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The Boston Visionary Cell (BVC), which 

is based upon the model of an artist’s guild, 

is a community-wide association composed 

of Neo-Platonic visual artists and additional 

non-artists, who come from a wide range 

of disciplines and professions and who 

collaborate with and act as consultants and 

adherents to the visual artists. The primary 

purpose of the BVC is to develop and advance 

visionary art for the sake of the appreciation 

of the local area, the world, and the universe. 

It is the belief of the BVC that visionary art, 

which traces its roots to the Neolithic cave 

paintings of Western Europe, is art of an 

eternal genre, which has elements of the 

sacred, the magical and the mystical woven 

into themes that are by their nature timeless, 

universal and transcendental. 

As a group, we believe both individually and 

collectively that the universe can best be 

explained by the profoundly metaphysical 

and psychological philosophy known as 

Neo-Platonism, which is an unorthodox 

and compelling interpretation of Platonic 

philosophy that was initiated as a renewal of 

Platonism by the 3rd-century AD philosopher 

Plotinus, and which subsequently became 

the dominant philosophy of the ancient world 

down to the 6th century.

We also believe that the evocation of the 

mystical experience by means of symbols, 

which has functioned as part of the 

intentioning process throughout the course 

of human history, is the intended direction 

of evolution that becomes most expressive 

through visual art during those periods in 
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history that are characterized by rapid change, 
e.g., the 20th century, which has seen a 
series of movements from the Modern era 
to the Post-modern era, finally culminating 
in the Bauharoque era, as history moves 
towards the Negotick and Modieval eras. 
We consider that the visionary sensibility, 
which is often erroneously interpreted as a 
revival of late 19th-century Symbolism, i.e., 
an entirely new artistic phenomenon, is in 
actuality an essentially timeless and eternal 
archetype, whose patterns are time-oriented 
manifestations which are evoked by the 
destiny of history.

We recognize and acknowledge the influence 
on our movement of many individuals, such as 
the visionary architect Frederick Kiesler (1890-
1965); Helena Blavatsky and Henry Steele 
Olcott, who in 1875 founded the Theosophical 
Society, whose ABC’s are in reality 
reincarnation and karma; Rudolf Steiner, who 
in 1909 founded the Anthroposophical Society, 
whose purpose is to liberate humanity from its 
selfishness through the philosophy of spiritual 
science. Nevertheless, our spiritual mentor is 
Pierre Teilhard de Chardin (1881-1955), who 
saw humanity, as well as the matter-energy 
that constitutes the universe, as being in a 
constant and purposeful process of cosmic 
evolution that was moving in the direction 
of increasing complexity and perfected 
spirituality. 

Paul Laffoley, 1971

Photo by Abelardo Morell
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RELATION BETWEEN ELECTRICITY AND MAGNETISM BY AMPÈRE: AN EXPERIMENT     10
1967, Oil and acrylic on canvas, 37 ½ x 27 ½ in.

GET THEE BEHIND ME SATAN          15
1974-83, Silk Screen on rag paper, No. 15 from an edition of 75
20 ¾ x 20 ¾ in.

THE NEW MOTIVE POWER OF SPIRIT-WILL         12–13
1975, Ink on board, 18 ¾ x 36 in.

THE QUEST FOR THE VISION OF THE JUST WORLD        21
1976, Ink and Letraset on rag board, 10 x 8 in.

THE TESSERACT HOUSE           17
1978, Ink on board, 51 x 33 in.

REALITY = DREAM           27
1978 / 1992, Ink on board, 10 ¾ x 8 ¼ in.

TESLA’S DEATH RAY           29
1986-1989, Ink and collage on paper, 14 ½ x 12 in.

GEOCHRONMECHANE: THE TIME MACHINE FROM THE EARTH       30
1990, Silk Screen on rag paper, No. 31 from an edition of 75, 32 x 32 in.

THE PRECATIO AUCTOR           45
1999, Oil, acrylic, collage, and ink on board, 27 x 20 in.

ANTHE HIERONYMUSBOX TWO          11
1999-2003, Silk Screen inks, aluminum, gold and copper wire, mahogany, blood, and glass, No. 5 from and edition of 6, 25 x 25 x 3 in.

THE SKULL OF PLOTINUS          44
2001, Silk Screen on rag paper, No. 3 from an edition of 100,16 x 12 in.

SPACEMAN            26
2004
Oil and ink on canvas
7 ¾ x 5 3/8 in.

THE PARTURIENT BLESSED MORTALITY OF PHYSIOLOGICAL DIMENSIONALITY: ALEPH-NULL NUMBER    46–47
2004-2006, Digital pigment print on Ultra Smooth rag paper, No. 61 from an edition of 75, 17 7/8 x 24 7/8 in.

The Day the Earth Stood Still original movie poster, ca. 1951       28 

The Commonwealth of Massachusetts Certificate of Incorporation, June 13,1971     5

The Visionary Art of Paul Laffoley: Playboy of Boston Invitation, 1971      17

The Levogyre, 1975           16

Cosmogenic Historicity, 1975          23

Quartumdimensio Aedficium: architectural presentation for the Boston Redevelopment Authority, 1985   18

The Flat Earth Map, Real World          26

The Monad of Phi           14

The Context of the Bauharoque          49

Carol Borland as Luna Mora in Mark of the Vampire, 1935        22

The Boston Visionary Cell, Photographs by Abelardo Morell, 2000       6–7, 8–9
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T e M P o r a l i T y / s P a T i a l i T y
1963

Oil, acrylic, and vinyl lettering on canvas

37 1/2 x 74 5/8 in. / 95.5 x 189.5 cm 

Subject: Time and Space

Symbol Evocation: The Yin-Yang Form of the Interaction of 

Temporality and Spatiality

The temporal realm is the realm of action in the now. The “now” 

of time travels forward in a helix at the circular periphery of 

the cosmos, which is itself moving in time. This action occurs 

within the passive receptacle of the spatial realm, which cannot 

be apprehended from an active position. Therefore, conceptual 

representations of space like horizons and orthogonal lines, which 

depend on changes in position and therefore time, are illusions. 

You can never actually be at the convergence of the receding lines 

of railroad tracks. Pure “here” and “there” are the only positions 

possible in the appreciation of space, which is free of time and 

movement. In fact, in order for movement to occur, space must 

be divided. Or to put it another way, as soon as you divide space, 

you create movement. Dasein is the force of caring that creates 

movement, or manifestation, out of space’s possibility. In order for 

a line to be drawn in space you have to care. 

As pictured in the yin-yang symbol at the center of my painting, 

temporality and spatiality are actually a unity, although the best 

way to sense either is in the relative absence of its inverse. When 

you disengage from time you apprehend space, and when you 

disengage from space you apprehend time. However, in the bigger 

picture, the appearance of both space and time point to a higher, 

cosmic reality, which is beyond the temporal and the spatial.
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T H e  o r i g i n  o f  T H e  s P i r a l 
i n  n a T u r e
1963

Oil on canvas and painted wood

37 x 43 3/4 in. / 94 x 111 cm

Subject: The Pulsation of the Universe

Symbol Evocation: The Interaction of Archimedean and 

Logarithmic Spirals

There is no such thing as simple stand-alone geometry. Geometry 

is always about more than simple ge—Earth—and metria—

measurement. What geometry really is is a method of describing 

the way the universe works. Therefore, looking at the origin of the 

spiral is a way of assessing the conditions of the cosmos. 

The spiral is born of the desire the point and the circle have to 

become one, without becoming obliterated or obliterating the 

other. The force of the will of the originating point is expressed 

as a line that moves out from the point. The line’s successive 

movement is a loosening outward from the originating point 

toward the pull of the circle, which causes it to curve in a spiraling 

action. An Archimedean spiral, also know as an arithmetic spiral, 

advances in this way as it approaches infinity, or the perfect circle 

that is the periphery of the cosmos. Of course, it is impossible to 

actually arrive at infinity and the edge of the cosmos, so the energy 

of the line moves back toward the originating point, this time in 

a logarithmic spiral that begins with an angular movement away 

from the circular curve. This movement is repeated along the line’s 

course back to the originating point. Whereas the Archimedean 

spiral seeks the circle—and as such represents feminine energy—

its inverse, the logarithmic spiral, seeks the straight line and the 

originating point—representing masculine energy. The two spirals 

are the paths of an out-and-back motion that represents the 

breathing out and the breathing in of the universe.
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T H e  k a l i - y u g a :  T H e  e n d  o f 
T H e  u n i V e r s e  a T  4 2 4 8 2 6  a . d . 
1965

Oil, acrylic, vinyl lettering, and x-ray on canvas 

73 3/4 x 73 3/8 in. / 187.5 x 186.5 cm

Subject: The Night of Dissolution and the End of the Universe

Symbol Evocation: Shakti and Cosmic Energy, Shiva and 

Cosmic Passivity 

Hindu cosmology envisions the universe coming into being on 

Kalpa, or the day of Brahma—the breathing out that begins the 

cycle of time. The cycle of time is broken down into Manvantaras, 

which are in turn divided into four Maha-Yugas, or Great Ages, with 

the entire cycle totaling 4,320,000 Earth years. The fourth and final 

Yuga is the Kali-Yuga, after which begins Pralaya, or the sleep of 

Brahma—the breathing in that ends the universe. 

Over the 4,320,000-year course of each Kalpa (a single day for 

Brahma), Shakti, the embodiment of moving energy and the 

feminine, dances around her consort, Shiva, the embodiment of 

passive energy and the masculine. Their two energies drive the 

cycle of care and boredom, represented by a flattened Möbius strip 

uniting the will of Shakti and the inertia of Shiva in a continuous 

feedback loop. If we realized that boredom and care are two sides 

of the same coin, we would not suffer like we do. Shakti is pictured 

as a medieval nun and Shiva is pictured as a devil-character in 

front of a pentagram, because in the West we see action and 

care as good and boredom and inertia as evil, but in fact, both 

Shakti and Shiva are co-destroyers of the universe. The universe is 

destroyed when finally, at the end of the Kapla, or a day of Brahma, 

Shakti’s snake-dance wakes up the sleeping Shiva, and the Night 

of Dissolution arrives. Shakti lets go of the tail of the Uroboros 

(the serpent encircling the world), space collapses into time, Shiva 

and Shakti unite, and the universe comes to an end as Pralaya, the 

sleep of Brahma begins.

According to Western reckoning we live in the Kali-Yuga of the 

seventh Manvantara. Our present Kali-Yuga began in 3120 BC and 

will end in 426,872 AD. The end of the universe is on 424,826 AD. 

If you do the arithmetic, there are 2,046 years unaccounted for. The 

missing years are the points of change between the cycles of time.
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T H e  W o r l d  s e l f
1967

Oil, acrylic, and vinyl lettering on canvas inset with Plexiglas, 

mirror, and fluorescent light

61 1/2 x 61 3/8 in. / 156 x 156 cm

Subject: The Megapattern of the World Soul

Symbol Evocation:  Mirror, Mirror, on the Wall, Who’s the 

Furthest One of All?

The modern Swiss psychoanalyst Carl Jung (1875–1961) and the 

modern Japanese Zen Master Daiun Sōgaku Harada (1871–1961) 

were soul mates, both chronologically and philosophically. Each 

taught a practice whose goal was the actualization of the full 

potential present in every person and in every moment. What Jung 

and Harada share is a conception of the World Self—or the sum 

and unity of all selves throughout time—which can be imagined 

as an elastic sphere. In my painting, this sphere is represented 

as the orb of an eye, whose iris is the alteration of archetype and 

koan, and whose pupil is an infinity mirror. In its normal extension, 

the surface of the sphere represents the conscious state of death 

in which the ego is overcome, also known as “blessed, blessed 

oblivion.” The sphere itself contains the pure consciousness of the 

formless self, in which ego becomes known only when it moves and 

manifests itself. This medium of pure consciousness in which the 

ego moves is called the collective subconsciousness or the alaya-

vijnana, the storehouse consciousness. Both are manifestations of 

the foundational essence out of which everything that is arises. 

The World Self exists in the dimension of time known as Hyparxis—

the collective presence of the total energy of the universe —in 

which all possibilities are realized through transcendent social 

collaboration. Collaboration is necessary because an individual can 

only realize one possibility among many in any single instant of time. 

The trick is to be intelligent about assessing available possibilities 

and to figure out which possibilities you can accomplish and which 

possibilities others can do. In Hyparxis you can have a conversation 

with all other selves through time that allows you to recognize that 

someone else has accomplished a possibility that you have not but 

could potentially, although you may then make the judgment that it’s 

not necessary. Whenever any self accomplishes a possibility, that 

potential becomes manifest and is inscribed in eternity as forever 

actualized. 

The inside of the sphere of The World Self represents the knower, 

and the outside of the sphere that which is knowable. Spikes on 

the surface of the sphere are instances of vertical consciousness, 

evidence of a self realizing a unit of knowledge that that self felt 

he or she had to, and could, know. These spikes are set against the 

horizontal consciousness, which is the socialization of your own 

consciousness that lets you know that other knowers are also on 

their own paths to knowledge. Although this recognition of others 

protects against falling into solipsism, ultimately the existence of 

separate knowers is an illusion. In the end, there is only the knower 

and that which is known in a mutually interdependent relationship.
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T H e  n u M b e r  d r e a M
1968

Oil, acrylic, ink, and vinyl lettering on canvas

73 1/2 x 73 1/2 in. / 186.5 x 186.5 cm

Subject: The Nature of Ancient Wisdom

Symbol Evocation: The Power of Lucid Dreaming 

The discovery around 1893 of Tantric art and its use of lucid dreaming 

triggered a revived interest in the ancient art of the interpretation of 

dreams. Sigmund Freud (1856–1939) got the hint when he wrote The 

Interpretation of Dreams in 1899. Freud, however, ignored the idea that 

one could be aware of the dream state while dreaming. Surrealism, the 

dream-oriented art movement that developed from Freud’s work, under 

the ideological control of the poet André Breton (1896–1966), also 

shied away from the truly visionary. However, Carl Jung (1875–1961) 

took a wider view and absorbed the influence of the Tantra.  He used 

the primary symbol of Tantric art—the mandala—to represent the 

unconscious self, and in particular, dreams. 

I favor Jung’s approach to dreams over that of Freud or the Surrealists, 

but I also find Jung’s ideas limited. Jung’s theory of the archetypes—

forces that shape dream imagery—confines archetypes to the 

extent of human history. I disagree. I believe the archetypes are 

inherent within the basic stuff of the universe, given that mass and 

consciousness are both expressions of the primordial. As an example, 

on October 25, 1995, I was shown images taken directly from the 

Hubble Space Telescope. The telescope was aimed at areas of sky free 

from optically received light; however, the leading ends of light rays 

approximately seven thousand light-years from earth that had been 

generated two billion years after the Big Bang were visible. When I 

saw these pictures of monstrous star-gas clusters, I was astounded: 

I had seen the exact same images years earlier in a lucid dream. This 

was personal proof that dreams can contain information prior to the 

existence of human life, or any life, as we have come to define the 

term. This is why, even more than Jung’s, I prefer the Platonic notion 

of archetypes as Forms. The Forms are by definition timeless, but their 

appearance outside of the ideal realm leaves a lasting impression in time. 

So even when a Form is no longer present, its tangible imprint remains.

The Number Dream establishes a system of presenting a dream based 

on Tantric, Jungian, and Platonic concepts. In The Number Dream the 

division of the dream-space yields seventy-three parts according to 

the following procedure: 1) A total square is divided into nine squares. 

2) Two circles are established, one inside the large square—the 

periphery—and one inside the smaller central square—the center. 

3) Quadripartites of diagonals and a cross are drawn. 4) The first 

integers are drawn by utilizing ninety- and forty-five-degree angles. 5) 

Differently sized circles—the symbol of wholeness in diversity—are 

drawn inside the seventy-three spaces that result from the divisions; 

the relative diameters of the circles determine the relative importance 

of one scene of the dream over another.  Within this structure, 

the dream unfolds in a linear sequence of scenes that lead from a 

discovered beginning to a discovered ending, with the scenes folding 

back upon themselves, giving the appearance of a random sequence.  

The central square provides a point of entry into the sequence. Like all 

representations of a journey, the dream is entered in medias res, in the 

midst of things.

Exhibitions

Chasing Napoleon, Palais de Tokyo, Paris, 2009 

Paul Laffoley: The Sixties, Meta Gallery, Toronto, 2009

Paul Laffoley: Secret Universe, Nationalgalerie im Hamburger Bahnhof, 
Berlin, 2011

Paul Laffoley: A Survey, Henry Art Gallery, Seattle, Washington, 2013

Literature

Carlo McCormick. “Paul Laffoley: Post-Modern Alchemy.” Juxtapose, 
January/February 2000, pp. 60–65, ill.

Paul Laffoley. “Architecture of Utopia.” Palais de Tokyo Magazine, Autumn 
2009, p.59, ill.

Emmanuelle Leqeux, Isabelle de Wavrin, Judicaël Lavrador, and Stéphanie 
Moisdon. “De l’art brut à la visite de Mars: Les artistes de la 5e 
dimension.” Beaux Arts Magazine, no. 306, December 2009, pp. 84–87, ill.

Mark-Olivier Wahler, Mark Alizart, and Frédéric Grossi. Palais de Tokyo / 
2009 A-Z: From Yodeling to Quantum Physics. Vol. 3. Paris: Palais de Tokyo, 
2009, p. 59, ill.

Udo Kittelman and Claudia Dichter, eds. Paul Laffoley: Secret Universe. 
Cologne: Walter König, 2011, pp. 6, 57, 121–22, ill.

Mark Prince. “Paul Laffoley.” Flash Art, January/February 2012, p. 139.

Renko Heuer. “New York Diaries: Paul Laffoley.” Lodown Magazine, 
October/November/December 2012, pp. 136–42, ill. 



64

T H e  H o u s e  o f  T H e  s e l f
1971

Oil, acrylic, ink, and vinyl lettering on canvas

73 1/2 x 49 1/2 in. / 186.5 x 126 cm

Subject: On the Lawn of the Spiritual Abode

Symbol Evocation: Homage to Ramana Maharshi, the Great Seer 

According to Vedic astrology, the first house is the House of the 

Self. My painting The House of the Self describes the soul’s arrival 

into life on Earth as a physical body—or the becoming of the 

ego—reflected in the Crystal Mirror that is behind everything. The 

parts of the body correspond to the five senses, the five elements, 

and the five lams of the chakras. Below the images of the five 

parts of the body is an abstract grid that represents the mind’s 

ability to think mathematically—or the Number Intellect—number 

and mathematics being what abstraction is all about. The Number 

Intellect arises from the Soil of Sisu, or the perseverance of the 

rational mind. The Eye of Transcendence in the upper mandela, 

above a lotus leaf, is awakened by destiny. If you are asleep, the 

only thing that will wake you up is destiny, the ultimate wake-up call.

The House of the Self is the third painting of mine that was 

commissioned, paid for, and eventually returned to me without 

my having to return the purchase price. My only explanation as 

to why the buyers did this is the fact that I gave them more than 

they bargained for. I guess what they actually wanted was an 

illustration of a personal belief system they had adopted and would 

outgrow after a while. The painting would then act as a memento 

of a step in their mental “development.” What they got from me, 

instead of a souvenir, was an idea that went beyond their initial 

creed. This was particularly true of religious beliefs imported from 

the East, such as Buddhism, Hinduism, Taoism, and Zen, aspects 

of which have literally invaded Western worldviews over the past 

century and a half, including advanced scientific beliefs. Personally, 

my father began instructing me in many of the traditions of Asia 

when I was seven years old. 

Exhibitions

Paul Laffoley: The Sixties, Kent Gallery, New York, 2009

Paul Laffoley: Secret Universe, Nationalgalerie im Hamburger Bahnhof, Berlin, 
2011

Literature

Sacha Roulet. “Selective Utopia.” idPure, no.11, 2007, p.7, ill.

Udo Kittelman and Claudia Dichter, eds. Paul Laffoley: Secret Universe. Cologne: 
Walter König, 2011, pp. 29, 106, ill.



66

a l C H e M y :  T H e  T e l e n o M i C 
P r o C e s s  o f  T H e  u n i V e r s e
1973

Oil, acrylic, ink, and vinyl lettering on canvas

73 1/2 x 73 1/2 in. / 186.5 x 186.5 cm

Subject: The Alchemical Process

Symbol Evocation: Traditional Western Magic 

During the Middle Ages, the occult practices of ancient Egypt, 

Greece, and Rome were codified as alchemy, with the addition 

of the Kabbalah as its energy source. Alchemy is both art and 

science, a portal to universal transformation; however, the Church 

considered it just another Gnostic heresy. It was considered magic 

and its practice constituted blasphemy. Synoptic chronicler of the 

occult Lewis Spence (1874–1955) neatly summed up the distinction 

between magic and religion that was accepted by the medieval 

world: “It has been said that religion consists of an appeal to the 

gods, whereas magic is the attempt to force their compliance.” 

On the other hand, science appeals to the myth of invariance in 

nature. It cites the “laws” of nature in order to euphemize out of 

existence the hubris of attempting to control nature, which by the 

way, was never the intent of alchemy. Although alchemy is often 

called the confused precursor of the modern sciences of chemistry 

and physics, it is not. In a certain sense both chemistry and physics 

could be viewed as failed forms of alchemy. When Leonardo da 

Vinci (1452–1519) separated alchemy into what we now call art and 

science, he not only began the Italian Renaissance and the modern 

world, he also discovered a way to keep the enterprise of magic 

alive right under the nose of the Church. The price paid by the rest 

of humanity was that traditional magic had to go underground 

and the world of the occult was born, and that over the next five 

hundred years a very unhealthy separation prevailed between the 

intellect and the passions at the societal level. 

My painting Alchemy elucidates the alchemical process, which 

is telenomic rather than teleonomic. A telenomic process is one 

whose end is not known but becomes more and more obvious 

and certain as you proceed. The divine goal of alchemy is the 

transformative union of not merely intellect and passion but of the 

masculine decent of the spirit and the feminine rise of the soul. At 

a certain point their union becomes ineluctable and irreversible, 

and they cook together within a Klein bottle in the Athanor, the 

cosmic oven. Above the Athanor is the Tree of Sephiroth, the 

Kabbalistic tree of life, topped by an ankh, the Egyptian symbol of 

life.

The operating nomenclature of alchemy designates the major 

substances of transformation: the body (the masculine), the soul 

(the feminine), and the spirit (the condition of their interaction). 

The Church considered the body, soul, and spirit to be its exclusive 

property, and its claim led to the neutering of these sacred 

concepts and the rise of their secular forms—mass, consciousness, 

and energy—during the International Gothic period and into the 

Renaissance. The Church’s inability to keep ahead of the curve had 

two results: It gave science, a new and fast-rising bureaucracy of 

learning and authority, something of its own to chew on beyond 

the Church’s authority, and the Church managed to quietly push 

alchemy off the stage of knowledge and into oblivion—or at least 

that’s what the Church thought.
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u T o P i a :  T i M e  C a s T  a s  a 
V o y a g e
1974

Oil, acrylic, and vinyl lettering on canvas

73 1/2 x 73 1/2 in. / 186.5 x 186.5 cm

Subject: The Dynamics of the Intentional Community

Symbol Evocation: Heaven on Earth

Utopia is essentially the alchemical task of resolving consciousness 

as a manifestation of collective will with consciousness as a 

manifestation of one’s immiscible self. Utopic space is the bringing 

together of the temporal ecstasy of the imagination—the control 

of the will as pure becoming that is morality—with the atemporal 

dream of reason—the freedom of the will as pure being that is 

transcendence. The structuring symbol of utopia is the breathing 

out and breathing in of the universe. The feminine breath is the 

breathing out, the great release, when the one falls instantly 

and without effort into the many. This is the breathing out that 

gives form—eidos—to matter—hyle. The masculine breath, the 

breathing in, is the long and arduous struggle back from the many 

to the one. 

The path of utopia unfolds in a non-oppressive environment 

free from all power structures, whether they are hierarchies, 

holiarchies, or heteroarchies. The form of the utopic path is 

expressed as the major fractal of the manifest universe—the 

logarithmic spiral. The spiral path, composed of an infinite number 

of equiangular sections, makes an infinite number of revolutions 

around the one as it moves closer and closer to the one—also 

known as the source, the urgrund, and divinity. Utopia is the path, 

the moving ever toward the one, but never arriving. This is because 

utopia is a societal imperative. If the path actually arrived at the 

one it would lose the necessary socially occurring aberrations of 

the utopic, of which there are four. Each aberration exhists as a 

vector subpath within the larger logarithmic spiral. These subpaths 

build tension and create energy within the system; however, 

their control is crucial because if the tension they produce is not 

harvested, the entire path will veer off its utopic direction and 

may well suffer a collapse into one of the boundary, or non-utopic, 

spaces, which would then suddenly become dominant.

The non-utopic spaces are: 1) Eutopia, in which life is lived in direct 

relation to the mystical experience and any stake in, connection to, 

or responsibility for the common good is abdicated. In this space 

the ego believes that it has become God; its vector leads directly 

to the one source of all. 2) Kakatopia, or dystopia, in which lives 

are lived in the knowledge of their mutual alienation, in mutually 

repellent spaces. This is the literal bad place and space; its vector 

continues the initial falling of the one into the many beyond its 

necessity. 3) Kenotopia, in which lives are lived in a space of 

comfort and ignorance, free of stress, striving, or goals. This is 

space of kitsch; its path is a circle, without any angular tension. 

The circular vector of kenotopia can occur at any fixed distance 

from the one, depending on when the life veered off the true path 

of utopia; this accounts for different levels of taste even in the 

realm of kitsch.  4) Oligotopia, in which a group of lives develops 

a system by which they can leave the path of utopia and enter 

kenotopia en masse. This is the space of the bureaucratic; its 

vector veers away from the one until it is stopped when it runs into 

a pre-existing kenotopic space.
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M i n d  b o d y  a l P H a
1989

Oil, acrylic, and vinyl lettering on canvas

73 1/2 x 73 1/2 in. / 186.5 x 186.5 cm

Subject: The Universal Concentration of Consciousness and 

Mass 

Symbol Evocation: The Position in Space from Which 

Everything Is Related

For mind and body to exist at all, by definition there must exist a 

primal, alpha state of mind and body. An alpha state cannot be 

examined directly; it can only be known to some degree and only by 

its instrumentality. Although the mind-body—aka consciousness-

mass—problem has a long history as a fundamental question of 

philosophy, the materialist view that dominated Western thought 

after Descartes and the Enlightenment defined the body alpha 

as the sole source of all the stuff and gravity in the universe. 

Naturally, the mind was excluded from these materialist models. 

But beginning in the late nineteenth century, people like Helena 

Petrovina Blavatsky (1831–1891) bucked the trend and studied 

things that could not be accounted for by a purely materialistic 

point of view. Soon afterward, Albert Einstein (1879–1955) came 

up with the theory of relativity, which spatialized time and brought 

physics itself to a place beyond mere materialism. Now that 

consciousness has been introduced into the process, body—pure 

becoming—can be integrated with mind—pure being—in the 

Mind-Body Alpha, whose position in space as the centroid of the 

universe is in constant flux above the speed of light.

I have represented the Mind-Body Alpha as a cross section of a 

hypersphere, or a fifth-dimensional sphere, to show a single alpha 

containing the hyperspheres of mind/consciousness and body/

mass. A hypersphere exists in constant metaphysical motion, 

in a process of continual exchange between the positions of its 

centroid and its periphery. This motion follows the course of a 

Möbius strip whose figure-eight structure carries the centroid to 

the periphery, and back again.  
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d i M e n s i o n a l i T y : 
T H e  M a n i f e s T a T i o n  o f  f a T e
1992

Oil, acrylic, and vinyl lettering on canvas

98 1/2 x 49 1/2 in. / 250 x 126 cm

Subject: The Natural Octave of Spatiality and Temporality

Symbol Evocation: The Tension between Fate and Free Will

Using Pythagorean ideas of acoustic space, I have constructed 

a dimensional system that bridges the gap between the fullness 

of the universe and the limits of the human imagination. By 

basing my system on Pythagoras’s octave, I account for the 

integrity of the human and the inhuman, and the balance between 

them. Apprehending space-time through sound offers a way 

of understanding the unity of spatiality and temporality as the 

anonymous, energy-filled, inhuman matrix of the extent of the 

universe, while also accounting for human experience. I have 

numbered the dimensional realms zero through eight. Qualitatively, 

dimension zero—the dimension of hyle, or unformed matter—

contains absolute death, and dimension eight—the dimension 

of eidos, or formed spirit—contains absolute aliveness. Life and 

death are distributed relatively through dimensions one through 

seven, with a sense of increasing aliveness and ontological 

richness as you move up the dimensional realms. The system 

corresponds to divine spissitude, or the ontological thickening and 

thinning of the universe. Dimension eight represents the thickest 

state, the unity of the one—the cosmic egg. Dimension zero 

represents the many—the cosmic hatch. Dimensions zero through 

four encompass the physical realm of the universe and five through 

eight the metaphysical realm. A major ontological leap occurs 

between the fourth and the fifth dimensions, although the notion 

that the universe contains a profane realm and an opposite sacred 

realm is an illusion born of human beings’ difficulty in bridging the 

singularity—or dimensional portal—between realms four and five. 

In short, dimensionality is literally the ultimate context of the 

universe that allows meaning to manifest itself, whether that 

meaning is divine or natural. As such, it replaces the ancient 

concept of fate. Despite the arguments of analytic philosophy, the 

encounter between fate and free will is much more than simply a 

conflict of determinism versus indeterminism. Free will cannot be 

reduced to some kind of indeterministic variable. Free will actually 

means that you are free to do what you will. An individual’s 

volitional nature is a complete mental entity, like the imagination 

or the intellect. Our perception of the ontological interaction of the 

invariance of causality—fate—and the unfolding of individual and 

historical destinies, which are subject to only a very limited degree 

of predictability, gives rise to our belief in the viability of free will 

even in the face of fate.
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x a n a T o P i a
1995

Ink, gouache, vinyl lettering, and collage on board

30 x 30 in. / 76 x 76 cm

Subject: The Utopic Space of Pantisocracy

Symbol Evocation: The Lucidly Dreamt Xanadu 

In 1794, the Romantic poet and visionary Samuel Taylor Coleridge 

(1772–1834) —who was enthralled with William Godwin 

(1756–1836), the father of political anarchism and a proponent 

of communal living—met the poet Robert Southey (1774–1843), 

who, like many Romantics, was also captivated by Godwin’s radical 

idealism. Very soon after their meeting, Coleridge and Southey 

dove into the planning of a utopian community, Pantisocracy. Its 

specific location was to be an island in the Susquehanna River in 

Pennsylvania, which they planned to remake into a vesica piscis 

(fish bladder) shape. Although the two poets were seriously 

working on making Pantisocracy a reality, soon enough it became 

clear that there were insurmountable problems and it was not 

going to happen. But the image of a utopic, wondrous land did not 

lose hold in Coleridge’s mind.

In 1797, sometime between July 4—the twenty-first anniversary 

of the Declaration of Independence of the United States—and 

July 14—the eighth anniversary of the Fall of the Bastille and 

the beginning of the French Revolution—Coleridge wrote “Kubla 

Khan.” More correctly, the poem was presented to him in totality 

in a three-hour dream. This was an esemplastic event, in which 

Coleridge was aware that he was dreaming and was willing to 

suspend his disbelief in order to interact with the imagery of his 

dream. Today this would be called lucid dreaming. The vision began 

when Coleridge, an inveterate armchair traveler, happened to be 

reading Purchas His Pilgrimes by Samuel Purchas (1577?–1626), a 

compiler of travel writing, and came across the sentence “Here the 

Khan Kubla commanded a palace to be built, and a stately garden 

thereunto. And thus ten miles of fertile ground where inclosed 

with a wall.” At that moment Coleridge fell into a deep sleep and 

instantly began to dream in the most vivid manner. He endured a 

forced REM cycle, induced no doubt by a combination of his normal 

dosage of Boston opium (laudanum with a shot of sulfuric acid) plus 

a prescribed anodyne (alcohol, ether, and ethereal oil). When he 

awoke, Coleridge had enough material for a poem of three hundred 

lines, all pre-composed, “in which all the images rose up before 

him as things, with a parallel production of the correspondent 

expressions, without any sensation or conscious effort” (as 

the notes accompanying the publication of the poem put it). He 

immediately began to write it all down but was interrupted by the 

visit of a man who had come on business. When Coleridge returned 

to his work after more than an hour, he realized that he had lost 

from his waking memory all but a vague remnant of his vision, and 

the few lines that he had been able to transcribe, which are now 

the poem “Kubla Kahn.” 
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T H e  s o l i T r o n
1997

Oil, acrylic, ink, and vinyl lettering on canvas

73 1/2 x 73 1/2 in. / 186.5 x 186.5 cm

Subject: A Design for a Perpetual Motion Device

Symbol Evocation: The Natural Abundance of the Universe

The Solitron is a both a design and psychotronic device for the 

production of perpetual motion through the creation of solitons. 

Solitons are waves that self-maintain their form and speed in 

perpetuity. The Solitron’s design follows the alchemical method of 

first separating elements and then recombining them in new ways.  

The Solitron’s device consists of two interlaced triangular Möbius-

loop tubes, surmounted by a perfect wave form. The process 

begins with the separation of magnetic and electric energy into the 

basic, uncompromised elements of magnetism—fluxons—and the 

basic, uncompromised elements of electricity—polarons.  Once 

the fluxons and polarons have been distilled, units are needed to 

hold them.  The fluxons are contained in a variation of a Möbius-

loop tube, pictured on the left, and the polarons are contained 

in a variation of a Klein bottle, pictured on the right. From here, 

the polarons are introduced into the channels of the upward-

pointing, hot Möbius tube, and the fluxons into the channels of 

the downward-pointing, cold tube—with both the fluoxns and the 

polarons suspended in a medium of liquid mercury.  

The next step is the activation of the mercury to create the soliton 

waves, which is accomplished through lucid dreaming.  First the 

dreamer concentrates on the form of the wave as pictured at the 

top of the painting. Then he or she goes into a lucid dreaming 

state and sees the wave as perpetuum mobile. Next the dreamer 

introduces elements of kitsch—e.g., Henry Fuseli’s The Nightmare 

or Thomas Cole’s The Architect’s Dream. The presence of kitsch, 

a non-form of absolute neutrality, eradicates any superfluous 

influences on the soliton waves by ensuring a purely mechanical 

environment. Then the lucid dreamer removes all albedo 

elements—anything generated by reflected light—to arrive at a 

meditative state in which mass and consciousness become one.  

At this point the dreamer enters Zarg—a state of moving and not 

moving simultaneously—and targets the Angelicetheric Seals, 

which are pictured as Stars of David in the six triangles formed 

by the interlaced Möbius-loop tubes. These stars represent the 

dimensional state immediately prior to the four-dimensional state 

of the two Möbius-loop tubes. With the form of the perfect wave 

still in mind, and with his or her consciousness one with mass, the 

dreamer now can create three soliton waves in the upward-facing 

tube by envisioning the continuum of the change in the mercury 

from a liquid to a gas, and at the same time create three soliton 

waves in the downward-facing tube by envisioning the continuum 

from liquid to solid.
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T H e  f i V e  P r i n C i P l e s  o f 
g e e Z e r  a r T
2003
Ink, acrylic, collage, and vinyl lettering on board
31 x 31 in. / 79 x 79 cm

Subject: Creativity Is the Hardest Thing To Kill

Symbol Evocation: Make Me One with Everything

The word “geezer” comes from the French or Spanish for 
“disguise,” which is appropriate because old age is a kind of 
enforced disguise. Old people are practically invisible. Their 
authentic selves get disappeared when they reach “a certain age.” 
In order for a geezer who is an artist to stay viable he or she cannot 
forget five basic principles. The five principles of Geezer Art—
which take the form of memories, or more specifically, things to 
be remembered—are as follows: 1) Remember that you are just as 
alive as anyone of any other age or time period. 2) Remember that 
human creativity is the hardest thing in the universe to kill. 
3) Remember that the ratio between history and no history 
is always in your favor. 4) Remember that the proportion Phi 
(.382…/.618…) unites life to death as a natural singularity. 
5) Remember that when the body begins to decay the subject of art 
is the Oversoul. 

The first and second principles are obvious. The third points to 
the fact that once you have passed the midpoint of your allotted 
years, you will always have more history than not. The fourth is a 
reminder that consciousness and mass exist in a ratio of .382/.618 
throughout everyone’s life, but with age you become more and 
more skilled at blending the two, and you become more aware of 
what consciousness is and the forms it can take. The fifth principle 
is about the shift from individual consciousness to the “the original 
unit,” “the fountain of power,” and “the resolution of all into 
the ever-blessed ONE”—in the words of Ralph Waldo Emerson, 
describing his concept of the Oversoul.
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T H e  P H y s i C a l l y  a l i V e 
s T r u C T u r e d  e n V i r o n M e n T : 
T H e  b a u H a r o q u e 
2004
Ink, acrylic, vinyl lettering, and collage on board  
31 1/8 x 31 1/8 in. / 79 x 79 cm

Subject: Human Architecture That Is as Alive as Nature

Symbol Evocation: The Apotheosis of Consciousness

As we enter the Bauharoque—the third phase of Modernism, 

after High Modernism and Postmodernism—we are faced with 

problems such as 1) skyrocketing population growth, 2) unwinnable 

and undeclared terrorist wars, 3) the general and continuous 

degradation of the world’s natural environment, 4) politics-as-

entertainment becoming a substitute for religion, and 5) general 

political stalemate resulting from the media’s money-making 

strategy of pitting interest groups and classes against each other. 

Architects in particular have to deal with the consequences of 

bulging populations. My proposal of a physically alive environment 

would offer a solution to the architectural challenge and would also 

generate additional positive effects. I believe that if mass housing 

were designed around non-repressive personal environments 

that would avoid mechanical standardization, a basis would be 

established from which other social problems could be successfully 

addressed. 

Expanding on the idea of the urpflanze —or the primal plant from 

which all plant life can be generated —of Johann Wolfgang 

von Goethe (1749–1832), my idea for ending the world housing 

shortage, and ultimately for promoting social progress, is to grow 

houses from plant material. This secret of growing the primordial 

plant house—Das Urpflanze Haus—to a mature and seeded state 

is the flowering wginkgo biloba, which is the oldest plant on earth, 

dating back to the Permian period of the Paleozoic Era (286 to 245 

million years ago). The genes of the ginkgo biloba can be spliced 

with those of any other plant to create a unified living structure, 

with the ginkgo doing the work of connection, literally, and healing, 

philosophically. 

In addition, there are recent discoveries in botany and 

bioengineering that can be adapted for use in physically alive 

structures. For example, when tobacco plants are gene-spliced 

with luciferins from fireflies the plants light up with five watts of 

cold light, and soon bioengineering will be able to increase the 

light level to one hundred watts. Spinach leaves, which exhibit 

the highest electrical potentials of all plant forms at ten volts DC, 

can be adapted for use in the electrical grid. Large groupings of 

carnivorous plants can control insect populations within confined 

areas. And last but not least, because of the regenerative power 

of plants, damaged structures will be able to self-repair through 

new growth. This is what I call the Zombi Nimbus effect, in which 

“dead” or damaged elements continue to exist energetically 

in their specific forms (and as such are visible through Kirlian 

photography). Besides its practical application, the Zombi Nimbus 

effect is a real-time reminder of the philosophical task of blending 

life and death—aka, consciousness and mass—and of the fact 

that all atomic structures are physically alive.
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C o s M o g e n e s i s  T o 
C H r i s T o g e n e s i s
2005

Acrylic, ink, collage, and vinyl lettering on board

30 x 30 in. / 76 x 76 cm

Subject: Panentheistic Absorption of the Uruniverse

Symbol Evocation: The Swirling Arms of a Double 

Logarithmic Spiral

Pierre Teilhard de Chardin S.J. (1881–1955) —a Jesuit priest, 

a scientist, and a philosopher—saw evolution as possessing 

teleonomic design, that is, as having a motivated purpose and 

direction in time. The purpose of evolution, in Teilhard’s view, was 

the progressive unification of all consciousness, ultimately leading 

to a grand convergence at the Omega Point, the point where the 

entire Earth becomes God. Teilhard’s conception of evolution 

was the transmutation of evil into good through the freeing of 

consciousness from its attachment to particular individuals, so 

that consciousness becomes a thing in itself. This evolutionary 

trajectory begins at the Neanderthal Skull of Spy and the state 

of sin, passes through Hominization as people develop the idea 

that collectivity is a good, and finally arrives at the Noosphere, 

or the sphere of totally unified human consciousness. When all 

consciousness reaches this point it enters a state of of union that is 

also a differentiation, where the concept of personalization moves 

beyond our current notions. 

If Teilhard de Chadin had his sights set on the Omega, the Atomic 

Nun zeroed in on the Alpha. Or to put it another way, the Atomic 

Nun tried to do at the atomic level what Teilhard had done at the 

cosmic level. She was Sister Incarnata Marie S.I.W., née Claudine 

Bolduc in Paris. She had known Teilhard and was a fan of his 

work. (I got to know her when she called me out of the blue one 

day. The visionary architect Paolo Soleri (1919– ) had given her my 

name because she wanted me to design a building for her Solar 

University that would levitate over a tributary of the Lake of the 

Ozarks in central Missouri. The project never materialized for lack 

of funding.) Sister Incarnarta postulated that in order for Teilhard’s 

theory of the evolution of evil into good to be true, something must 

have happened at the subatomic level soon after the Big Bang that 

had the effect of engineering morality.  She named this element 

the “Catholic Atom.” In her attempts to discover it she conceived a 

structure very similar to my own Levogyre, which approaches the 

speed of light as it gets nearer to a black hole. The total inward 

energy of a black hole is a pull toward evil. It is here, at the edge 

of a black hole, that the Catholic Atom would necessarily have to 

appear to stop the plummet into evil and allow evolution to move 

toward the good and the Omega Point.
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T H e  e C T o P l a s M i C  M a n
2011

Acrylic, ink, collage, and vinyl lettering on board

21 1/8 x 21 1/8 in. / 53.5 x 53.5 cm

Subject: New Clothing Design

Symbol Evocation: The Connection between Mass and 

Consciousness

Nikola Tesla (1856–1943) was a Serbian-American physicist, 

engineer, and all-around visionary; without his invention of motors 

that produced AC current, the twentieth century would not have 

been possible.  As an old man, from 1933 until his death on January 

7, 1943, he lived in the New Yorker Hotel, in room 3327, on the 33rd 

floor, with a view of the Empire State Building out his window. 

Most people thought Tesla had stopped working during this last 

decade; however, he never stopped, even if it looked like he wasn’t 

doing anything. He was simply working with his consciousness. 

Tesla had the ability to go beyond lucid dreaming and to actually 

invent, test, and repair devices entirely in his mind. In 2000, I 

conducted a séance in room 3327 of the New Yorker Hotel, during 

which I acted as the medium and channeled Tesla to find out what 

he had been doing during this last, “missing” decade. I discovered 

that he had been designing clothes, or devising a way of using the 

etheric layer of the aura to create a clothing-state that he called an 

“ectoplasmic mystagogue.” 

Everyone has the ability to learn how to create their own 

ectoplasmic mystagogue by mastering mental exercises that train 

you how to enlarge and contract your etheric body.  Once this 

degree of control was reached, you would be able to enlarge your 

etheric body into an ectoplasmic body—the body immediately next 

to the physical body that forms part of the continuum between 

mass and consciousness. The ectoplasmic mystagogue would have 

the property of protecting its wearer in extreme environments, 

such as the underwater environment or the environment of outer 

space, while remaining diaphanous and totally transparent.  This 

system of protection is extremely ecologic, given that the essence 

of ecology is to do the maximum with minimal waste, hence my 

inclusion of a small image of a green double-underlined, left-facing 

swastika, which stands for ecology and is also an ancient symbol 

of good luck.

In The Ectoplasmic Man I have put Tesla between Fred Barlow and 

Major Rampling Rose, two researchers into the paranormal who 

proved that the pictures of a famous spirit-photographer, William 

Hope, were in fact manipulations. Tesla always maintained that 

ghosts were not spiritual beings from another world but simply 

natural fluctuations in the ectoplasma. I have also included an 

homage to Jack Cole, cartoonist and creator of Plastic Man.
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