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INTRODUCTION

Mullican seeks to structure the universe, to construct its origins,

it

processes and structures through classification. He plots like

aqoes not

[nR

poet and a philosopher. His invented universal language

He 1s &

derny its subjective nature nor its maker s personaliltys

i

a

r+
il
1
1
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il
I
!—-J
m

model maker who creates worlds g verned by an irrational bu

aterial and gpiritual sympa

=

an intricate network of

lis vocabulary is at once simplis

n
[1}
=
i
fi
et
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n

how many ways do we break up our worrld so that its sern

might be grasped? "Mullican 's art encourages us to guestion

super structures, master

to wonder about the nature of

i
]

[

in

el iR sl pEs

7@ s Mullican has immersed him

of S1gnS, symbols and abshtract TOrmS. He grew up during the

LB s and was powerfully awa art composed of media

orientated popular 1mage rhe emblems and logos of modern life.

il
=
X
il

St in Valencla, Califormia, & SC

his college years in

well known for its emphasis on art as idega. Thus Mullican’'s matur

mogi-aphy and pictagraphic languagsE.

has a personal 1co

cormative ma srial on Mullican seemned

]
-+

- writing to Galleries and sifting through MagazingS,

d up to a substantial Aot . Mullican 's gallery dealers,

date catalogues and

ciein Inc. (MNew York), sent soms Up to

Hath also sentc useful articles and

dﬂcumeﬁtatiDﬁ o his show there last veatr.
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Matt Mullican is one of the most interesting of the younger

generation of emergent American Artists®. (2) He is a well

< had some solo

1]

established young artist in the United States and h

first show inm Britain

and group shows in Euwrope. However, he had his

both the Gallery

at the 1788 RBath Festival. The exhibition utbilised

t exhibited in Ireland but

and the City of Bath itself. He has not yet

there is a possibility that he may be having a show 10 the Orchard

Gallery, Derry in 198%.

Studying

Mullican's art is very much to do with & structure.

structural theories aligns him with the philosopher: & philggaphicalg

postical, visual artist. His art cannot be associated with any

particular artistic group or style. His at™

B e T
tegorlsa

B

1000a

i

C:

]

. Board’® (Fl. 1) in many Ways gpitomls

& work entitled ‘Bulletin

output: it is like a private collection of his things made public.

the Bulletin Roard from home and office a public venue.

roanisation and collecting that we all make in our daily lives. Une

ohotograph push pinned onto

i¢bh o similar board an the wall.

, Felics,

n

Helves, 1ined with book

ced onto the shelves, charts to the walls.

-
o
m

with logos and emblems hang above his bed.

st his desk sxperimenting with his chemistry st ,

change colour and smell: a child who

substances




delights in collecting, teaming, dividing and subdividing everything

il

i o T iz e s
into categoriss. He comes to believe that all the pleces OF hi

world have a place in some overall scheme.

=

Ferhaps Mullican spotted this photograph in a magazine and thought 1

: . : N L iy
relevant as he may at heart still be "this sort of child - L3)
Mullican is an artist who continually compiles and classities

information. in all of Mullican’'s work, whether in the form of

1 o e ot e e i s e et ot e
posters, rubbings, granite slabs, peErtormances, tapestries, stained

glass or bulletin boards, each work is but one piece in & complex

issbasl
DO

et

X _




Introduction Footnotes

Foin America

L. Douglas Blauw, Matt Mullican at Mary Honne, i
(March 7 e b i : ol ;
MULL T catalogue, Artiste Gallery, Hath, 1988, P

e Douglas Blau, p. 15Z.
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CHAFTER 1

Mullican s Ferftormances

Mullican krown for his charts,

glass pieces stched granite slabs, all of which

CL
m
i

from our universally codesd

i
e

s, restaurants, and

airports

ifi
(s
I_l
i
r
)
|..|
ifl
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slide into

g
il
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One

fl

ictographic models. =Hulnly

tampered with the form and/or meaning that

balance.

in all his work — dualisms that are

ocperates

T
I

m

up of the human body and mind, but are

N o

simplicity and control.

il
£l
=
-

ve for Mullican

repression in his art, most definitely in his

from the California Institute of the Arts in 1

has produced an average of one pertormance a vye

I

=tc of fabricated signs that are drawn from O

i
i
=1
Y
"
f
1]

Heaven/Hsll . Sometlmes these

Death/Life,

in live performanc

t
1

e initially acted out simple

ore on & table and anothesr undernes

i
£l
=
(k1
i
ot
5
2
W
il
Tl

persan

floor, to illustrate the hierarchical order of Heaven

the

G
1l
L

to High School, where he conduc kel

coontanscouls happenings and games. In &Art School

His performances encapsulate this concept

. For sxa

P

Lo
e

as

i
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f
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th

and Hel

1

he experimented in




live format with his peer group who included two artists,

and James Welling. The central performance in Mullican s

was in 1975. His material was a dead body. The event took place in

E5S1 g

1

5
=5
0
=)

d a cadave

8 medical school where a friend of his was

n

SnBton call research. L THere was no' audience, just the friend who teok

i § o L —a | o ou Jis — e
che photograph. The scene sounds rFather grussome, but according to
Mullican, was not. "There was a sort of purity in the fact ©

deadness". (1) Mullican sequentially covered the cadaver 'S

eyes, nose, held the head, put his finger into the mouth, pinched the

arm, slapped the face and blew the hair on the baclk of its neck.

Mullican discovered that he kept referring to the corpse as both cank

and ‘him’. Although it was a fact that the body was dead, he telt

He realised that his act

HIi
=
T
I
il

uncomfortable slapping "its’
an attempt to either awaken “him’ oF insult’ hilm. his

Body was!both anfdit i iand & “him’, an obiject and a subject.

~ Simultaneously devoid of meaning and of

fin

)

oxymoronic state of being.

L

= included several of these photographs that docum=nted

school piece in one of his ‘Bulletin Boards’'. (Fl. 1). A photograpn

ically awakening the ca

with life. The cadaver 's already dissected

rs . obgecthaados s Finalityy ke

il full face with closed eyes was juxtaposed with photographs

m

wide—eved dolls. allan McCollum comments on this comparison

o T O
a]
< =
5
;l
m :




functional person more alive than a real dead one?" (2). It begins

ol =]

.

SCrip

i
i

i

to dawn on us that neither the doll nor the cadaver may b
as more dead or alive than the other. What we are left with is an
intensively provocative pair of concepts ‘Life’ and ‘Death’ which
should describe the opposition depicted, but can‘t. The work hovers
between what is and what is not. The in-between space between 2
elf. This dualism also exists in his poster

thing and the thing it

in

series. (Fl. 2). The signs that

i
fu
1

~ exact opposites of sach other. socording to Mullicen, sign are

™ arbitrary and the opposition signified by the same basic sign is very
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In order to contact an inner world of psychic im
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Y ETLE Mullican has invented symt

Viewe

1
L
Ot XE

|

i

he has =llowed himself to be hypnotise

o travel & universes in which images are

My
T
j

F 1

1

m

rt

liberately allows himsel+t

L
is o

] il
-
|

-

T

i

)

e

category. Oppositions become intermingled, the trus and CNEe

Hysical , and the familiar and unconsclous.

[

the imaginary and f

+talse., t

i . : o - PR i It S | T g T R »'in"'? - - -
iinder hypnosis you e a schizophtrenic ... L Was =/

zsars old an

~C
CL

bid s (3 ' periences range from early childhood to
was 4 years old". (3) His experiences range Trom early ch

- |
=

-

] ]
: |
= 2
o,
2 3

the breakdown of the body. {

11

teca o o I
R
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y is fully aware of his present age. UnNe O

3
I
e
)
I
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=
|
A

r

that one becomes the dreamy cbserver ot ones owWwn aCLlonss

=
o
1
et
n
-
n

- A o g S e T .o - = &3 fo= -':'."'}" — it | . ‘:‘.:.JC=
the experience oT the self as both subject and cbie

X

I

in one particular per formance, the audience were taken along this

' j R <t ¢ the image of a large hourglass drawing.
fantastic jouwrney Lhrough ' the image ot & large b gl a (a

\

\
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The aptast tur ning back and forth fraom the worlk in progiress to

)

i
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audience, with explanatory text. He describes the fant
sucked into ones ocwn body, getting claustrophobically smaller. [t is

difficult not to be pulled along this journey. 5imul tanecusly the

viewer experiences the human body as a szl f-cont

object

n to examinaktlon.

Ci
qg)
i

In another performance ‘The List’, (FL. Z) he sits with his back to

the audience, right up against the stage wall, his no

touching a very long sheet of text, "The List’ pinned up in front of
him. He reads aloud a list of short sentences,
comprise a narrative ot an individual ‘s lite. it
birth to ‘her’ death. Experiences ranging from the most banal to the
is aware of being drawn into this

very emotiocnal. The audience

fe, where poverty and old age are interchangeable.

]

th specific and general, the identity of the subject keep

=
el
Ui
i
H
i
)
il

changing. ‘She’ could be any one of us. Again this work shows

Il

qullican’ mtinual exploration between opposi

in

=ty (not under hypnosis) he brings the audisnce on

In ancother pertormance

nother fantasy jowney, this time into a FPiranesi print O

i

- 2 ruined

=+

il

bringing us through the frame of the picture, through the &af

arch,

sm=lls etc.

T
=T
Tl

into a deep space. Once in that space he described

E 2= Near the end of the journey a colleague se

of the mountai
- ire to the picture (which was pre-arranged) and il Ldic Anad R EstE

monstrated a possible intersection

i
=
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The imaginary world and




feal world. Although Mullican was in a fantasy world he never fully

— = iy S eaT D < ’ - 5 . i =, Pl
departed from an anxicus awareness of his body in the real world. He

- o - - e foma soee 2 e - 1 1 1 !
ran out of the imaginary world to protect his body tTrnat

in the real world. Mullican emphasises a dualism that exis

il
il

own physical make up. Our body exists within & world of

in sociologist Brian Turner s t

i
=/
ol

conflicting meanin

i}
if
M

of us both has and is a body, it is both sovereign and subordinate, a

f

H

natuwral environment and one constituted in society”. (4}

8

theory of the human subject he summarises &1l

r_
i
i
i}
il

notions of absolute autornomy and unity are swept aside as mere

heory +tom ghserving infan’

i

illusions”. (5) He formulalted thi
perceiving their own reflection in a mirror, "The Mii i Stag

child becomes aware of his or her own physice

ctate of fragmentation ard insufficiency and the

ing of autonomy and unity from her 1mage in the mircor.

1

ican emphasizes the dualisms that exist within

o To repress these opposites chat

=== and unity 1s an illusion. It is worth noting her

blur the dualism operating within Mullican’'s Woi b .

. o —
i

1 into codes of the 'collective unconscioul
re partially correct but elude what is so fundamental to
— ko

-l — ‘the slippery opposites . (&) Germano Lelant describes

archetypal in the

i

worlk as studded with symbols that ar

=
i
=
n
il
|
"

tive unconscious . (7))



Hullican’s tinal performance at Articte Space in 1785 summarises the
Core concerns in Mullican's work. (Fl. 4). He placed small pieces of
Bone from a small cardboard box onto a plain white table. The pieces
Gf bone it placed together correctly would make up a complete human
skeleton. When in the cardboard box they were but a heap of Jjunk.
When randomly placed on the white table they became « spellbinding

bone puzzle. The hbones are simultanecusly worthless and precious,

mn

ohjects and subjects. Fathy 0°'Dell in her article summarises hi

antasy

“+

Primary concerns. "Semiotic flexibility, the independence of

-

and anmiety, the oxymoronic status of the body". {8)

AT
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CHAFTER I ~ FOOTNOTES

Fathy 0'Dell "Through the Maze", Art In America {(January 1988)
BEoiilia. ;

Allan McCollum "Matt Mullican's borld", Real Life Magazine,
(Winter 198@) F. 13,

Fathy 0'Dell, P. 1iB. : :
Bryan 8. Turner, "The Body and Society", Explorations in Sccial

Theary, Oxford. Rasil Blackwell, 1984. FF. 7-3.

The Works of Jacques Lacan. "An Introduction”", by Bice
Benvenuto and Roger Kennedy. F. 2Z0.

Fathy 0°'Dell, F. 119.

Germano Celant, "Between Atlas and sisyphus", &rtforum,
(November 1985) . BS T

Eathy 0'Dell, F. 121.




CHAFTER II

STRUCTURAL ANTHROFHOLOGY

Mullican works within frameworks similar to an anthropologist. The
notien of a ‘medel’ is in the minds ot both. YThe term social

structure has nothing to do with empirical reality but with models
which are built up after it".(1) He conceives anthropology in its

i
It

broadest sencse by combining a close range view with & systemat
generalising. His approach is integrated and nolistic; supposedly

applicable to all societies and valid for all observers. A model is
Created by combining theory and experience. Structure exists in
societies and all cultures, crystals, machines, in fact everything

is not wholly amorphous has a structure®. (2)

Historico—geographical concerns are paramount. Levi Btrauss is known
as a structural anthropologist, Mullican could be called a structural
artist. "Everything that I do is based on the idea of a model”.3
Feople often feel & gap between his model and the actual world. He
has often been asked does he believe the cosmolagy that he

represents? He does not necessarily believe in the cosmology but in

the notion of it. The work builds up layer upon laver from a

inverted ideal, rather tham reality. He has escaped the scientific

i

restrictions of having to be right or wrong through his artistic
license. A philosopher is not necessarily 'right’ but the model is
the real world. Mullican, using the real world as material and

inspiration, has invented his own imaginary one. He can invert,



distort, eraggerate, include and exclude whatever he chooses. He

9ives people the Opportunity to observe or step into his world. It

1s possible to #plore his world in far greater depth than the real

World.

Mullicans process is similar to the anthropologist except that he

i

Builds up his model from his invented world rather than an empirical
reality. Many critics have compared him with artists and

philosophers who attempt to bring order and structure ta the concept

of the universe. Mysticism, alchemy, rational and empirical enguiry
and above all, organised religion. Each has its own set of codes and
Signs in order tg classity krnowledge into hierarchiss and strict

i
il
r

(=

i

oiries., "By creating his own system of cosmological symbolism

Mullican tries to catalogue the entire spectrum of knowledge'. {(4)

1]
un
m
=
i
=&
A
m

For Mullican the imagination and symbol are treated the
breakdown of the real world into the symbolic world has to do with

Sl e ) Mullican’s world is a fairy tale, an imaginary ans.

A& STRUCTURAL ARTIST

Mullican could be viewsed as a philosopher as well as an impassionead

tor of signs. He is constantly on the look out for new signs

I

colle
to add to his collection, to impose some kind of symbolic order to
our incomprehensible reality. He orders the most varied signs and
symbols into a self sufficient cosmological system, "He accommodates

the whole of life into one system im which gods, demi-gods, devils



2nd peaple all have their fixed place". (&) One big difference

between the philosopher and Mullican is that the philosopher works
from the real world, whereas Mullican works from an invented world.
He claims nog Particular literary souwrce but it may throw some light

on t [ 3 e ° - U S o o
'V the subject if we gxamine some theoriss of linguistics.

1T g 1 " % H : . . -
The only reason I m able to go through the subjective is because I
have a structure by which to survive - Lotherwisel...signs start to

clash and you can ao nuts". (7)

Structures suists everywhere al once, it can be found in nature,
culture, art and science. Everything that is not by its nature
indivisible can be shown to have a structure. Structuralism, unlibke
structure is a local phenomenon that has developed in & small number
of intellectual disciplines, most influentially in linguistics and
anthropology. It exists either in ‘soft’ sciences or as in the case
of literary studies, Humanities. Mathematics would not exist without
structures whereas structuralist thinkers had to impose it onn their

figld, as it was only one method of enquiry.

Ferdinand de Saussure, Claude Levi Strauss, Roland Barthes and

few who were involved in the structuraiist

i

Jacgues lacan are but
movement. Levi Straﬁss was a particularly active member right up to
the mid 1980°'s. Within the movement there were moderate followers
and extremists. Structwralist linguists claim that languages

underlyving system is universal just as our numesral mathematical

m iz said to be. "Structuralism will seem like o genuins

il
%

i

+
f

Lo
~J
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SRHSEEUHE YR Yl A . neter before our sericusly fragmented

1 iy A0 ] 2 5 4
L"*”171'5"1'E»Lam.llrwg[ 0Ff the world around us". (8) Beneath superficial
variety ogr diversity of many forms there is an underlying structure.

This helps bring about a removal of boundaries between academic

disciplines.

Ferdinand de Saussure, the founder of structural linguistics said

1

cr

LI e S Wle e g o S 2 . - - . 3
SReech has both an individual and a social side and we canno

Conceive of one without the other". (%) Language belongs both to the
individual and society, therefore we cannot discover its unity. 1
telongs both to an estblished system and evolution. Bslonging to an

&xisting institution and a product of the past. The system and

history are hard to sgpatrate. Language is

[il]
i
jn]
=
<
Hil
=
+
=~
u}
i
n
=
m
m
Il
)
(=
n

1ot natural to mankind, what is natural is the ability to construct

it "The linguistic sign unites not a thing and & name but a concept

and & sound image". (1@) It is & double entity formed by associating

Concept S(‘ i P—Qd

Si(gv\

Sound-image ST ;
Spe(=Cia

7
[=H
il
B
et

@ linguistic sign is the combination of the concept and the sound

5

i

-

nage (Fig. 17). The sound image ‘arbour’ is called a sign anly

use it carries the concept of ‘tree’. The signified and the
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be
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The symbol ig not so arbitrary as the bond is visible. There is a

Visual relationship between the signified and the signifier. There
15 & clear link between the concept and the expression. The sound
tmage which is also the signifier has an unclear link with the

toncept, there seems to

or
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no natuwral connection. Its connection has

been constructed.
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er series the artist’'s name appears above the

™

ictograph ‘Hell® and the sign meaning 'Heaven' is given below.

ik

GBSty ol Reading the poster it has no logical narrative. He wishes

to reveal the ambiguity within language.

o

MULLICAN

arbor arbor - ! i"lt;lu i

When Saussure’s drawing (Fig. 2) is compared with Mullican's paster,
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possible to understand what Mullican might be getting at. I

ieither drawing do the signifier and the signitied have a ciear

nnection, emphasizing impermanence and arbitrariness within Signs.
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can signify the question as to whether we can be
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ted through signs and symbols. "While it is easy to

by
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YECognise the pProminence of signs in our everyday experience, the
Proliferation of signs and of whole systems of signs that tell us
wWhat to do or who we are, are largely unannounced features of wban
Lite today". (11) Institutional signs are like a ‘secret language’
in which to influence the thoughts and actions of the general public.
Lue to signs impermanent and arbitrary structure, its devices, if
tapped into, can be used to manipul ate.

in another two posters the image for Life and Death are both similar
and different. (Fl. 2). He uses the conventional sign for the
Subject (the letter 1) to repirresent both Life and Death. The only
difference is that Life is a black image on & white background and

Lack is a colour western culture associates
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with death and darkness and white with life and light. The

pRposition between life and death which is signified by the same sign

Mullican's clear images and unmodul ated colour are similar to

-t

commercial signs in our media-influenced environment. The commsrcial
sign signals a fixed message. At first viewing his posters appear
very much the same but upon extended viewing the concept/image does
not correspond with the sourd/image. His arbitrary meaning ailows

-

the viewer to produce his/her own meaning. His posters reveal that

authoritarian images and what they signify are in fact constructed.



FOST STRUCTURAL ISHM

Jacques Derrida was the creator of post—structuralism almost
single-handed. He SawW many inconsistencies with structuralist
theories, "They are to dismantle the whole system of Western thought
since the time of Ellatad iz Saussure believed that language did
not create meaning but simply reveal ed it, implyving that meaning

pre—eni

u

ts its expression. Derrida criticised Saussure as being
ideslistic, He believed that there is no meaning that is not

tormul ated. It is constructed as a sy

il

tem through a trace of signs.
Speech, Wwriting and thought are all forms of thHis SYStLEim. "& sign
which took place only once would not be a sign. In their possibility
of their repetition lies the identity of signs".(13) When we speak

or think we still have to recourse to gigns. We are not fully

i

present without using a system of signs, that is not ours alone but a

i

ococial inmstitution. "We are alienated even from ourselves through

language". (14)

If we are alienated from curselves how can we possibly communicate?
All texnts are potentially ‘dead’ the moment they are written. Every

interpretation of a text holds a new meaning. Meanings will coincide

depending how far author and reader are in time, space and cultures.

(R

Mo concept of ‘mastery’ is possible, an uncertainty always remains.
Both Derrida and Barthes believed that a text contained multiple

meanings. Structures have no centres, these systems are in constant

play, which is a realisation unpopular to many who crave ‘centres’



and ‘essences’. Readers can vary from extremely passive to
ﬁype‘active. Within that, multiple meanings are unavoidable. & poet
Writes to praovoke & ‘text’ on those who have read them whereas a
Praose writer is more Fossessive of meaning. Critics carry on from
where

the author leaves off and the reader continues on from the

Critic. Meaning is not static but an on-going process.

-

post structuralicst thinker would call a ‘book’ a ‘teut’. & book is

enclosed between two covers and is therefore indicating a complete

bl
i

entity. & text is not enclosed, it indicates an opensendedness.
does not have the unity of the ‘book’. Steve Willats writes an
article on his exhibition ‘Signs and Images from Corporate America
1588 . "A characteristic of this quietly spreading network of

institutionally originated signs is their inherent reductiveness on

i

20

the basic representation of complex reality”. (15) F

1

ople in power
fave a tendency to simplify and unify meaning that is in reality
highly complex. This creates a distance betwesen the message maker
and receiver. Mullican’'s stark, graphic signs are similar to the
pictographs encountered daily in streets, airports and other public
places. Opposites co-exist in the unsettled, unsettling fashion of
everything Mullican produces, dualisms that are inherent in the make

N

(=0

ug of the human body and mind but are commonly repressed in a de

implicity and control. Mullicanm disallows this repressiaon,

=
it
1

]

]

’

1
ifl

fiortening the distance between ‘the mEssage maker and receiver ‘. (1&)

vl though Mullican's work features signs derived from our universally

16

coded pictographs he has tampered with the form and/or meaning.
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The place of the author becomes the ‘subject’. A text by Barthes

‘D=4 o A e aa P ] - -
LDeath of anp Author® implies an end to avthenticity; ridding us of

Qur belief that authors can tranmsfer their life into literature
without loss or distortion. This belief is in itself a construction,
afhivpothesise Al liwe have of the authors are signs not selves. An
authoritative figure, an author, is thought to write true meaning. A
subject sounds less authoritative and therefore indicates an

ambiguity.

Tt interesting here to refer to Mullican's poster series. (Fl. 2}
The twelve posters are arranged in two lines of six. In esach the
artists name appears above a pictographic sign. The sign’'s Mmeaning
is given below. They are as +ollows: Hell /Heaven, Before Birth, God .,

Death/Life, Elements, subjective, Demon Angel and The World.

The first poster features a simple signpost with a hole in it

pictured inside a larger version of itself. This symbol impliss &
‘sign’, the task to be engaged in the poster series is to read them,
to distinguish the meaning. This invitation is furthersd by the
posters lined on the wall, like a sentence. Yet there is= no logical

narrative when reading the postrs in sequence. Mullican has
constructed very unexpected juxtapositions within a method that we
normally find very rationally predictable. Mullican the artist

is not out to make sense. Mullican’s role is not that of
ar ‘Author’ but as a mediator within a jumble of incoherent,

ambiguous, arbitrary meanings.

4
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Derrida G ; S .
Jerrida dismisses the notion of “truth whern
T e e T e v e ; e 2
nterpretation is perpetually open ro new criticeal
overall truth would bring interpretation to &

escape from the shifting play of mEanings. We ar
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state of suspended ignorance’.(17) D

metaphorical opposition between the ‘spirit’ and the “letter’

textual meaning and relates it to tme(ﬂ@,(ﬂd opposition of body
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soul. According to Dervida, the Ruman soul as & spiritual

comes about through Western misunderstanding of languadges The

like god or any other transcendental signified, i

i fier. They are not cutside the play of language but withi
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oot structuralists say +that we are inm command of mhat we say
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uid be consclous

write but that we shc
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11y authorised. 1+ we as individuales are

cocially not pErsona
part of a system, it 1% harder to see the individual as & SUp

£ us are led +to bmelieve

his ideology 1S what most o
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+ ic within & system and
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.cope of the ipdividual is extrem
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put inflated in the populal imaginaticn. Barthes and

are guite mild in their antisubjectivism compared to Levi Sty

vi Shrauss, structure 1s a primordial fact.
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structure in nature 17T

—centredness.
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fthat every sSign we employ
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i+ seems even if fhere were no human beinds

r and formalise ik, (18) He shows total disgust
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Mullican e » . ! .
\llican works within a structure, atherwise tsigns

and v i - T 4 . = "

nd you go nuts". (19) As Derrida says, the agent
SR m e r oo, L . . o y .

and must function within its rules. Mullican has
rules and within them his work can function as art.

= g S e i : s = e 3 3 1 i
structuralist ‘s basic principles can

eologles. Plany people have criticised his work as

i
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obscure and arbitrary. How clear or understandable 15

we experience? Derrida discusses the problems when

The same must exist when interpreting an arkEIEEE S
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are so many different possibilities. His method of working i

onenended and on—golng. There
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ter all, art,
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would stop. "Hig installation s, A

semblance of trubh . (268) &
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truth is vyet anclther constructed =ign, there i no SSSENCE.
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rnccording to post structuralist theory,
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MULLICAN 'S SYMBOLISH

fhe definition of a symbol from Collins English Dictionarys SYMBOL

or typifying Eamethiﬁg =

i
=
o
i
d et

sign, 2. thing representing

symbolic a. — Eymbmlicwlly adv. — symbolism .

S

|

of , representation by symbo

g

et

i Movement in art holding that works of art s

in symbolic farm - symbolist m./&. = symbolic. (1)

Mullican seeks to structure the universe, to construct its origins,

He has created his

processes and structure through classification.

of images Lo represent his mighly imdividual vision ot
i mages based on the public language f signs and
olS. rhe style of his emblems, as well as certain spECciftic

i ved Fram international symbols used on signs il

ot the landscape. Every
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i - =% R Ty ; e things ahd I am inteErresctes

manner in which people EXpreEss themsel ves unconsciously as &

He charts & uniguely cystematic cosmology where such metaphysical

ven/Hell, Fate and God are reduced to

1]

1 = Life/Death, He

intangibles & =]

e |

wvisual languade. pullican’ s conceptual

form an archetypal

1psely related to Jacques Lacan’'s findings that

i

. be
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i conography &




and the LUnConsciou

4
the symbol is the medi ' ‘
e symbol is the mediator between the consclaus

least arbitrary

ol is the

Bl im = i ) 1

Ferdinand de Saussure has said that tl
ot signs. There is a connection between t and the s Ui
concept and the

connection is more arbitrary betwesn

ifi

wihersas thi

sound image. (3)

re from non Western

Mullican s symbols include iconographi

tra 1+ 1 Ooncs I o ey : J - 2 3 1 3 i
rraditions either extinct or on the point of extinction, along with

newsr icons of mors contemnporary communication. The symbols evolEe

what is contained in the human and what is above or outside Miifia

o P S TN i
pmim s 5

ieval times to the present.

Mullican's parents are artists and personally collect &

i
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ancient and ethnographic art, including art from OGoceania, EGYRT

=11

marly influence on his eclect
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Gresce This must have besn an

= copsmology contalns primordial images,

to 1mages. Mullican’

historical and biological, elemental and personal from the worlds of

can emerge from the individual "=

1

obh God and man. Syvmbolic power

personal unconscious o from the collective mird in

emblems and memories. npullican set up an oEmoSis

He has invented a h he is very much part o
-ms along with his individual signature

Latent i conographic

pecoms the foundation of a collective
Mullican’ s wor-k to what Phe +fa- EBEastern traditions and fmer ican
are the mirror of a greater

eymbol g al

i

os ceek and pOsSsSEsSS.
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Dormald Euaend
Donald Kuspit has contrary beliefs

Mullican'=s =vmbols : T c
llican’'s symbols represent reality but are 2 kimd of
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= (g 3y R T . ]
shell of it". (&) Mullican denies metaphysica

B A s 1§ e : C ! 1 i =
or that any symbol making reflects a greater realilty. His =Y

cf bhings. nCreating & kind

scheme is in fact an incomple

A et e e e atd, o . = 5 . . . 1 5 a8
Fotemkin's village ot symbal s behind which thers 18 noa reality -

= are inconclusive and cause & pEculiar

- it at first see

in

intelligibility. NMNothing 1= as simple &

Imagination and symbolisation become one, which 1= at the cORE

MULL ICAN S COLOUR CODE
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colour to enrich the power of his symbols. He

Mullican uses coloul E

wholly

a colour code since around 1

idegsyncratic nor S
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‘g pictographs ocoupy the Ccusp hbetween ressmblanc

which are on the outer edges of the colour spectirum

like pugitivefﬁﬁgativeg l1ife/death and

hetwesn the vieible and i

rerious =tates whera energy 1S born and digs. Mullicam, in his

uses the letter dnids St eSma st conventional sign, T O

nosTer cEles UsEE
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jective to represent 1ife and deathi. {(FL. 2). it represents
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‘Life’ when pict ; ; 2
fe' when pictured as a black image on & poster O i

frenresenl TN g ; . X . e Loes
presents ‘Death’ when the white image is onh & black poOst

3 - .
=11 - - N Y S S el rer] - E G 4o i
emnporal differences between 1ife and dsath are

black and white colours. Black and white alsg stand for

- definitions

language and signs’ .,

Fhe rational network of

Mullican originally only used black

red. Since then he has expanded his colour

five colours correspond to his five divisions of

YELLOW ‘The World Framsd. That is the world of art.

Belisves that art is as natural

living part of the world).
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atural ,

‘The Elemental World’. It signifies the +our”

T

o
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natlreE. In alchemy grean signifies the

betwesn upper and lowsr, animal and diving,

Unframed’ BNCOMPassSeEs the mundane,

T

"The World

everyday world around Uus.

unregula

RED ‘The Subjsctive World’ . ts close as Finllican

notion of spirituality.
signified Hell, and it

code is by no

Szl af Hi= colowr

is edgy with psychalagical quirks.
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code.

& phenomenat 2%

elemsnts
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exemplified through

e world of
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and white and

the wuniverse.
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MULL ICANS USE OF COLDUR AND SYMBOLS

Mallican® e S0 - 5 ot . i ey B A = ot |
Mullican s paintings are actually rubbings. Black opilstick rubbed

over flat, bright acrylic colour. HisS pictures have & subtle, worn

surface in contrast with the sharp, clear, Crrispness of the

symbol system to which he refers. Thisz effect prevents us froim

ing the images as 'real .
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meaning. Mganing, even such grand meaning as this 1
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constructed. Rather than taking a judgemental stance towards ouy

et

to the ‘universal’ gymbols, he acknowledges and

exploits the tendency. His pictographs are targeted towards our moST

garly and most basic uwrge to understand. According to Lacan this

e self.
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to recognlss himsel:

it is only later that the

who counts". (7
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e will mow go oOn & journey thirough his recent exhibition in Winmipeg

January — March 1988.

r-t Gallery, Winnipeg, Canada, thalt was on i~ i

This installation of worlk comes under the heading ‘untitled’ 19B&/7.

This ‘untitled’ show is an assembly of S92 Ccanvasgs, sach measuring

Fiae oy & slightly different verslion Was exhibited in Dallas in

The show ORENS with eight panels that represent the gsphere of

Eubjggtiuityu (Fl. 6). The panels are predaminantly red with a
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small circular insert of black and white en each panel .

and whilte signif s . . . e A =
and white signify signs and language which represent Heaven/Heal

Eh:llf:t 9 L_’l 'i:

igns date back to the mi

wplanatory and at the sams time
the red colour do not seem to correspond OF
‘language’ signs on the

ing on the lack of intimacy Gur society fosters, ther

gap bety 1 the thoughts in our mindes and the world ocutside

e next pieces are two gridded red fans called 'History’.

arranged in chronological order towards

vocabulary employs & combination of stick
milar to public graffiti and semi abstract symbo
ient hierocglyphics o medieval stone markings.
circular zones are painted in red, the subjective

vthing from religious symbols to Ma mald s arches

obligues; unicellular organisme anciesnt

zrmd industrial smokse STaCHES; the aura of archa

and advanced scientific Experlnents

viniscent of an ancient calendar, a medicine wheel or a rose window

a medieval church, & mandala of signs and

liberately Mullican's circle ‘history’

ives may indeesd by cyclical but the
sach tailored to its teller, ftrom fragmentary arches".
arches are dominated by the profile ot & head at th
This symbol alerts rhe audience to the persistent

around it. T+ seems to signifty a ‘collective




split down the middle.
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unconscious' that it is not a whole but 1S

The next piece is a panoramic view of a cityscape. (Fl. 8J. e

drawing is rendered on one point perspectivea, the centre of the

cityscape ending at the vanishing pointa. This technigue wWas used oV
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The School of

many Renaissance artists. In fthens ' by Michaslangels
t AV =] T = ' o— » - Y . >
the vanishing point 1= also the focal point ot attent
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reaching back to intinity. it ig placed in & similar poStTlon
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and Flato in " The School of AL

Beneath the cityscape are eight panels in blue.
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E' ' i ot hecomes & human
the green ‘elemental ® world full of animals that becomes =

= : = : ’ : Lo s o o continuing Fogression
evolution chart. The whole painting depicts a contin aj, (g

are all green.
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from culture to nature. The final eight panels
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R Heginning with the decay ov & human skeleton 10 <
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MULLICAN S PHILODSOFHY

= aily 1n

rawing on the universal language of visual symbols as seen d
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= Mullican creates his
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‘ supjective vision

language. Through this means he represents his oW
of the world. v want to deflate the SerlousEness oembodied in the
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syimbols, to blend Fhe universal with the averyday”hii}

are fragments of a universe entirely of his oWn devising. Until

recently Mullican s work has seldon been designed to appear outdooir S
VEMUES . “If public
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CHAFTER V

THE FOSTHMODERN EODY

& POETIC INSIGHT
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Mullican became interested in craft manufacture in 1781/8%. He
visited India where he got his designs made into coloured banners by
local tailors. Since then he has employed craftspeople in & ety
of mediums from stained glass to stone carving to flags and banners.
Introducing ‘Low Art’ craftsmanship, Mullican is crossing traditional
boundaries. He tries to reverse accepted values. g exhibits
granite wall plaques in an indoor gallery, but this is & material
that we uswually associate with the cutdoor. This also carries
certain political implications. Any message, good of Bag, becon=s
peErsuasive when carved in an official medium.

PAY

Mullican's paintings are actually rubbings taken from an original. &

rubbing is usually an impression taken from an obiject of exceptional

ascthetic or historic value. For example, to recortd a pictogeaph
design made by & prehistoric artist, the rubbing technigue is most
often used. His rubbings subseguently also reverse accepted valuss.
The value of the original is the copy that it creates. The originals
are made out of materials that are flimsy and useless. "The copy
alone is art". (18) This technigue also allowed him to create pieces
on a larger scale. "The monumental content implicit in the rubbing
rechnigue 1S Mullican's complex, personal vision of the nature of the

universe, wherein a cosmological history is hierarchically

aordered”. (19}

Fiullican has built all sorts of unexpected hHierarchical laysrs. His

imageEs 1ike The dpsira HOUsSE, contain rationally enlightened ideas
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CONCLUS1ON
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Y in the history of art has any one artist attempted to depict

and classi € 5 e
Sify the origin, processes and structure of the universe”.(
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Mullica o R S i
than Continually works within a structure otherwise his thoughts

haywire. He continually refers to the ‘inbetweenness’ of
are impossible to pinpoint, provoking an
imbal ance Hiz L e G, 2

= is work cean at first glance appear guite shallow and
imper 5 Syl 4 : : e
mpersonal , yvet through careful scrutiny, it contains a very person
ancd th w - k] s o Szl 5 2 < g
and thought proveoking content. His invented cosmological system is
tnspivred by public graphic images and his own individual visions.
¥Eis

His genuinely personal use of an impeErsonal system generates

friction in the w

-
e

or k. in the end it may be this irreconcilable
difference that allows 1t to endure". (2) Contradictions run thirough
all his works: simple and complex, personal and impersonal, tife and
death and public and private; dualisms that he believes exist within

cur Dodiss and minds. Our desire towards order and control tends to

]
i

repress such opposites. Within a system that seems ordered and

controlled he reminds us that dualisms do exist.

Mullican's work is on—going and forever changing, it is therstfore
difficult to summarise. His work hopes to catalogue the entire
SoSc L LM of knowledge, "the world is more a project than a subject
£ r@interpretatian”uiﬁ) Al though the content will continual v

evolve he says "the book ends"(4) are unlikely to change, the +ront

Cover beilng the human head and the back cover the breakdown of
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he image is never &11 that clear.

nto a molecul ar patterm.

Fiullican's world alwavs reverts

Curity, as if there is a fog resting in front of the E

Ferdinand de Saussure T
the impermanence and arbitrariness betwsen given signs.

art reveals this arbitrariness,

much an artist of our time, an artist who classifies our
everything seems ordered and controlied. His ‘Opera

ustrate hierarchical orders and his colour code divides

into sections and systems. We live in a world that has

become a chaos of classification, a place that we see in terms of

Unfortunately systems are prone to breakdown and distortion.

FMullican's

harmonious ,

wiorl doss not make total sense. His world is not a

balanced one but is full of uncertainties and surprises.
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