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Thibert's earlier angular, perhaps more lynal
from 1974 through 1978, and more specifically
senies, are more redolent of the works of Alexand

and David Smn(h, which invite viewers to expiore the spact
the round without the implied and intentional pre n th
Judd favoured. Judd was someone that Thibert wa:
of during the late 1960s, but it was the forerunne
minimalism~Constantin Brancusi and David Smith that had
the most impact on his early sculptural practice Although
 each artist mentioned here used industrial materials,

g techniques and fabrication processes 1o

_ e sc@e work, Juads use of precise interval
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but it is no small feat to jump from the floor to the wall A whole set of other ¢ nsiderations must be formulated
and conceptualized with an emphasis on interface or plane that supersedes the viewer s ability to expenence the
prece in the round

Recent wall compositions such as The Dance No. 3 (pg 17), from 2015, mark a return to more expressionistic
abstraction. In borrowing titles for some of his works, Thibert makes reference to Matisse, who also, later in
life, embraced reductivism. For Thibert, the arc of the human body in Matisse’s work became a starting point for
this new series. The blurred edges of the Dance compositions recall Thibert's cut plane creations of 1977-1978 in
which the raw torch-cut steel edges of the welded planes looked as though they had been ripped from another
reality. In companion works (such as the Crosscurrent series) his litles evoke the process of electrical and chemical
interactions, just as they are suggestive of how the viewer can cross over into an imagined world.

No. 3 (pg. 6) the roughly 36 square work invokes Kazmir Malevich's Black Circle (1913),
sarly reductive work Crosscurrent No. 3 embodies an awareness of complexity rather than a pure
one examines the composition more closely, the material interactions and re-worked surfaces of the
wmational object, Something equally evidentin Thiberts Linear Composition N 11 (pg. I d

aerials, averting a direct connection to the minimalist nolion of purtty through form and
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ol Thibert's recent drawings and sculptural relies, for example, use a rad as a ule ofthrds, alowig
8 way inlo the composition and leads me {0 believe there is an affnity with Barnett Newman' vorks.
 divers WM“Mhh&Whn%bWwM
- such as scraping and scratching the surface to develop final compositions more quickly. In some very re
- drawings, Thibert has introduced vibrant red pastel amid the deep black of charcoal, yielding a
- colour that may not be so readily procured through patinas on metal. The drawings provide an interestin
 Juxtaposition to the metal works, prompting viewers to more readily read the differences in his materials. With
~ regard to his Linear Compositions, Thibert recently noted ‘| became interested in the idea of your perception
~ constantly changing in spite of the simplicity (of the work)."? A comment that immediately brought to my m
~ the notion of visual perception, which grew out of Gestalt psychology. According to Robert Morris, one of the
- most influential theorists of minimalism, in his essays Notes on Sculpture, the minimalist painter or sculptoris
‘mainly interested in how the spectator perceives the relationship between the different parts of the work and of
the parts to the whole thing* Indeed all of Thibert's wall works incorporate the different Gestalt and aesthetic
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. ‘ that are so often seen in the abstract traditions of twentieth-century formalism. e

his links to formal traditions Thibert stated that, “Right from the very beginning | wanted b

on into my work and allow the material to dictate the final colour.. | also wanted toget
ff the floor and explore the wall again” For Thibert these are important considerations and
ly be dismissed. Just as Judd had questioned the boundaries and categories of painting
50s Thibert is rekindling the ambiguities that categories often present. In Judd's essay
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1o new possibilities or way

matter what their stripe, absorb deas I

and use knowledge from other hields to ent
production. The studio is a place where what is ne

is at hand

For Thibert the singular thread that runs through his practice is the
inwvestigation of chemical material interactions. This is particularly
inleresting in ight of the recent rise in new materialist philosophy, which
inchudes everything from Indigenous ideas on the interconnectedness
.‘*‘.ﬂthdorNdwodtTheofy (where objects are
 trested as ﬂ‘d”d networks), to Object Oriented Ontology
A -.Mmmoduhasnospecalstatus)
 Each have helped to elucidate visual practice, demanding an
ntegrated MMubwudqu»w
it of way it is conceptualized in its
pencil can open up new vistas, and this

1 part of what makes the process o crealve
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