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Jumping Dimensions 
 
Put six squares together edge to edge in space and a cube appears. 
Two dimensions fold up into three. The magic of this shift is palpable 
and has led to many speculations concerning the jump from three 
dimensions to four and beyond. Most illustrations of this jump confirm 
its ineffable quality and thereby expose the limits of conventional 
language. The Necker cube (or figures like those added to section 249 
of Wittgenstein’s book Zettel) revert to the conventions of drawing on a 
flat plane to suggest three and four dimensional effects. 
 
In 1987, Robert Owen gave this self-reversing loop a summary image. 
Re-vision (Melancolia) consists of eighty-one square canvas boards on a 
wall, giving a mosaic background to four reversible line drawings. Two 
black solids rest on the floor in front of them. In this work, a 2D 
tesselation carries 2D representations of the 4D properties of 3D 
objects. A combination of painting and sculpture, Re-vision (Melancolia) 
suggests that by relying on conventions, all we can do, like Durer’s 
angel, is contemplate the inadequate representations of the world 
littering the space before us. 
 
Since then, Owen has broken out of that loop by separating his 
sculpture from his painting. In his Vessel (Memory & Logic Units) series, 
begun in the early 1990s and continuing, lengths of wire or pipe are 
fixed at acute angles in an apparently random but closed ensemble. The 
sculptures are visually unstable but instead of going backwards and 
forwards like Necker cubes between two similar states, they appear to 
be in flux. There is never a stabilizing triangle in their make-up: gravity 
and eye move in search of stasis, always to be led on. Their 
effectiveness as time-binding objects belies their origins, which re-write 
the jumps represented in Re-vision (Melancolia). For his Vessels, the 
artist first draws lines on paper and the lines are then interpreted as 
spatial figures in 3D before they are launched as 4D percepts. 
 
In Owen’s paintings, the ineffable appears through pure colour, that is, 
colour which has no representational intent. In front of a painting like 
Flickering Light 1 (2003), Flickering Light 2 (2003) or Flickering Light 3 
(2004), we see the vibration of light through the dispersal of 
wavelengths. Despite appearances, the situation is not simple. Light is 
present in our daily life through its ability to make shadows, which 
renders it dualistic, also through its ability to split into many colours 
which renders it manifold. It is present as radiation, which points to its 
monadic source. The metaphoric use of light still illuminates (!) us. In an 
artwork, light can be both fact and idea, both matter and energy.  
 
But Owen’s separation of sculpture and painting is only an apparent 
one: instead, the artist has taken qualities of one into the other. The line 
sculptures are at their best against the flat surface of a floor or wall. 
They are paintings (drawings, really) we can walk around as they 
continually spring out of their flatland origins. The spectrum-like 
paintings are at their best when they cover an entire wall and radiate 
colour into the room’s space. Owen’s sculptures and paintings both use 
the repetition of similar elements to enable us to combine, dissolve and 
recombine their composition, jumping gravity and light and time and 
space over each other. 
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