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EMBRACE

2002
6 dia x 6°2” high, 6600 lbs
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WIND JAMMER
1998

STONE, STEEL, MOBILE,
8 FEET 2”X 5 FEET 9~
800 LBS.
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MOON BEAM BENCH

2012
5’ x 3° 33” 1050 Ibs.
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ANTHRO III 2005
61”x2 67,1500 lbs
Stone, Steel
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STONE JAZZ

In 1964 San Francisco was called the capital of the love revolution,
the Beatles performed at the Cow Palace and big name jazz men
came to Basin St. West. There I was having just arrived from a rural
northern community, a determined young artist and genuine hick.
Two colleagues from the Art Institute urged me to go with them

to my first Jazz session. What a night! Standing in line for an hour,
sitting at a tiny table our knees nearly touching, paying 5 dollars for
a drink, then through the smoke haze came the most abstract music
I had ever heard. The Black musicians — calling out hoots, caws and
ya-man starting into a tune then each solo playing to a different beat
in an unknown language ... yet it made sense . I was listening to mu-
sic with my heart. The music, the city subdued me with an Abstract
expressionist moment what I was there to study. That year at the
San Francisco Art Institute released me from traditional Western
conservatism. I was studying Abstract Expressionism in the midst
of cutting-edge art — hard edge, Pop and the beginning of concep-
tual art. Hippies, love children, Zen, Rock& Roll and Jazz were in
season. I knew somehow this new music was connected to what I
was doing,

This first jazz experience was part way through a tremendous
education that took me to four Universities and allowed me to
study under seven great mentors. After graduation I returned to the
Mountains near Yellowstone Nat. Park where I grew up, to raise
a family and work for a living. I continued to sculpt and seek out
Jazz events, eventually establishing a Studio where I produce stone
sculpture and paint landscapes, mixed in with designing and build-
ing homes. My most recent client is a patron of Jazz concerts. *on
completion of their sculpture, Embrace. I invited two Jazz compos-
ers* to jam in my studio with the finished piece. With enthusiasm
they accepted - Willie arrived with three boards, her trombone and
amelodica. Kelly brought his stand up bass. They did two sets.
Kelly summed them up as: “the first set was the sculpture playing to
us, the second us playing to it.” The studio is a large cavernous space
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20+ feet high, with minimal heating and is embedded with odors of
stee] welding and stone dust. It was well swept, warmed by a wood
stove in the corner, the thousands of tools arranged in their plac-

es. The completed sculpture was sitting in the center of the space.
Willie and Kelly were in a working space and went at it full tilt.
Willie commented during break that she loved to play in Artists’
studios; they are filled with work energy and abstraction. I learned
more about how Jazz is built in two and one-half hours than 25
years of hanging out at concerts. Most importantly, I began to con-
struct an answer to a very old question ... what is it about jazz that
is the same as sculpting? From that first moment in San Francisco in
1964 when I heard jazz I knew there was sameness between it and
my endeavor to sculpt. Music has that haunting ability to enhance
memories and events as does a sculpture.

To begin the jam session Willie began tapping the boards with a
mallet, searching sounds for a note. Kelly plucked the bass in pure
percussion building a chord - pounding a note into what he calls a
pulse. They were bouncing off the stones, one building melody, the
other making a chord. The long notes of the trombone laid out over
the top of a jangling changing beat and then returned to the pulse.
This is when I saw/heard how the bas-relief graphics cut smoothly
into the rough natural surfaces of the stones are very much like the
texture of the horn notes over the rougher, jagged, changing beat of

the rhythm.

The composition of the sculpture is two stones coped together in
an Embrace; they are supported and held in this position with a
rusted steel fixture. I hear the melody and rhythm performing the
same task, holding the event together as each player returns from
explorations stimulated by the stones, the space and their senses.
Building a structural frame work then leaping through the spaces
in improvisation; then returning through contact with the rhythm
is the essence of syncopation. It’s also how the structural balance
of the stones leaps off into the bas-relief. The shapes in the fixture



transform from holding it together to new shapes. Then you can
return to the whole composition for another journey.

Another connection on the Embrace piece is a negative space
framed by the steel and stones. It draws your thoughts through it to
the roundness of the boulder, then to the stoic monolithic slab it has
enjoined. It is a detail space leading back to the whole composition;
it is much like one instrument departing from a note, then echoing
off interior realizations of detail. Then while the accompanying mu-
sician holds the melody or rhythm steady, the solo makes a return
to fill out of the tune. Just as tension is brought into a measure by
pulling a note out or sustaining a pause. The structural engineering
that holds a one ton boulder teetering on a small metal stem cre-
ates tension that is resolved by the strong stable stance of the stone
slab it embraces. Holding the composition steady for a return from
exploration to the whole concept.

In both sculpting and in jazz music, it is a matter of following

the yeses. A few years back I noted my better work was a result of
working a texture or shape until I came back to the studio and my
interior response was — “yep leave that, it is done.” That consent is
a moment that sets up the next task in an energetic way, keeping
the quality high. Watching jazz players leap from the melody off
into the improvisation I can see/hear that same thing going on. The
decisions are virtually instantaneous — finding melodic shape, what
rhythmic pattern, phrasing and how to interact with the other mu-
sicians. Then just at a right moment the accompanying players pull
the solo back on board. The only way such sophisticated decisions
can be made at that rate of speed is if the musician has pushed that
instrument or change of direction thousands of times before, like
muscle memory. As listeners we hear how this chord devolves into
basic notes. Encouragement of success comes from the accompa-
niment by scatting - oh-ya, ya-man, yo bro and from the audience’s
rise of energy feeding back to the players - the yeses.

Another aspect of doing jazz and stone sculpture that leads to

improvisation is how arduous the task is. Straining the voice,
pushing the horn to air sounds, the bass past E to tink, working in
the hard to do scale yet getting a flow, jazz is very much like being
spontaneous with stone. There are not many media or tools I have
not used in the past 40 years. That repeated doing and transfer of
knowledge enables the above dexterity in improvisation, but it also
facilitates spontaneity! To my amazement stone work is the most
spontaneous media I have worked, more so than clay. I attribute
this to the pre-carving activities, the pre-drawing sessions sketch-
ing about aspects of the composition and details, then hanging out
with the stone getting to know what areas need to be preserved
and which to cut, then working with chalk on the stone(s) to get

a glimpse of where I will be weeks from now. Marking out days
even weeks of tasks in hours. Here in these pre-carving activities I
can compose, improvise, diagram forces, then during the long work
sessions return to them as a memory.

The element of time holds jazz and sculpting apart. Music is an
event you hear then it is gone, remembered as an event rather than
an object. Sculpture is a new object you can come upon and visit. In
different formats, recordings of Jazz and photos of sculpture, com-
parisons and discourse are possible. Yet it is in the act of sculpting
and the building of compositions that the similarities become most
visible. To think of sculpture as slow motion jazz helps. Observing
Willie and Kelly build the Embrace score they were working in
visible speed, to me sculpting the music. Beginning with a sound,
hitting a stick or plucking a string, turning the sound into a note
looking for a shape. Then in the jumble and chaos of improvisation,
catch a bar or phrase that brings them back to the framework they
are building. The framework is later fleshed out in their studios,
pushing a measure into a melody, needling and hammering on the
tune.

In my studio after seeing in chalk how the graphic forms wrap
around the stone, I ink out a section for parting cuts and begin

chiseling. The cutting of stone is literally ¥4 inch at a time. To cut
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an area of bas-relief the size of a trash can lid takes 2 to 5 days. All
that time I search for how the bottom of the cut will texture to

give it character and movement. Carving is made up of moments of
realization and discovery: finding this area is cutting like end grain
maple, this section looks like cut green ware clay. Most intriguing
is to find how the stone was formed, seeing how the waves of a lake
shaped the sand in the bed or how the crystals grew in the magma
as it cooled. The constant discovery gives vitality to the piece just as
retuning time after time to the tune from excursions in improvisa-
tion build an understanding of how to pick up the beat and where,
how to stretch out a bar or cord into the next line, finding a jump-
ing off place to break out again and what marker to leave for the
return — makes Jazz alive. Those tools of syncopation together with
improvisation makes Jazz unique in music forms, it is in constant
evolution. It eludes the normal progression into classical form and
just keeps getting born again in new genre. In small groups like
trios each instrument gets the same lead sheet of music rather than
writing sections for the horn, strings and percussion. Each musician
is treated as an independent artist working the gig, bringing to the
piece his moment of discovery. In improvisation a pianist will play
two completely different lines, one with each hand at the same time
for the effect of how they bounce off each other, and then return to
the comfort of the rhythm with the smooth notes of the bass, long
notes of the horn, and the drums return with the beat. These Jazz
movements create structure with textures and color, the composi-
tions are very much like a three dimensional sculpture.

In my work the composition can be as simple as a tall standing
stone; it can be stated as a marker stone or a stelea, story stone.

The symbols, the glyphs, come from early man markings and lines
wrapping around to move the viewer to another aspect of the piece.
The overpowering size and weight can be animated by supporting
it with steel rods so the stone leaps up from the base, or balances on
a small steel tube to pose in tension. So a Menhir becomes a sculp-
ture, its markings in a vague language but defiantly human, provok-
ing vignettes and beginning thoughts.
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Incredibly this thread of thought weaves through four decades of
my life. From the early years of college to the current commission
Embrace I have realized that Jazz music and my sculpting have sim-
ilar ingredients. This recent awareness coalesced taking me on an
endeavor to write about it. The challenge of writing has cleared the
waters of my mind giving me a good view of how Jazz is built - it is
very similar to how I sculpt.

The jam session in my studio by nationally recognized jazz players
allowed me the rare glimpse of Jazz being constructed. This expe-
rience was accessible to me not only because of my long association
with the music but because Willie & Kelly are composing a piece
for the same client and patron of the Arts. Some of the regulars and
musicians have dubbed their home Cikan Hall, which now has a
three ton sculpture of an eternal embrace and soon will have a Jazz
score performed out in their yard alongside the namesake stone
sculpture... Embrace.

This wonderful exercise has given me a great gift - [ will from now
on be able to look at a sculptural composition and study how it
might sound if played on a horn, bass or by a trio. What a grand tool
of observation! It will become another proof to apply when decid-
ing how to resolve a dimensional question. I can think in terms of
syncopation to break out of the composition into a negative space,
or use glyphic to lead back to another aspect of the arrangement
and think of texture being laid on top of a vast surface, changing
the character of the form. I can hardly wait to exercise these new
tools of perspective, to solve dimensional riddles and teach me more
about the process of sculpting. Adding another sense, sound, to the
act of building an object may make it even more accessible to the
viewer. Non-representational objects communicate to the appreci-
ator in a sublime way; they are repositories for how you feel about
important events. They grow familiar much like a friend through
encounters over time. To go sit with your sculpture as an old friend
and confessor or to encounter it in the woods, in your sanctuary or
















































SOLSTICE MENHIR

2013

Stone and steel
14’ 8”h x 3’ 6”wx 1100 Ibs.

The marker stone for the moment of the longest day of the year
begins.

When I completed this piece I had a huge moment of joy and
pride at what I had done with my hands and mind... a truly fine
sculpture.

So great was this high that the next morning I had a hang-over
funk, a deep depression questioning my life and style of being.
Artists beware of what you seek and wish for.

Going back to the origin of this piece I recall the 2 weeks prior to
solstice day when I got up to see and note dawn, daylight, sunrise
— marking the sun’s progress across the wall as it shone through
the window:. I could imagine how ancient people would have been
totally consumed by the Solstice ritual by adding dance, feasting
and celebration to each day for weeks around the great moment of
the ‘big day’. Little wonder it was the event of the year for them,
the Megalithic people.

An observation that stays with me; when the sun first breaks clear
of the horizon it is like a jewel, a brilliant gorgeous living thing

for the few seconds you can look right at it before it becomes so
bright you look away. I would love to see that through the sun
window in this sculpture.

The graphics I carved on this stone literally announced the selves.
As 1 completed one area the next would flow from my mind and

Z ~ Stone Journey Page 54

hand. The Yes I always follow would be definite as I marked out
my work for the next days andweek was clear to me. I watched
the textures evolve in the bottom of the carved areas. This piece of
sandstone is so dense and hard I can polish it to 800 grit, almost as
high a shine as granite. The texture selection is huge, from leaving
the rough frost broken surface of one side to the mineral stained
clay bedded side with worm tracks on the other. I had cut this
stone from another long piece I need for a project, the drill and
plug holes on 6” o.c. that remain along one side, these got involved
in the graphics, some I left to say how it was quarried.

Now seeing the piece standing by itself and being able to walk
around it a friend, Frank said “it is very fluid my eye never stops
moving as I am drawn around the stone”. That is true, for days
now I have been observing the standing stone (Menbhir) its mark-
ings (graphics) and find no one spiral, circle or line is dominate
except for the square sun window at the top. The steel work is
also right on; on the natural edge of the stone it rises true and
straight then tapers to a thin bar that leaps over the top and flows
down the other side ending in a musical cruel ending in a delight-
ful steel ball that hangs vibrating in the breeze. The quiet steel
plate circle it stands on keeps it off the ground allowing the entire
piece to float free of gravity.

From the colors, textures to graphics to its inspired purpose this
is a grand piece of sculpture. I am so proud to be the sculptor.
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3 STONE TREE
2010

stone and steel,
5 x5 x3x1250 Ibs

3 STONE TREE

This sculpture has been a departure for me and an interest-
ing experience. Its process has shown me many reasons that

I sculpt. This work began with a detailed drawing of the first
stone selected, the slab of hard sandstone which has iron
stained surface on both sides. This material is hard enough to
cut several penetrations into and maintain structural integri-
ty. The design concept evolved though drawing and required
a large chunk of stone on one end and a river rounded stone
perched in the landscape alongside the tree form in the slab. I
began work Nov 25th and finished Dec 16th, losing one week to
bitter cold that ran me out of the studio. I worked 27 sessions
on separate days 3 to 7 hours per day.

The extreme difference in the shapes and character of the stones
was a challenge from the get-go. I spent a lot of time concen-
trating on how the graphic carved into each stone would tie or
connect the stones together. I always liked the juxtaposition of
forms in space especially the small boulder floating on the hills
of the landscape. In order to fasten these stones together I chose
stone to stone joints vs. steel connections. The joints became an
important part of the composition in one case rectilinear lines
that tied the piece down and the other invisible support for a
floating quality.

This process leads to developing a large and very quiet pedes-
tal on which the stones could jut out beyond. This solution to
the composition was a strong Yes, the aerial view is rectilinear
and solid while the elevations each have to do with the jutting
stones that break up and activate the scape. The pedestal is sim-
ple, quite and stoic with its stone top another good opportunity
for connections. The small steel foot holding up the slab and
boulder break the connection and helps the separation while
the fussed connection of the block of stone makes it continuous.



Traveling around this piece is a delight as the character and scene
dramatically change. The overall feel of the sculpture is levity,

a buoyant sense with a tattooed surface. The musical quality is
definitely Jazz: the melody is based on geometry; the rhythm is

in the graphics; the beat/tempo is in the different character of the
forms; the colors accentuate the composition like syncopation.

My first couple days with the finished piece I am struck by the
complexity of it yet while moving around it a familiarity takes
place and the friendliness and light-hearted nature of it dissolve
the complexity. This is the departure from my norm; I usually
produce singular standing stones with minimal graphics that
have power in simplicity and singleness.
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The Stone Staircase
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Nearly 40 tons of stone
was purchased to build
it -- in 2005 and 2006

The staircase was put in place before the house could

be built because the stones were too large to be put in

place while the house was being built. The house was
built around the stairs!




The stairs were built for a client
of Frank Cikan, architect, for
his client at the “Yellowstone

Club” in Big Sky, Montana. A
20 month project

All of the stone cutting and fitting were done in
Bozeman, then transported and crane set on the
foundation of the house at Big Sky
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The Watertall Arch

The Arch was designed and built by Zak Zakovi for the
Great Falls Public Library in 2007 and 2008

35 tons of stone were required to cut the blocks for the
arch. The finished weight of the arch was 15 tons
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The Arch was built at
Zak’s studio in Boze-
man then transported
and reassembled in
Great Falls. A 18 month
project

The sprinklers were built and engineered by Zak.
It required 4 separate supply lines, a pump and

filtering basin in the Library mechanical room.
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