	                                                                                                 BERT VAN LOO 

This exhibition offers an anthology of my work, created over seven different stages of varying duration. Said periods, each accompanied by clearly perceivable changes, have occurred in a way that I personally experienced as something natural, but which might have often left observers somewhat perplexed. Observers have witnessed major changes, but with no apparent explanation thereof. Now, for the first time, all the periods can be examined together, and perhaps their interlink ages and contexts will be revealed. In any event, to explain something of the focus which has been the basis of all my works, I would like to quote Theo van Gogh: 
 ... and freedom, ladies and gentlemen, may only prosper if driven by an interior need to create something beautiful. Something whose expression is essential for the creator, whatever the obstacle ….
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	PHASE ONE

I had the foundations, but I had a whole lifetime with glass ahead of me. The material continued to challenge me. During my training, I regretted the fact that glass-blowing was limited to making spherical shapes from the centre outwards. I felt that limit was too much for me so I began to search for solutions and innovations, and to travel and visit symposia, workshops and factories.
I learned all the techniques and manipulations imaginable and I began to build molds (see  1977  ‘Molds for Glass’ - Glass Magazine, volume. 05, 4/77, Port​land, USA).
By using moulds, the possibilities of glass multiplied considerably and I was able to make a much wider range of sculptures. Blowing inside and over the moulds, I was able to imprint shapes and enclose figures, thus changing their personality. 
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	PHASE TWO

The use of larger masses of glass enabled me to enhance an object’s optical effect. Using pyramids or rectangular shapes also yielded sections and reflections which increased the complexity of the works. An entire object was no longer captured in a single glance. By turning around the sculpture, new images emerged from each angle. Due to the optical effects, sculptures became more mobile, more eloquent; it was as though they had come to life. The pyramids I made in the late sixties were real technical milestones. Some years later, I came to realise that technique can be at once a trick and a trap: it can give a work a very impressive and complex appearance, but runs the risk of relegating the sculpture itself to secondary importance.
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	PHASE THREE

The step from transparent cast material to pictorial black panels was a major one, and many observers will have seen it as a radical turnaround. For me, the two stages were not so far apart. I was still looking for a clear sculptural language, exploring glass as the main media and using other materials, where necessary. The sculptures were becoming stronger and, at the same time, harder. Transparencies literally disappeared from my work. After such a long detour, had I returned to painting? Not entirely, because, although the panels were pictorial, they really were not paintings. The use of glass afforded a material expressiveness like none that could ever be achieved with paint. As well as the panels, new sculpture emerged spontaneously at that time, using the same materials: structured black glass and flat glass, but also blown glass, sometimes transformed, others not. I began using lead sheets, wood and even neon. In retrospect, one might say that those black panels were a necessary step in attaining another different sculptural language. Figurative shapes also slowly began to disappear, not consciously, it simply happened that way. 
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	PHASE FOUR

I had already explored and thoroughly tested all the possibilities of transforming glass. Since the ‘studio glass movement’ was somewhat isolated, I began to explore all the possibilities of achieving its inclusion in the visual art circuits.  
In 1986, I was part of a workgroup which organised a major symposium combining the various disciplines of visual art. Painters and sculptors from various different currents were invited to work with the best master glassblowers in the world. The results were surprising and generated a series of new ideas, for artists who until that time had only worked with glass, and others who precisely had never worked with that material, which they had only just discovered. S(ee: Beelden in Glas / Glass Sculptures, Veen / Reflex ISBN 90.6322 1401,  1986 NL.). 
Glass’s significant scope as a means of spatial expression was proving to be boundless, and far from becoming exhausted. I also embarked upon a search for unlikely combinations with other materials to add other new concepts.
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	PHASE FIVE

I now felt completely comfortable with glass. I had a lasting fascination for this marvellous material and I tried to take full advantage of its various qualities. Transparency had returned to my work, but now in a different way than before. Other materials were taking centre stage in the sculptures. I was looking for a way to boost the expressive strength of the material, and I found it in contrasts. 
Hard - soft, light - dark, open - closed, etc. Works thus emerged which dealt with men and women, emotions and reason, heaven and earth, traditions, vulnerability, longing, links and freedom.

	[image: image10.jpg]



[image: image11.jpg]





	PHASE SIX
For a long time, I had only made interior sculptures. But in this phase I began to make outdoor works as well. The transition to exhibiting works in public locations was a major step for me. My experience as an advisor in some public-commissioned works had taught me that not only the exterior dimensions were  different, but it also implied a whole new measuring and, furthermore, that observing and experiencing art in a public place are different. We consider most things we see in the street as functional or necessary, and we accept them as being natural. However, a work of art must earn this acceptance. This fact, and the much larger scale on which outdoor sculptures are made, makes my experience of executing commissions for public places an extraordinarily moving task. Outdoors, my approach is basically the same, and I try to make sculptures which blend harmoniously into their surroundings, adding the necessary ingredient to attract people’s attention humbly but unequivocally, so as to arouse curiosity and generate a moment of amazement, melancholy and commotion 
(see: 2002  Neues Glas/New Glass nr.2 / 2002, interview Uta Klotz, Germany. - 2004  Craft Arts - international, # 62, NSW 2089, Sydney, Australia; article by Karen S. Chambers.).
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	PHASE SEVEN

In the most recent phase, all the previous phases have merged together. The foundation, the breeding ground – which is the internal need to produce something beautiful – is unchanged. Many artists are content with just a few themes, or even just one, to create endless variations.
This is not my case.

I allow myself to be inundated with images and information. Some images stick to my retina and I am unable to remove them. Then I start to work and transform them into something that is mine, something of my own, something which is gradually defined during the creative process. Making a work of art is perhaps a meditative process with material. 
It is a permanent search – and it always will be – full of contradictions.

This was also evidenced by what J. Buis wrote about my work: 
...  He tries to make what is opaque transparent, and vice-versa.

He makes what is lying down float, and vice-versa.

He makes what is light heavy, and vice-versa.

He stops what moves, and vice-versa. 

And all this at the same time, in a fraction of a second, or, perhaps, timelessly, eternally..
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