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'Nameless Number Twenty One' records a methodological development within Somacentric 
Trajectilery. Its significance lies less in palette or composition than in the working protocol 
adopted during execution. Instead of attempting to eliminate conscious attention, the artist 
assigned it one narrow duty: make sure different colors do not intersect, and do not worry 
about  anything  else.  The  instruction  did  not  prescribe  an  image.  It  constrained  one 
relationship while leaving the emerging form undetermined.

The instruction appears restrictive,  but its  practical  effect  was to redirect  attention away 
from broader pictorial supervision. Conscious decisions still existed in preparation - material, 
color, substrate, rule, and release - yet during the trajectile the assigned task was primarily to 
maintain non-intersection. The artifact can therefore be read as a record of motion produced 
under  a  deliberately  narrow  constraint  rather  than  as  either  planned  composition  or 
uncontrolled discharge.

I. FROM SUPPRESSION TO ASSIGNMENT
Earlier manifestations had repeatedly confronted the difficulty of limiting conscious pictorial 
control. Trying to suppress thought can itself become a form of monitoring: attention remains 
occupied with whether control has truly been relinquished. 'Nameless Number Twenty One' 
takes another approach. Conscious attention is not abolished; it is given a bounded task.

This distinction matters. The assigned task had to be precise enough to hold attention and 
limited  enough  not  to  determine  the  overall  form.  Here  that  task  was  chromatic  non-
intersection. It required vigilance whenever green and magenta approached one another, but 
it did not specify where either color should travel, what shape should emerge, or how the 
field should be balanced.



During execution, conscious attention therefore remained present but localized. It monitored 
one prohibition while the larger bodily event continued. This description is not offered as a 
general theory of cognition; it is the documented working condition reported for this artifact.

That condition differs from a rule that generates an image through measurement, repetition, 
or predetermined sequence. In 'Nameless Number Twenty One,' the rule does not describe 
what is  to be drawn. It  states only what must not occur between two colors.  The visible  
bends, broad deposits, contractions, narrow passages, and exposed paper developed within 
that constraint.

THE CONSCIOUS-MIND ASSIGNMENT
"Make sure different colors do not intersect. Follow this one rule, and do not worry about anything else."

II. THE TOPOLOGY OF NON-INTERSECTION
Green was laid down first. Magenta entered afterward into a field already marked, under the 
instruction that the two colors must not intersect. Whenever the later trajectory approached 
the earlier one, the prohibition conditioned the continuing bodily movement. The resulting 
artifact records adjacency without chromatic crossing.

1. Chromatic Sovereignty
Because the colors do not overlap, green and magenta retain distinct material histories. Their 
relationship  is  produced  through  proximity  rather  than  mixture.  At  several  points  the 
interval between them becomes extremely narrow, but the surfaces remain separate.

This separation produces recurrent visual tension. Crossings ordinarily create an immediate 
material event - overlay, partial obscuration, or a mixed zone. Here the anticipated crossing 
is repeatedly withheld. The significance is not that the viewer must experience a particular 
effect, but that the artifact visibly preserves the condition under which it was made.



'Nameless Number Twenty One.' One of four valid orientations.

2. White as a Maintained Boundary
The  exposed  paper  does  more  than  surround  the  colored  passages.  Between  green  and 
magenta it becomes direct material evidence of non-intersection. Some intervals are broad; 
others compress into narrow channels or pointed openings where the trajectories approach 
closely without contact.

These  white  intervals  were  not  cut  out,  corrected  after  execution,  or  inserted  as  a  later 
compositional  device.  They  remained  because  the  prohibition  was  maintained  while  the 
trajectile continued. The substrate therefore records both deposited material and the spatial 
consequence of restraint.



3. Near-Collision Architecture
At close range, repeated zones of near-contact become 
especially  legible.  Magenta  approaches  green,  bends 
around existing passages, enters openings, and departs 
without  crossing.  The  artifact  preserves  these 
moments  as  material  intervals  rather  than  as 
reconstructed diagrams of the hand's decisions.

The  phrase  guarded  separation  describes  this 
condition:  one  relation  was  continuously  monitored 
while the form itself remained unplanned. When the 
two  colors  approached,  the  prohibition  conditioned 
the  next  bodily  movement  without  supplying  a 
predetermined route.

The resulting forms can appear expansive and alert at 
once.  Broad  deposits  sit  beside  narrow  channels, 
abrupt  turns,  and  compressed  white  gaps.  These 
differences are evidence of what occurred under the 
protocol;  they  should  not  be  treated  as  proof  of  a 
general cognitive mechanism.

III. THE FRACTURED INSTRUMENT AND BIFURCATED 
CONTINUATION
During  the  magenta  trajectile,  the  Paul  Rubens  pastel  fractured.  The  execution  record 
establishes the fracture and the continuation that followed; it does not establish a precise 
mechanical cause. The important event is that the recording apparatus changed state while 
the trajectile was already underway.

Execution documentation during the 
magenta passage.

For a period, both broken pieces remained active. Each 
hand carried a fragment of the former stick, creating a 
changed  contact  with  the  surface  while  the  trajectile 
continued.



The original condition was not restored. The fragments were not reassembled so that the 
earlier tool state could be recovered, and the existing trace was not corrected to disguise the 
change. The altered implement became the implement available to the continuing event.

The fracture therefore belongs to the material history of the artifact. It changed the recording 
condition without becoming an instruction to stop, restart, or repair the trajectile.

PROCESS EVENT
Magenta Paul Rubens pastel fractured during execution. The trajectile continued with the separated 
fragments, recording through the changed tool state.

IV. A CONTROLLED INVERSION: THE SUCCESSOR AS COMPARISON
The immediate successor, 'Nameless Number Twenty Two,' helps clarify the function of the 
assignment protocol, but the two works remain independent manifestations rather than a 
diptych. They were produced with opposite instructions directed at the same problem: how 
conscious attention might be occupied without designing the emerging image.

In Twenty One, the instruction was to prevent different colors from intersecting. In Twenty 
Two, the instruction was inverted: when another color was encountered, crossing was to 
occur  without  hesitation.  The  different  artifacts  show  that  the  assignment  acts  as  a 
behavioral condition, not as a hidden compositional plan. It changes one rule of encounter 
while leaving the resulting form undetermined.

V. RESTRAINT AS A RELEASE MECHANISM
'Nameless  Number  Twenty  One'  demonstrates  that  restraint  and  openness  can  operate 
together. The non-intersection rule did not tell the hand what image to make. It limited one 
relationship so that broader pictorial decisions did not need to be supplied in advance.



The  useful  distinction  is  therefore  not  between  thought  and  blank-minded  spontaneity. 
Conscious attention remained active, but its principal task during the trajectile was narrow 
and concrete. The artist's account is that this reduced the opportunity for broader aesthetic 
supervision while the bodily event proceeded.

The resulting artifact makes the protocol materially legible. White corridors, near-contacts, 
separate chromatic fields, and abrupt changes of direction are visible in the record. They 
were not added afterward as explanatory devices; they are features of the material event 
itself.

The Sentinel Principle
The Sentinel Principle names this working arrangement without making it absolute: during 
the  trajectile,  conscious  attention  was  assigned primarily  to  maintaining  one  prohibition 
rather than designing the emerging image. Preparation still involved conscious choices, and 
the work does not claim that awareness disappeared.

What 'Nameless Number Twenty One' establishes is a repeatable protocol that can be altered. 
Twenty Two immediately  tests  the opposite  assignment.  Other assignments  may produce 
different conditions of encounter, but any broader significance must be established through 
later works rather than presumed in advance.

THE SENTINEL PRINCIPLE
A narrow assignment can occupy conscious attention without prescribing the emerging image.

VI. CURATORIAL CONCLUSION
'Nameless  Number  Twenty  One'  is  significant  because  it  documents  restraint  through 
guarded separation in a form that remains visible in the artifact. Green and magenta stay 
materially  distinct;  exposed  paper  persists  between  them;  the  rule  constrains  one 
relationship without specifying an overall composition; and the recording apparatus changes 
when the magenta pastel fractures, yet the trajectile continues.



The work therefore records two forms of limited control operating at once. One prohibition 
was  consciously  maintained  while  the  larger  form  remained  unplanned;  one  material 
component  fractured  while  execution  continued  through  the  changed  condition.  Neither 
event requires a claim that consciousness disappeared or that material contingency ceased to 
matter. The artifact is the record of what occurred under those conditions.

Archival documentation also preserves four valid orientations. Their equivalence does not 
change the making protocol, but it prevents a later presentation choice from being mistaken 
for an absolute top, bottom, left, or right.

Four valid orientations documented for the same artifact; no single orientation is privileged.

GUARDED SEPARATION CONSTRAINS ONE RELATION.
IT DOES NOT PREDETERMINE THE FORM.
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