouble our conlemporary society.
Because ol our bel jef in this interdependency,
we corrtend that creal ive ideas in art play key
roles in the shaping o{ our common l iJe. To
symbolize this convict ion, our intenl ion was to
rorm, with a uride ranqe of vi tal art works, an
environntenial community - one which, l ike a
synergetic sysiem, can exisl only through the
lnierconne.ted workings ol i ts members. Our
alm was to ieai ize an exhibit ion as a total i ty
and nc,i  r ,rrreiv an anthology ol rndependent
arrrslrc si. t ie treirts, however r ich they might
bc .  Br - t l  r ; i i -  r r r  r5 t31136g OUtS ide  OUr  COnl fO l
nave k' .) i ,r  i I  i  r .r111 3669J6plishlng our aim.

Stalen-i tr : : l  ' ,  , ,  I  realton wii l i  i l re cancel lat ion
o:  l l re  i  ! t i , ' ,  I  .  j .  f lao  pau lo ,  Ju ly  196g

A par l icu lar ly  imaginat ive example of  Kepes's  envi ronmental  ar t  is  h is  proposal  for  a
water  pur i f rcat ion process as a d isp lay feature that  a lso serves as a symbol ic  form of
man's at tempt at  co l lect ive sel f - regulat ion.  Kepes compares th is  form of  c iv ic  ar t  to
a  Roman  aqueduc t .  The  p lan t  cou ld  be  though t  o f  as  a  pub l i c  monumen t ,  an
rmmense ,  t r anspa ren t ,  k i ne l i c  s t ruc tu re  t ha t  wou ld  make  the  hyd rau l i c  p rocesses
v i s rb le : "  .  .  .  a  con ta ined ,  bu t  l eg ib le  ba l l e t  o f  wa te r  l o r c i ng  th rough  obs tac les  o f
f  i l t e r s ,  t i n ted  and  pu r i f  i ed  by  chemica l s ,  o r  mov ing  s lugg i sh l y  i n  i n t r i ca te  bu t  l eg ib le
pa t te rns  o f  t r anspa ren l  con ta ine rs . "  He  has  a l so  p roposed  " i n fo rma t i on  beacons "
o r  "da ta  f oun ta ins "  -  h i gh  l um inous  co lumns  tha t  repo r t  on  f l uc tua t i ng  l eve l s  o f
wa te r ,  a i r ,  no i se  and  po l l u t i on .  These  wou ld  resu l l  f  r om the  co l l abo ra t i ve  e f f o r t s  o f
a r t i s t s ,  sc ien t i s t s ,  soc ro log i s t s ,  l e l ecommun ica t i ons  eng inee rs  and  mu l t imed ia
exper ls .

Kepes's  proposals were unl jke ly  to be real ized because of  thei r  scale and the
compl ,cat lons of  get t ing funding and approval  f rom the var ious c iv ic  author i t ies.  His
pro lects evoke some of  the f  antasy and p layf  u lness of  the archi tect  Scheerbar t  who
in 1914 in h is  G/assa rchi tektur  envisaged aer ia l  c i t ies l i f ted by bal loons and
i l luminated by a thousand colored spot l ights,  and ra i lways t rack ing colored l ights
ac ross  t he  n igh t  coun t r ys ide .  Kepes  has  l ong  been  i n te res ted  i n  Schee rba r l ,
a l though unl ike th is  archi tect  of  fantasy,  Kepes conceived h is  pro jects as feasib le.

Though very few of  the pro jects were real ized,  the Center  communicated i ts  goals
th rough  exh ib i t i ons  o f  t he  assoc ia tes '  wo rk ,  i nc lud ing  i nd i v i dua l  p i eces ,  maque t l es
and  d raw ings  fo r  l a rge -sca le  env i ronmen ta l  a r l .  "Exp lo ra t i ons , "  an  exh ib i t i on
prepared by Kepes and the Fel lows in 1968 for  the Smithsonian Internat ional  Ar t
Program, was intended to look ahead " toward an ar t  scaled to the expanding
sc ien t i f i c - i ndus t r i a l  u rban  wor ld  and  revea l i ng  i t s  l a ten t  r i chness . "  Fo r  t h i s
exh ib i t i on ,  w i t h  t he  he lp  o f  a r ch i t ec t i  eng inee r  W i l l i am Wa inwr igh t ,  Kepes  c rea ted  a
Photoelast ic  Walk composed of  f  luorescent  l ights and polar ized screens which
changed color  when walked on.  This work was a tentat ive model  for  a more massive
vers ion in tended as an in tegra l  par t  o{  some f  u lure urban envj ronment .  ln  1972-73
the Center  prepared a t ravel ing exhib i t ion ent i t led "Mul t ip le Interact ion Team,"
based on a proposal  by { i lmmaker Stan van der  Beek and coordinated by Fr iedr ich
St .  F lor ian.  Kepes exhib i ted h is  F/ame Orchard:a col laborat ive pro ject  wi th
physic is t  Wi l l iam Wal ton,  fe l low ar t is t  Maur ic io Bueno,  and composer Paul  Ear ls ,
who created sound pat terns th 'a l  ac l ivated and modulated f  lames of  escaptng gas.
As  Keoes  desc r i bed  i t :

"Contemporary man's s t rong response to a f  l icker ing candle f  lame or  to the
synesthet ic  choreography of  the f lames in a f  i replace comes f rom deeper roots than
a  nos ta lg ia  {o r  a  s imp le  pas t .  The  eve r - chang tng  f ree  r i ch  p lay  o f  f  l ames  has  a
specia l  message for  man who I ives in  parcel led out  spaces,  regimented days and
unde r  f  r ozen  homogen ized  a r t i l i c i a l  j l l um ina t i ons .  F lames  l i nk  us  w i t h  l ong  fo rgo t ten
p r imeva l  mys te r i es  and  o f f e r  us  a  c rescendo  o f  t he  momen t  by  b r i ng ing  w ide  ranges
01  sensuous  moda l i t i es  i n  a  s i no le  a i i ve  f ocus . " l s

The use o l  archetypal  e lements and images -  f  i re  in  F lame Orchard,  water  in  the
pu r i f  i ca t i o r r  f ' l a r - r t  -  mob i l i zed  by  sc ie r r ce  a r rd  eng inee r i ng  L recomes  the  bas i s  o f  a
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A similar col lect ive vision born of pooled
feel ings, ideas, and knowledge is needed to
real ize another large-scale, potential form for
which a demand is becoming open and
urgent: mass play activity or choreographed
expressive outlet. Men who live rjveted to the
lelevision sel or encapsulated in an off ice or
automated factory have forgetten the joys of
shared, happy action A new pageantry is
long overdue, a new col lect ive, cooperative
public focus through which the individuai can
sense the r iches of his world more direct ly.
There are signs in the contemporary art ist ic
scene lhat suggest direct ions, or, at least,
some idioms. Too many ot these forms -

happenings, psychedelic l ight plays, and
related activi t ies - are l imited in depth and
scope by the present-day mental i ty of
frustrat ion and by tools too primit ive for
real izat ion. Even so, however, these forms
contain seeds of a promising new range of
relevant creative activi t ies. We have
prototypes, for example,
of mass events in which the part icipants'
uniquely telt  kincslhetic experience is
intenryoven with shared surprise of joy rn
seeing and hearing themselves
simultaneously in ampli f ied dimensions on
some audio-video display device.

The Center for Adrun"lba Visual Studles,
Cambridge, Mass.: Massachusetts Inst i tute of
Technology, Center for Advanced Visual
Studies. 1967.

new " fo lk  ar t , "  a  "dynamic inconography" that  responds both to our  present  i ives
and lo our  atav is t ic  impulses lns lead of  a dance on the v i l lage square,  a pageant ,  o
a costumed parade,  the Center ,  wi th Ot to Piene's  leadership,  develops large-scal t
ce lebrat ions der ived f rom the torms of  the c i ty .  Using new mater ia ls  and rev iv ing tht
o ld t radi t ion of  ce lebrat ion,  Kepes and h is  col leagues have st r iven to creale a new
imagery,  a new col laborat ive spi r i t ,  not  just  between ar t is t  and sc ient is t ,  but  for  the
communi ty  at  large.  Vis ion becomes a means of  g iv ing form to a society that  has
become incomprehensib le to i tseJf  .  Kepes is  t ry ing to prepare the ground for  a

" fo lk lore"  to help us keep up wi th lhe technological  advances that  af fect  our  l ives anr
make new demands on our  understanding.

Work ing on these col laborat lve ventures,  Kepes needed lo f ind a way to assimi lat
personal ly  a l l  the e lements he was t ry ing to incorporate in to a socia l  context .  He
found  tha t  he  cou ldn ' t  use  sc ien t i f i c  image ry  i ndependen t  o f  h i s  a r t i s t i c  i d i oms :  t h
a r t i s l  needs  to  g rasp  the  imp l i ca t i ons  o f  sc ience  i n  h i s  own  te rms .  l t  was  th t s
confrontat ion wi th the new sc ience and technology that  led Kepes to return to
paint ing.  To v isual ize images on a publ ic  co l lect ive scale,  i t  was necessary to kee
h i s  bea r i ng  th rough  the  med ium o f  a  pe rsona l  and  p r i va te  v i s i on .  Th i s  he  d id  i n  h l
pa in t i ng  l n  1952 ,  sho r t l y  a f t e r  he  resumed  pa in t i ng ,  he  w ro te :

" l  am sea rch ing  fo r  t hose  l ow-ene rgy  expe r i ences  wh ich ,  i n  t he i r  subdued  sca le ,
a l low more embracing pat terns of  order .  I  am seeking af f in i t ies between my
complete moments and the pat terns of  my surroundings and have found for  mysel f
new meaning for  landscape.  The t ranqui l ,  .  .  . rhythms of  some age-old,
commonplace exper iences-sunset-a branch of  t ree--suggest  for  me the
coherence and completeness so lack ing in  our  urban industr ia l ized chaos.  By
paint ing them I  keep them to guide me to the r ich potent ia l  va lues inherent  in  lhe ne
landscaoe  o f  t he  sc ien t i f i c  wo r l d . "16

Kepes often cites the Greek myths of Daedalus and Antaeus, which he sees as
paradigms of his own dual aspirations. Daedalus is the space explorer; he spans larJ
distances, he dreams of f lying Antaeus, son of the mother goddess Gea, is renewed I
staying home, on Earth. One can see Kepes's voyages and returns with mythic
overtones. He makes photograms and light art - dematerialized forms - dreams o
new media on an ever-expanding scale,  and returns to h is  paint ings wi th thei r  ear th at
sand textures. He venlures out into the advanced world of sclence, relurning for
renewal  to  h is  Hungar ian rura l  or ig ins.  He seeks the "complementary uni ty  of
oPPosi tes."

With in the paint ings he p lays out  a para l le l  set  of  in teract ions.  Typical ly ,  he paints a
ground of  undi f ferent ia ted ear th l ike texture ln  brown,  b lack or  o l ive green on which I
locates a conta ined is land of  chromat ic  in tensi ty  and luminous energy.  Kepes says t t
he seeks th is  type of  in terp lay,  " l imi ted d imensions of  dynamic act iv i ty  set  against  a
large inact ive tota l . "

Kepes wishes h is  d iverse act iv i t ies to be seen as par t  of  an overal l  inc lus ive program
reconcile the opposites - at least in his own life - of personal and civic responsibii
He has d iv ided h is  t ime between dreams of  envi ronmental  publ ic  ar t  and serene



To develop a visron which brings the jnner and

outer worids together, we need common roots

once more. We are l ike Antaeus oI old, whose

strength, ebbing whenever he lost conlacl

wilh the Earth, his mother'  became renewed

each t rme he touched the  ground Spun ou t

of our heads, science and art rematn anemic

and withoul root, and need strengthening

contact with nature once again. The natural

wor ld  remains  the  common bas is  fo r  a l lo {  us '

even though i t  is changed beyond recognlt ion

from the world of nalure known to our fathers. l t

st i l l  starts lor us where we come in contacl with
it  -  through our senses. Science has opened
up resources for new sights and sounds, new
tastes and textures. l f  we are to understand
the new landscape, we need to touch i t  with
our senses anci bui ld the images that wi l l  make
it ours. For this we must remake our vision.

The New Landscape, Chicago: Paul Theobald
a n d  C o , 1 9 5 6 ,  p  2 0

It is a truism to say that the unresolved
confl icts of today are reverberating both in
the whole social landscape as well  as within
each individual. The individual is as much a
batt leground of the f ight between the old and
narrow and the polential new and r icher as the
group, the nation, or the global comrpunity. l t
is also equally true that the man-credted
world, the houses we bui ld, lhe ci l ies we plan,
the machines or factories through which we
produce the means o{ l i le, lhe scienti f ic
inslruments which help us to read and thus
use nature's energres are individual ly and
together also scenes ol the death struggle
Detween old and new. But the transformation
of the rndividual is, belore al l ,  where the
restf uct lrr ing rnust begin. His observation, his
understanding, his sensibi l i ty are not only
passl\re iaciors, bul essenlial levers of soctal
t  ran siorrnat ion.

"Sca le ,  S j t l  L rc tu re ,  Rhy thm, , '  T rans format ion  1 ,
n o  2  ( i 9 5 j )  6 7 _ 6 8

paint ing.  He says he wishes now to locus 6n personal  images,  " lyr ic  poetry whose
theme is  the combinat ion of  ear th iness and luminousness of  chromat ic ism."

One of  the f i rs t  works Kepes d id when he resumed paint ing was Hand and Bread
(195.1) ,  recal l ing an ear l ier  drawing of  bread,  barbed wire and a hand.  The image of  the
hand evokes the memory of  the camps,  the war -  a lean p ic ture on a hungry theme set
against  a lugubr ious background.  The chromat ic  column on the s ide,  recal l ing
Delaunay,  is  a br ight  contrast .  Kepes leels  th is  paint ing is  an important  s tep in  h is
evolu l ion,  a seed image:  "a symbol ic  co l lage of  socia l  real i ty  is  contrasted wi th a
symphonic chromat ic  e lemenl . "

His paint ings,  beginning here and evolv ing toward works of  greater  chromat ic  and
composi t ional  beauty,  are about  re latedness and complementar i t ies,  the d ia lect ic
between nature and ar t i {act ,  between images of  chaos and order .  In  anolher  age,
Kepes  m igh t  have  been  a  roman t i c  l andscape  pa in te r ,  l i ke  Caspa r  Dav id  F r i ed r i ch ,
a  v i s i ona ry  pa in te r  o f  f o r l o rn  and  ma jes t i c  l andscapes .  F r i ed r i ch ' s  t heme  i s  t he
lone l i ness  o f  man  con f  ron t i ng  t he  i n f  l n i t e  expanse  o f  na tu re .  He  a t t emp ls  l o  b r i dge
the  chasm be tween  the  two .  The  connec tedness  to  wh i ch  F r i ed r i ch  asp r res  i s
expressed in the image and metaphor of  l ight ,  the encompassing atmosphere o{
t ranscendence .  The re  a re  sp i r i t ua l  pa ra l l e l s  w i t h  t h i s  way  o f  pe rce i v i ng  the  wo r ld  i n
Kepes ' s  wo rk .

The var iety  of  ear th l ike textures and tones that  Kepes uses g ives the impression of
d i f f  erent  perspecl ives:  they might  be e i ther  le lescopic or  microscopic v iews.  At
l imes one seems to be looking at  a p lanet 's  sur face s imul taneously f rom afar  and up
close.  Along wi th these l i tera l  sur faces,  some of  h is  paint ings,  l ike Tender Space
(1959),  evoke the sense of  a landscape of  memory,  an inscape,  In another ,  Aer ia l
Nightscape (1959),  the theme appears to be more representat ional ,  resembl ing
f  l i c ke r i ng  l i gh t s  and  shadows ,  as  I n  t he  camou f l age  p ro jec t ,  o r  seeming  to  f o recas t
h is  proposals for  ce lebratory urban n ightscapes.

Kepes ' s  pa in t i ng  doesn ' t  be long  to  any  spec i f  i c  a r t  movemen t .  l f  one  cou ld
compare  h i s  i n ten t i ons  l o  any  o the r  pa in te r ' s ,  i t  wou ld  be  to  Pau l  K lee ' s ,  whose
at t i tude toward nature and growth processes made an impact  on Kepes.  Behind
both thei r  work there rs  a weal th of  theory and exper iments concerning spat ia l
re lat ions and color  contrasts.  In  Kepes's  work these e lements are more
metapho r i ca l  t han  theo re t i ca l ,  bu t  bo th  use  r i ch  co lo r  and  ca l l i g rap ih i c  s i gns ,  t hough
Kepes  does  so  l ess  { requen t l y  L rke  K lee ,  Kepes  g i ves  us  a  h igh l y  co lo r i s t i c
nuanced vers ion of  the cul ture of  mater ia ls ,  a l lowing personal  references and
assoc ia t i ons  t o  emerge  f  r om the  l i ne ,  co lo r  and  space .

Kepes  reca l l s  f r om a  n ree t i ng  w i th  K lee  i n  1935  tha t  K lee  desc r i bed  h imse l f  as  "a
ga rdene r  no t  a  pa in te r  .  who  reads  the  needs  o f  h i s  p lan ts  and  to  keep  them a l i ve
adds  da i l y  l he  needed  nou r i shmen t  -  t he  p rope r  co lo rs ,  l i nes  o r  t ex lu res . "  Kepes
bu i l ds  up  the  tex lu re  o {  i r i s  canvases  by  f  i r s t  d raw ing  w i th  p las t i c  g lue ,  on to  wh i ch  he
sp r i nk les  sand .  The  su f f  ace  i s  t hen  g lazed  w i th  co lo r ,  app l i ed  i n  pa r t  w i t h  a  pa le t t e
kn i f e .  l t  i s  by  t h i s  means  tha t  t he  canvas  comes  to  acqu i re  an  ea r l h  t ex tu re ,  an
evoca t i ve  g round  fo r  t he  o rgan i c  shapes  and  l um inous  passages  se t  upon  o r  i n to  i l .
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The paint ings of  the .1 960s have the del icacy,  even f  ragi l i ty ,  o f  thei r  t i t les:
Descending Light; Garden of Light; Nature Patina; Silver Dew;Veil; Linescape:
G/ow Nest ;  Serene and Aloof  ;  Metamorphosis.  Herber t  Read has descr ibed
Kepes's  paint ings as "pools of  s t i l lness,  areas of  entrancemenl . "  Typical ly ,  therr
a  con ta ined  a rea  o f  f  i e r y  co lo r ,  o r  o f  l i gh t ,  bu rgeon ing  ou t  o f  a  d ry ,  b rown  g round
the  l a te  I 960s  more  spec i f  i c  symbo ls  o r  mark ings  emerge ,  such  as  t he  a r rows  i r
G/ow Nest  and Unt i t led,  whi le  in  the 1970s geometr ica l  f igures are set  out  more
forcefu l ly .  In  some he uses a gr id of  l ines,  behind which l ie  pat terns and textures
in Amethysl  Sta ln (1970).  In  works such as Somber Circ le (1977),  b lues
p redomina te ,  sa tu ra ted  tones  aga ins t  wh i ch  a re  se t  sha rp l y  de l i nea ted  fo rms  o r
images .  The re  i s  a  recu r ren t  t heme  o f  a  c i r c l e  o f  b roken  l i nes .  Somet imes ,  Kepe
int roduces f  ragments of  photographs,  newspaper c l ipp ings,  X-rays of  a body,  a
a crossword puzzle.  Glow Wheels (1973),  p ic tures two wheels,  one balanced on
o f  l he  o the r ,  p l aced  be fo re  a  smo lde r i ng  l andscape  l ha t  bu rns  i t s  way  ac ross  t h
f  i gu ra t i on  -  pe rhaps  a  me tapho r  f o r  t he  ba lance  o f  o rde r ,  geomet ry  and
destruct ion,  Pythagoras Garden (1977),  contrasts a v isual  proo{  of  universal
geometr ic /mathemat ic  re lat ionship wi th the image of  a garden that  Kepes
unde rs tands  as  " t he  symbo l i c  sys tem less  r i chness  o f  t he  wo r ld ,  t he  o rgan i c
v ib ra t i on  o f  co lo r  i n te rac t i on . "  Aga lns t  a  v i v i d  magen ta / red /o range  f i e l d  i s  l a i d  r
rec tang le ,  p redominan t l y  b lue ig reen /b rown ,  i n  wh i ch  i s  cen te red  the  Py thago r r
f igure,  A r io t  of  co lor  p lays wi th in the bounded areas.

Kepes  has  wr i t l en  abou t  how an  image  can  b r i dge  i nne r  and  ou te r  rea l i t y ,  and
Tender L lnes seems l ike such a work,  i ts  t rack ings l ike an aer ta l ly  v iewed landsc
o r  l i ke  t r a i l s  o f  t hough t ,  p roceed ing ,  spu t te r i ng  ou t ,  p i ck ing  up ,  sp i ra l i ng  i n  A ro
them a re  s l i gh t  t r ac ings ,  as  i n  a  f o r ce  f i e l d .  The  new landscape  i n  Kepe ' s  pa in t i n r
no t  sc ience  and  techno logy ,  bu t  t he  i n te r tace  o f  i nne r  and  ou te r  l andscape  as  I
aspec ts  o f  v i s i on .

Kepes'  l i fe  and work form a compiex uni ty  -  even a reconci l ia t ion of  opposi tes
has been at  the foref ront  of  var jous ar t  movements wi thout  re l inquishing what  h
va lues  o f  t he  pas t .  Wh i l e  he  expe r imen ts  w i t h  new med ia  and  the  demate r i a l i ze
forms of  l ight ,  he reasser ts  the importance of  ear th ly  textures.  He speaks of  da
del ights and organizes extravaganzas l ike The Night  Landscape in the Ci ty .  ln
per iod when photography has gone f rom socia l  commenlary to a real ism somet
verging on the grotesque or  to a democrat ic  scanning of  subject  mat ter  that  re,
formal  aesthet ic  composi t ion,  Kepes cont inues to uphold form and beauty.  Hi r
recen t  pho tog rams  a re  l y r i c  excu rs ions  i n to  l i gh t  and  fo rm re ia t i onsh ips .

Though  Kepes  doesn ' t  v i ew  h i s  pho log raphy  as  a  cen t ra l  conce rn ,  i t  i s  s t i l l  a  no
h i s  wo rk ,  as  med ia to r  be tween  eye  and  wor ld ,  f  i l t e r i ng  and  f ram ing ,  an  i ns t rum(
c rys ta l i za t i on  and  t rans fo rma t i on .  Pho tog raphy  i s  a  l i nk  be tween  h i s  pa in t i ng  i
h i s  t echno log i ca l  and  env i ronmen ta l  a r t  p ro jec t s .  L i gh t ,  t he  essence  o f
photography,  is  the common element  of  a l l  Kepes's  work

The  eye  i s  a  p redominan t  image ,  t he  camera ' s  ana logue  i s  t he  eye ,s  accomp l
There is  a photog raph taken in chicago in 1 g38 oI  Ju l ie t  wi th a oeacock f  eather
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From the G.K. notebooks



Artists a generation before us recognized lhe

need for a new f rame of reterence for their

creative vision. They were dreaming of new

creative ways to project their responses to the

new vistas. Painters, photographers and f i lm

makers had been struggl ing to f ind val id new

idioms with which to bring space and l ight inlo

a l iving focus Magnil icienl art ist ic statements

were made with pigments on canvas or
recorded with l ight on photosensit ive f i lm

Nevertheless, art ists were frustrated and
tantal ized because the l imits of their media

narrowed and condensed the explosive range
of the experiences. Needed were a new scale
of tools and a new scale of selt ing. Only by
accepting l ight as autonomous, as plast lc

luminosity that can be molded, shaped and
forrned with the same l imit less plasl ici ty as
the clay in which sculptors model, could the
art ist hope to l ind a val id correspondence
between his new scale of experience and his
art ist ic expression of i t .  And only a spatial
surrounding that is generous enough in scale
to shelter the explosive, luminous tools could
provide an adequate background. The
isolated, shel lered, small  space of a room at
home or in a museum is suftocatingly narrow
lor the f luid power of l ight in act ion. The new,
rich intensi l ies of art i f ic ial l ight sources, i f  used
creal ively, must be woven inlo the bigger
fabric of the night ci tyscape The mirroring ol
the shop windows and the interpenetrAtion
of  mob i le  v is tas ,  w i th  the i r  con l inuous  

\

transformations ol space and lorm, must be
accepted as background for a creative { igure
shaped by the movtng contours of actual
t rgn ts .

"Creating with Light," Arl  in America 48 (Winter
1960)  82

Excerpts s.,Jr,r:1ed by Gyorgy Kepes

Eye  i s  supe r imposed  on  eye .  The re  i s  a  t hema t i c  p lay  o f  f o rms  and  shadows  i nJu l i e t
i n  Shadow Cage  (1939 )  i n  wh i ch  he r  head  i s  p laced  w i th in  a  t h ree -d imens iona l
f  rame. The f  rame casts a shadow on her  face;  her  face casts a shadow on the
backg round ;  he r  ha i r  i s  bo th  f i gu re  and  shadow,  con t ras t i ng  w i th  t he  geomet r i c
l i nes .  Th i s  pho tog raph  appea rs  s imu l taneous l y  pe rsona l  and  s t ruc tu ra l  The re  a re
also some abstract  s ludies o l  lorm and l ight ,  such as Flu id Pat terns and Opl lca l
T ra n sf o r m at ions, both oI 1 942, M ag n eti c P atte r n ( 1 938), artd Cal I i g r a p hi c Li g ht Pl ay
(  1  948 )

Na tu re  i s  t he  sou rce  o f  Kepes ' s  pho tog raph i c  images  as  we l l  as  h i s  pa in t i ngs .  One
might  say that  h is  work is  about  the four  basic  e lements:
Ea r th :
h i s  ce leb ra l i on  o f  na tu re ;  t he  he re  and  now;  t he  sand  g round  o f  h i s  pa in t i ngs ;  ea r th
ma te r i a l l y  and  me tapho r i ca l l y
A i r :
t he  med ia t i ng  e lemen l  l o r  l i gh t
F i re :
a predominant  image in h is  paint ing,  and the theme ol  h is  pro jec l  F lame Orchard,
f i r e  w i t h  a l l  i t s  p r ima l  assoc ia l i ons  -  P rome theus ,  en l i gh tenmen l ,  f o r ce ,  ha rnessed
ene rgy ,  po ten t i a l  des t ruc t i veness
Water :
t he  scene  l o r  u rban  ce leb la l i ons ;  t he  wa te r  pu r i l i ca t i on  p lan1 ,  h i s  p ro jec l  f o r  a  wa le r
garden,  the proposed gateway lo Boston Harbor

Kepes  conveys  a  poe t ' s  encoun te r  w i t h  t he  v i sua l  e l emen ts  o f  na tu re  and  sc ience ,
g iv ing a personal  meaning to oblect ive iorces as do mythologies and fo lk  ta les.

Kepes  i s  a  v i s i ona ry  and  see r  o f  images .  He  env i s i oned  ways  fo r  t he  po ten t i a l
un i f i ca t i on  o l  ou r  responSe  to  na tu re  t h rough  a r t  and  sC ience .  The  need  i s  as  u rgen l
as  eve r  Wha t  a l l ows  h im  to  con t i nue  w i th  t he  s t rugg le  i s ,  as  S ig f  r i ed  G ied ion  has
obse rved ,  " t he  con f i dence  o f  IKepes ' s ]  gene ra t i on  wh i ch  fe l t  ca l l ed  upon  to  hea l
t he  b reach  be tween  the  i nne r  and  ou le r  rea l i t y . "

Kepes  has  kep t  f a i t h  i n  t ha t  con f  i dence .  I n  Budapes t ,  Ch l cago  and  Cambr idge ,  he
con t r i bu ted  to  t he  c rea t i on  o f  commun i t i es  o f  sha red  v i s i on .  I n  o rde r  t o  sus ta in  t he
cooperat ive col laborat ion of  the last  th i r ty  years,  he has found st renglh and renewal
i n  t he  so l i t a r y  i n t rospec l i on  o f  pa in t i ng .

Jud i t h  Wechs le r
Fe l l ow ,  Cen te r  f o r  Advanced  V i sua l  S tud ies
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