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Abstract 

 

 In the written thesis that follows, Sebastian J. Stoddart explains the theory behind 

Manic Architectonics and its involvement in the creation of his body of work. 

Explanation of ties linking psychological study to aesthetic properties and emotive 

qualities secures the foundation from which work may be born. As the title suggests, 

the synthesis is composed of expressions of perpetually obsessive psychophysiological 

scrutiny based on architecturally derived imagery, manifestation represented by 

individual case studies. Through providing the audience with these samples, the artist 

invites inspection and reflection concentrating on the emotional essence imbedded in 

the work. 
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 Paramount to the human condition resides the need to classify and organize 

elements of the world; relating objects in the environment to collective physicality in 

order to rationalize common existence. Satisfaction presents itself in forms of 

classification and deductive reasoning; utilizing data from past events to shape the 

present into the projected future. These processes are continuously repeated 

formulaically and cyclically.   

 

 Procedural operations are conclusively related to the methodology behind our 

behavior. As creatures bound by our biological constraints, we all scrutinize and 

manipulate the environment around us in an effort to both understand our context as 

well as react to the stimuli in an effort to evoke biological gain in the form of control. 

However, as we may be animals, the human species is irrefutably defined by the ability 

of cognition and emotive sensations linked to our everyday behavior. With this in mind, 

the correlation between biological needs and the application of emotional sensations in 

our behavior cannot be denied. Taking this idea a step further, we may implement the 

guidelines of aesthetics in conjunction with how humans both view the world and 

respond to it. For example: Value/Color- A physical, sensory input that may be defined 

as having emotive characteristics that transcend the biological information that we 

obtain from it. Red. We associate this color as being very intense and compelling; 

representative of passion and danger. The origins for this type of symbolic classification 

are obvious- our blood is red. At a purely biological level, regardless of societal, 

regional, or cultural influence, humans recognize that this red blood represents, quite 
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literally, our life source. From here it becomes clearer how aesthetics and human 

perception are entwined. Our cognition resides in relating biological truths with the 

assignment of symbolic emotive qualities.  

 

 I experience a hyperawareness in the relationship between my surroundings and 

my behavior. Specific triggers exist that initiate a change in mood or corresponding 

compulsive reaction. In my day-to-day life, I constantly utilize the elements and 

principles of design to scrutinize environment and personal emotional shifts. This type 

of connection intrigues in the sense that each individual portion informs the other.  

 

Transformation of mood may occur which instigates the impulsive generation of 

hundreds of almost identical modular forms. Seemingly sporadic creation of this 

quantity is intriguing on multiple levels. Although I find the repetitive nature of 

production soothing and meditative, as each component of the installation becomes 

completed, the overarching motives become blurred. The act in and of itself mirrors 

compulsion and obsession, so what exactly is the relationship between the act and the 

thought? Does creation result from a particular stimulus? Was the motivator extrinsic or 

intrinsic and how was it transposed? What influence did this have on my choice of 

form, scale, color, and location in regard to the finished work? What impact will the 

completion of this piece have on my frame of mind during the next sitting? Will I need 

to be in the same emotional state in order to continue my work, or did the action fulfill 

itself in that particular circumstance? Answers to these provoking questions are all 
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revealed through the action of work, the process. For example, while drawing I examine 

the design elements and principles; I take notes on the formal qualities and scrutinize 

my psychological state. A majority of the time, specific features become more 

pronounced, lending themselves to describing my circumstantial psychological 

condition. For instance, a quick sketch may involve the gradual shift of loosely scattered 

curvilinear lines to a series of dense intersecting lines in close proximity to one another 

that form geometric patterns, suggesting that a shift has occurred in my mood and my 

anxiety level is heightened. From here I delve further into psychological introspection. 

A preparatory sketch may not be so immediately resolved, and oftentimes I find myself 

beginning a project that I have not fully able to understand or articulate. Portions of 

these ventures serve as pseudo-maquettes that function solely to initiate consecutive 

pieces. In other cases I may resort to reducing 2” x 4” lumber into smaller sections to be 

used at a later date, or sanding sections that will be used in the construction of frames. 

In this occurrence, the work is yet again meditative, fulfilling my personal need to 

indulge in repetitive and compulsive processes. In both procedural operation and 

media alike, the underlying content of my studio work displays a reflection of my 

personal upbringing and continuous growth; a form of autobiographical exercise. 

 

 Drawing from Northeastern roots, more specifically Upstate New York, I have a 

strong connection with the natural landscape. Local topography is filled with an 

assortment of conifers, sugar maples, and pine trees with the St. Lawrence River 

providing an exquisite backdrop from which to view. After the thaw of a tempestuous 
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winter, my family and I would gather sap from the maple trees in my grandparents’ lot 

and proceed to boil it down to produce maple syrup. Personal infatuation with the 

layout of the countryside began as my family and I worked within the sugar patch 

collecting the sap draining from sugar maples into old tin buckets. After filling the 

mobile holding reservoir, my grandfather would drive the horses back to the sugar 

shack to unload the stock. It was during this time that we would quietly explore the 

scenery and reflect on its beauty. Upon further investigation I found that I was mostly 

drawn to the layout of sugar maples and the paths that intersected the partitions of 

various patches. This landscape was an area of hard lines, rich textures, and immensity 

of scale. Crispness of the cool air pushed off the snowy blanket, complementing dim 

sounds of wildlife and the continuous drips of sap slowly collecting in hundreds of 

buckets. Collections of trees were arranged in seemingly inconsistent uniformity, 

formally comparable to the geometric fabrication and assemblage in architectural 

application; a relationship I would begin exploring later in my life.  

 

In my early adolescence, my family began construction on a new home on the 

shore of Black Lake, located in Hammond, NY. The architectural format was broken 

down roughly into thirds, and we lived in a partition while continuing construction on 

the adjoined portions off and on throughout the months. The final segment of the home 

was composed of traditional style timber frame. In seeing the large-scale edifice paired 

with the self-reliance on structural supports and wooden pegs at weight bearing joints, I 

became intrigued. Truthfulness of the exposed raw hewn rafters and beams instilled a 
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great respect for the aesthetic qualities as well as the more obvious biological comfort of 

shelter. Networks of joints began to symbolize the shared experiences of the family, and 

in turn, a larger community. Parallels of the immediate family and the collective of 

human existence led back to introspection. Through this compilation of thoughts, I 

began to relate objects to ideas and assign symbolism to seemingly arbitrary aesthetic 

qualities, especially that of architectural forms.  

 

Symbolically, the form of traditional home exists as a portrait, a sensory image. 

These vessels are extremely intimate and personal, as are our own behaviors, yet the 

frequency of these domiciles, as well as the repetitive network of lines that constitute 

the light frame construction archetype mirror similarities in our collective compulsive 

actions. This idea manifests itself in the repetitive occurrence and frequency of homes as 

well as the presence of line in architectural support systems. Seemingly stark qualities 

of methodically ordered geometric patterns metaphorically mirror our innermost 

desires, the urge to organize and classify in an effort to compose structure. Physical 

development of this type of foundation may be observed as representative of the 

pursuit of equilibrium in psychophysiological traits. In terms of architectural aesthetics 

and my personal application, it is through this framework that the webbing of joinery 

and its spatial arrangement divulge allegorical information. 

 

Scrutinizing the formal qualities of architecture, repetition in line quality retains 

dominance. Incremental placement of struts and support beams reflect organization 
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and classification alongside underlying practicality. Architectural timber frame in 

essence epitomizes simplified structure; every individual beam serves a purpose and 

without it, the overall functionality would fail. Symbolically, this principle relates to 

gestalt, where the resulting form appears to be greater than the sum of each individual 

part. Through the combination of resulting forms, each unit becomes highlighted 

through the reversion back to the concept; the complex interweaving of partitions and 

their interconnections portraying the independence of each individual component while 

maintaining reliance on the entirety.  

 

For example, in its pure form, wood is constrained and organized by natural 

elements; evidence of this is shown in growth ring patterns, the arrangement of 

branches, and the placement of trees in the larger spectrum of their given environment. 

Concentric rings imbedded in the natural material display a formulaic matrix, albeit 

organically structured. Seeds are carried away from trees, but the frequency of saplings 

remains higher in specific regions that are in close proximity to the source. Moreover, 

the formula reveals itself. In the studio I work with an established formula as well. 

Wood is transformed from its naturally formed composition and reorganized into 

geometric constructions through the use of machinery. I utilize the repetition of form 

and actions involved in the physicality of process in creation to highlight the 

manifestation of human compulsion. As a vehicle of my obsession, I arrange these 

fabrications into organic compositions, drawing associations to natural structures that 

reiterate the never-ending cycle of organization and classification. 
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Duality in my artistic work displays a prolificacy in the mask of the flux of 

alternating psychological states. Careful attention to detail in craftsmanship doesn’t 

simply showcase an appreciation of the material, process, and finished product, it 

exhibits the physicality of my personal behavior that is stained through an attempt at 

impeding personal reflection and cognitive process. Every pseudo-mechanical action 

involved with the compulsive creation of units serve a magnitude of functions. One-

man assembly line production and the consumption of time are extruding factors that 

feed my psyche. Repetitive action of sanding the same area on hundreds of individual 

units is a behavioral action that functions as an exercise to invite meditative processes 

and introspection, better informing my work as well as allowing for a more accurate 

examination of psychological shifts.   

 

 Individual components of my work exist in this scope of self-directed 

psychophysiological scrutiny, and relate back to the overlying content. For instance, 

nails are not merely structural fasteners; these objects embody a symbolism that reflects 

our compulsive actions, relating to viewer recognition of both the physical action 

involved with driving a nail as well as the frequency in which they are utilized. In my 

nail relief drawings, the placement of each individual nail in relation to the composition 

is a physical manifestation of an action and reaction. Every operation has a 

corresponding reaction from which another action is demanded. This implication of 

perpetual progression and fluidity of creation ties itself back into behavioral processes.  
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Each production of a nail relief case study embodies a different mood shift, 

therefore the ability to work relatively quickly in the establishment of composition is of 

utmost importance. In the production of wall reliefs, I acquire and develop a mass 

surplus including a variety of nails in diverse states of corrosion, prepped canvases in 

undulating scale, wooden architectural forms with a range of surface treatments, and 

architectural diagrams. In developing a well-maintained cache of materials, each 

individual relief may exist as an unadulterated case study. Enhancement of the 

composition reveals itself upon the self-imposed meditative reflection and observance 

of the given emotional state.  

 

For instance, rough hewn timber frame portions bound by only one point of 

connection to the canvas and surrounded by long, threatening rusted nails with 

aggressively confident line value transition into quieter areas with smaller brad nails 

with a pristine sheen and the negative space of an architectural diagram. Themes 

relating to a metamorphosis, involving the desire to escape and rebuild, reveals 

themselves. Reliefs taking on a larger format combine multiple architectural 

components, some even intersecting one another, suggesting a presumably precarious 

incident in the near future while hinting at an emerging peaceful and concrete 

foundation, exploring the duality and fragility of any given alteration. Examination of 

these panels as behavioral case studies allows for legibility in a psychological spectrum, 

and as the consecutive numerical titles and aesthetic cues suggest, the studies are 

fragments of a cyclical process.  
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 Within the realm of architecture, blueprints subsist as the preparatory design 

from which to physically construct. Through the study of my own personal obsessive 

nature, I began questioning how my internal blueprints would appear. In theory, each 

individual case study exists as a symbolic blueprint, but what else could be 

representative of my moods? Once again I studied my environment, not only taking to 

mind what the state of my studio was, how many projects were in progress, et cetera, 

but through observing my personal living space. The consequence of this exercise led to 

compare my behavioral processes in both contexts and note any discrepancies. As much 

as an environment can shape your behaviors, your behaviors may shape your 

environment. What I uncovered were correlations between the organization of my 

studio and living area and the logistical order in which I would work in the studio- 

develop cyanotypes during sunlight, prepare paper in between exposures, wash 

cyanotypes, tone, and dry, draw, then repeat. Examination and reflection uncovered the 

assembly line style of production closely resembled the empirical measurement of 

scientific study and practice. In this tedious and oftentimes painfully objective 

investigation, I began experimenting with clinical items to match the sterile study of the 

laboratory.  

 

Through the isolation of individual materials inside of a Petri dish, the viewer is 

invited to observe and establish a controlled analysis of varying emotional states. 

Consequential of the juxtaposition of twenty dishes and framed blueprints, the 

obsessive nature of individual studies is apparent. In one study, the Petri may house a 
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rusted wedge nail suspended in oil with a partial coating of beeswax. Isolation of this 

particular type of nail suggests the ultimate death of tradition, with an effort to preserve 

personal memories and familial pride related to craft, symbolized by the natural 

preservatives. An accompanying blueprint serves as a further abstracted representation 

of the study that recounts culture growths in Petri dishes found in a laboratory. 

Through providing a frame that encloses a categorical labeling system, as well as both 

signature and embossed seal, the viewer may deduce that this is a clinical, if not official, 

study. 

 

 In the installation Light Frame Construction: Case Study 49.1, imagery is born of 

skeletal framework found in traditional homes. I draw focus to rafters and walls, the 

essential components of any given structure relating to the traditional home. In this 

particular piece, over a thousand individual units compose a greater form reminiscent 

of the origins from which it came. The resulting formal installation is devised solely of 

modules composed of wood and nails, occupying the approximate dimensions of 10’ 

tall, by 8’ wide, by 6’ deep. Complex networks of interlinking forms relate back to the 

obsessive nature of weaving compounded thoughts and corresponding actions. 

Through the use of the foundational imagery, the suggestion of biological 

metamorphoses and the origin of cognition are highlighted. An overlapping, large-scale 

form stems from imagery of a root system, displaying that although the modular units 

were modified and arranged by human hands, they exist as part of a cyclical process. 

Imagery influences the relationship between the natural foundation that exists in the 
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forest and the human fabricated foundation of structure. Installation, in and of itself, 

relates back to the ever-changing organic nature of biological cause and effect 

relationships. Each individual unit is representative of motivators that initiate complex 

linking of thoughts, in turn, constitutes a behavioral outlet.  

 

 Blueprint: Case Study 42.1 also exhibits an obsessive nature, approaching the idea 

in a differing manner, focus drawn to mark making on a two-dimensional plane. In this 

reductive serigraph, a series of finishing nails were used to replicate an individual 

gesture thousands of times. The print that was produced exhibits layering of areas so 

intensely labored with the same tool, that the original physical action involved with its 

creation had been masked, exposing raw texture. Through using a bisection of a tree, 

the importance of ring patterns and sense of time, which paired with growth, is 

portrayed. Cross sections of a tree reveal highlights of growth interconnected through 

manufactured patterning that form as the framework of growth rings. Formally, the 

combined layers of motifs resemble a fingerprint, which once again highlights the 

compulsively active hand of the creator and meditative process involved with the 

physical and intimate action of literally reducing the contents of the surface.  

 

 Other exercises in two-dimensional work involve the creation of nearly one 

hundred blueprints of timber frame diagrams. Each small-scale work is shadowboxed 

in a 6” x 5 ¾” frame. Every enclosed architectural image was developed from a group of 

three matrixes, but no two finished pieces are identical. Each individual image 
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underwent a separate cyanotype chemical preparatory treatment, exposure, toning, and 

dye bath, before straight lines and geometric patterns were hand-drawn on top of the 

blueprint. As the nail relief drawings exist as case studies, these cyanotypes further map 

out behavioral and emotive shifts. Treatment of chemicals on a selection of the modules 

involves more naturalistic gesture in application, proposing the aesthetic quality of 

fluidity and organic metamorphoses. Through dying another segment, the grouping 

appears aged and weathered. Portions of the blueprints fully accept the chemistry and 

retain their striking blues and dark purples. Line weight varies from .005mm to 8mm 

and tones range from grainy graphite to a stark, velvety black. Treatment of line in 

these pieces was utilized to reinforce the idea of projected growth and shift in the 

proposed form, often dictated by the chosen matrix, which transitioned from precise, 

idyllic lines to a state of structural deterioration. Originating in the traditional 

functionality of blueprints, one of these prints could potentially be selected to become 

physically constructed. Through isolating individual schematics in an intimate scale, the 

viewer will be invited to choose a single work that they relate to and feel maps their 

mood shifts, while acknowledging that the artist maintains the obsessive quality of not 

only physical productivity, but exploration of compulsive, compounded thoughts. 

Proportionally, the large scale of isolated frames describes uniformity of seemingly 

disparate psychological states while suggesting that based on identical format and 

related imagery, the compilation portray an overarching relationship.  
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 Crossover of seemingly conflicting concepts often occurs in a state of 

compounded thoughts and determined behavior. For instance, an act of suspension 

shares in the dual nature of constriction and elevation. Similarly, the emotive qualities 

are ever present, as is shown in Intrinsic Tensility: Case Study 50.3. This site-specific 

installation involves the use of a 15’ square room and five independent units. Viewers 

are invited into the space to exist among the suspended forms. Relating to scale, these 

clusters of assembly based modules become more figurative and relate back to Light 

Frame Construction: Case Study 49.1 in the sense that they are composed of individual 

units that make up a larger whole. Following the same train of thought as Case Study 

49.1, each construct represents the compilation of compounded thoughts, only with 

additional directional behavioral attributes. Varying in scale, tonal value, and surface 

treatment, the collection portrays a dissonance of conflicting relationships between 

thoughts and behaviors. Through the act of suspension, the conceptual duality is 

communicated to the viewer through diverse surfaces, the frequency of tie-downs 

involved with the cluster, and height of suspension. Some portions appear to be in a 

stranglehold while simultaneously experiencing structural deterioration. Conversely, 

others appear to be lifted upward in the state of growth.  

 

Underlying themes of compulsive thoughts and corresponding actions is 

mirrored by the conflicting surface treatment, in which the charred portions may 

appear to be detrimental, but are beneficial to growth in the natural world; suggesting 

rebirth and metamorphoses. Each individual form is conjoined with sisal rope and 
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fastened to pulleys, suggesting a relationship involving cause and effect. This idea is 

fortified by the suspension armature, which implies interconnectivity and the affinity 

for change.  

 

 Where the aforementioned study involved a framework of interconnected forms, 

Behavioral Analysis: Case Study 5.1, consists of three suspended architecturally-derived 

forms in the foreground of larger cyanotype counterparts. Through elevating the lifted 

forms, they appear to merge with the two-dimensional plane, constructing a dialogue 

involving the preparatory stages of developing a blueprint and physical construction. 

This process involved a significant amount of elaboration on the informative symbolic 

exchange between the works. Through this operation, the deviation from more 

traditionally sound architectural frameworks allowed for a stronger emotive and 

allegorical impact. In essence, the progression from a preparatory blueprint to an 

excerpt of a traditionally functioning architectural form showcases the symbiotic 

relationship between the two, especially when elevated to the same visual plane. Three 

background blueprints were exposed at a larger scale to emphasize the importance of 

the initiation of process. However, the diagrams were revisited repetitively to edit the 

suspended forms and project what dimensions the forms could potentially take on. 

Construction of the architectural forms varies from unblemished and seemingly 

untouched to a weathered and partially charred finish. Obsession found company in the 

drafting of lines on the blueprints post-exposure. Juxtaposition of a flattened image 

paired with a three-dimensional object provides a comparable contrast in the context of 
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cause and effect. In this case, the blueprints were used in construction of a behavior, 

which then informed the blueprints again; the production of obsessive cognition. 

 

Case Study 6.3 impliments a differing style of suspension through the use of 

implied movement. This large-scale work is composed of distressed 4” x 4” lumber 

which once again borrows from the fundamental framework of light frame 

construction. In the construction of this piece, the composition was derived from ring 

patterning, only applied to all points of view, rather than a two-dimensional image. The 

resulting effect produced a growing, interconnected tangle of cognitive processes which 

allude to an upward aspiring curl, suggesting a perpetual envelopment and 

redistribution of cognition tied to resulting behavior. This type of construction 

emphasizes not only the weaving of partitions of frameworks, but the independent joint 

connections, which serve to focus the viewer’s attention to the stronghold that is the 

individual units. In providing this concentration, there is more of a conflict between the 

fluidity of the process involved between compounded thought processes and 

corresponding actions. However, as the implication of movement shown through 

implied and strong diagonal hard lines, the illusion eventuates. This suggests that 

although each layer of cognition may vary, seeming to exist dissociatively, they are in 

fact all unified by the host. The concept of self as host paired with the home as a vessel 

allowed for the conceptual exchange to become as intertwined as Case Study 6.3. An 

interchange of this style feeds back into the concept of perpetually obsessive nature and 

equally obsessive introspection.  
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Utilizing individual components in the amalgamation involving a more massive 

installation is representational of my compounded behavioral actions and thought 

processes. These units are compiled through the layering of thoughts and responses 

that, in turn, make up the greater portrait of my own life. Each piece I create is an 

extension of my being, a study, that when grouped together formulate a survey of my 

existence. An individual unit is composed of multiple modules, each coming together to 

create a greater, more interwoven whole. Each isolated portion relies on the next in 

proximity to formulate the composition, in the same sense that the myriad of our 

thoughts and corresponding actions exist to lead and shape our lives. An environment 

that includes examples of psychological studies becomes, in essence, an even larger and 

more intimate portrait. 

 

The Manic Architectonics series embodies the synthesis of behavioral studies in 

which I visually define my personal internal structure through psychophysiological 

study. Every piece is both an expression of, as well as an exercise in introspective 

scrutiny. In the same manner in which I develop each individual work, the completion 

of a piece blends into another, and that in turn, follows the same manner of 

organization and formulaic symmetry executed throughout the entirety of this series. 

As the title of this body of work suggests, hyperactive search for the true beauty of 

architectural forms remains an ongoing and unceasing compilation of pseudoscientific 

studies. In the greater spectrum, the collective audience identifies with the subject 

matter behind my own personal expression, only possibly deviating in chosen imagery 
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and employment. Occurrences and corresponding actions that take place in their daily 

lives are an extension of the behaviors that lend themselves to the exercise involved in 

the creative process. Through the presentation of my behavioral studies, I not only offer 

a view into my own personal process and visual expression, I extend an invitation for 

the viewer to analyze their own behavioral formulaic organization and classification of 

their environment. 
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