sity Exctasy

his reflection Chesterton states that art is fundament
g. People often think of imagination as s

, yet this is nception, because imagination is an i
of distinct i t can be interconnected), and every ima

xcludes everything that interferes

idea, the English author draws an
philosophy, observing that, desp

able, Greek thought was better suite

5t Persian Empire. This analogy unde

large ideas can only be presented in v
iple of "trimming" of space is distinc
Blazek. And not the infinite, cosmic
allery) space. Blazek uses photograp
tally positioned "cubes" (canvas m
ed voluminousness, all together supported by wooden leg
)h printed on canvas in a frame with glass. His palette, do
¢ tones—black, white, and grey—features only one chromatid
ging from intense primary yellow to pale yellow. Observed a
tion exudes a sense of calm, even comfort. While yellow, as
an expansive quality and inherent dynamism that chall
s, in this context, it seems to confront the constrained space
s, creating an ambience that can be described as an ecst3
How should we interpret Blazek’s intent to "capture space," s
ace? The colloquial term for gallery space, the white cube
ght. The white cube (often not Jiterally a cube) is an aseptic
ished neutral-toned floors, a
rtwork is "cleansed" of external i
ted” at th legitimized as a work of art,
nal world. e might mistakenly infer
n that Blazek's approach is overly Dantean or even p
the matter is far from straightforward; in fact, it is quite the o

between nature as a space of potentiality and culture, which perceives this
dynamic not as a tool for manipulation but as a gift. This is precisely why his
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on of the legacy of the Land Art generation of artists (Robert
Maria, Robert Long, and others who in the 1970s preferreg

aces, working ature on a grand scale) is not unusual.

derstands th; desire to "become nature" is inherently

his "measu elation to historical Land Art, finds a diff

etween space and man without ex:

ation." By incarnating the decontextua

ch that traces back to earlier works, @

series, Cir charcoal on gallery walls), his "cubes-

roportions, rhythm, relationships, an ng t in space

d on the great works of Land Art. T an us to how,

an-scale proportions of the classic ee umn trans

imensions of Persian architecture int accessible

e. After all, space can only truly "bec f itself" thr
eral measure.
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