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Robert Sagerman, 12,655
2014, Oil on linen
39 x 35 inches (  90 x 89 cm)
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Left:
Robert Sagerman, 25,069
2014, Oil on linen
48 x 46 inches (122 x 117 cm)

Above:
25,069 (Detail)
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Left:
Robert Sagerman, 23,607
2014, Oil on linen
41 x 71 inches (104 x 180.5 cm)

Above:
23,607 (Detail)
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Left:
Robert Sagerman, 17,167
2014, Oil on linen
48 x 46 inches (122 x 117 cm)

Above:
17,167 (Detail)
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Left:
Robert Sagerman, 15,198
2014, Oil on linen
39 x 35 inches (90 x 89 cm)

Above:
15,198 (Detail)
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Left:
Robert Sagerman, 7,880
2014, Oil on linen
26.5 x 25.5 inches (67 x 65 cm)

Above:
 7,880  (Detail)
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Robert Sagerman, 5,860
2014, Oil on linen
21 x 20 inches (53 x 51 cm)
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Robert Sagerman, 4,796
2014, Oil on linen
21 x 20 inches (53 x 51 cm)
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Robert Sagerman, 2,823
2014, Oil on linen
12 x 12 inches (30.5 x 30.5 cm)
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Robert Sagerman, 
27,930
2014, Oil on linen
36 x 60 inches (91.5 x 
152.5 cm)

5 3 9  W  2 3 R D  S T  G R O U N D  F L O O R  N E W  Y O R K  N Y  1 0 0 1 1  2 1 2 . 6 7 5 . 0 2 2 2  t h a t c h e r p r o j e c t s . c o m



5 3 9  W  2 3 R D  S T  G R O U N D  F L O O R  N E W  Y O R K  N Y  1 0 0 1 1  2 1 2 . 6 7 5 . 0 2 2 2  t h a t c h e r p r o j e c t s . c o m



Left:
Robert Sagerman,28,438
2014, Oil on linen
48 x 46 inches (122 x 117 cm)

Above:
28,438 (Detail)
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I N S T A L L A T I O N  V I E W S
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Far Closer 

Viewers of my work usually approach each painting to 

get a close view of its small gestural units and then 

move far back to take in the cumulative effect. Often 

they repeat this back and forth movement, sometimes 

a number of times. The same is true for me in the 

studio. I engage in a rhythmic activity of reaching in 

close to apply each mark and then standing back at a 

distance to observe the progression of the whole. This 

rhythm is at the core of my working, and operates 

within a still larger rhythm, which shifts from one piece 

to the next in succession. As one might expect, the 

more in tune with this rhythm I can be, the more 

smooth and effortless is the process, while the more 

out of step I am with the work’s natural unfolding, the 

more arduous the work can become. There is for me 

an interrelated two-fold challenge here, first, to 

achieve a piece’s resolution and, second, to work in 

what is really the only way to bring about this result, 

that is, fluidly and in an attuned, receptive mode. 

Successful resolution is something of a formal, 

aesthetic idea, referring in my case to the arrival at an 

end point in terms of color, surface and composition, a 

feeling of visual completion. But my method of 

working evolved, from my first forays into abstraction 

almost thirty years ago, based on a sense of another 

goal, metaphysical in nature. This goal is more difficult 

to fathom. It arose out of an intuitive sense of a 

transcendent reality underlying the perceptible world, 

one which, I believed, I could approach through a 

devotional and rigorous approach to field painting. 

Over time, my perception of this project has shifted. 

My work more and more has moved toward an 

increased physicality and sensuality. My focus has 

come to rest on my own efforts – internal and external 

- and on my actual working practice. This has resulted 

from a new recognition that my earlier efforts were 

geared toward a visual portrayal of that which is, in 

fact, unimagable. As I have become more skillful over 

the years as a painter, the goal that I had once 

envisioned, to which I would have expected to be 

drawing closer, has actually receded farther from 

reach. It is apparent to me now that goal-related 

thinking in the face of an objective that is limitless in 

nature is certainly misguided.  Medieval Jewish 

mystics, the subjects of serious academic study for me 

in previous years, conceived of the apprehension of 

the divine in a very similar way, I now recognize. They 

referred to their spiritual project as directed to a 

sphere called the Infinite (the “Ehn Sof”, in Hebrew). 

They spoke in the same breath of the possibility of 

attaining immersion in the Infinite and also of the 

endless nature of such a project. In this respect, close 

and far converge. 

One ramification of the viewing experience of 

alternating between a full, distant view and a close 

view of a piece’s surface intricacies is an inability to 

fully apprehend a given piece all at once. The work 

may also lead one into an oblique view, which yields 

other results. For me, the work has come to embody 

something of an enigma in this way, eluding full 

graspability. This tendency has been magnified over 

time, as my painting has increasingly sharply 

contrasted sensuality against the austerity of the field. 

This sensuality is to be contrasted all the more against 

my meditative counting activity. To be sure, the closer I 

can get to allowing the work to embody the enigmatic, 

the farther removed it is from knowability. My - and 

the viewer’s - best option, ultimately, is simply to be 

with the work, to cultivate a receptiveness to 

individual responses to it and to relinquish the impulse 

to resolve it in some way. We tend, as a highly evolved 

mental reflex, to immediately seek to unpuzzle, to 

intellectually grasp (perhaps even to subjugate) that 

which we encounter. More and more, I seek an 



encounter with the work that emphasizes immediacy 

and the holding of other impulses in suspension as an 

alternative to a goal-oriented effort toward 

apprehension, which my work seems intent on 

thwarting. This has become an important feature of 

the rhythmic modality that I described earlier, as my 

emphasis has come to rest on responding to, and not 

rationally overcoming, the challenges posed by a piece 

from moment to moment. 

Medieval Jewish mystics often noted that the Hebrew 

form of the expression “The World to Come,” the 

anticipated time of redemption, to be realized in the 

messianic future, could also be grammatically parsed 

to read something like “The World that Comes.” By 

this, they sought to indicate that this redemptive state 

could be attained by the individual in the present. It is 

potentially here already, not something far off, but 

close at hand. They spoke of its attainability in the 

moment through the cultivation of a certain spiritual 

equanimity, a striking analogy, for me, to the 

attunement that I’ve been describing. In this way, 

through the very act of putting aside a focus upon a 

distant goal, the latter is allowed, paradoxically, to 

irrupt in the present. It is always far closer than one 

might expect. 
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