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It is probably quite true generally that in 
the history of human thinking the most fruit-
ful developments frequently take place at 
those points where two different lines of 
thought meet. These lines may have their 
roots in quite different parts of human cul-
ture, in different cultural environments or 
different religious traditions; hence if they 
are at least so much related to each other 
that a real interaction can take place, then 
one may hope that new and interesting devel-
opments may follow. 

Werner Heisenberg 



PREFACE 

December 25, 1979. On a snowless, windy tract of southern Saskatchewan 

farmland, the gestation of a 'fertile motif' was to leave an indelible 

impression on the course of my work for the next two years. There on 

its undercarriage, utterly ravaged by time and nature, lay the derelict 

remains of a World War II fighter-bomber. 

Reminiscent of a shard from antiquity, the aircraft shorn of its combat 

glory, resting against the vista of Old Wives Lake on the looming hori-

zon, presented a paradoxical, yet amazing sight. Fourteen thousand 

miles from home the stranger in a strange land that I was, a deeply in-

herent Far Eastern sensibility in me was awakened by the plethora of 

visual information confronting me. Brittle and weather beaten fragments 

of the plane's fuselage, collected at that point as souvenir items, were 

in the course of the next few months, incorporated into my paintings. 

Thereafter, I started to collect and utilize objects I was compulsively 

drawn towards from an aesthetic point of view. I realized much later on 

that this was a natural carry-over from my earlier experiments with col-

lage. Having been concerned with the factor of tactility since the sum-

mer of 1976, here was an extension of a process that was unfolding it-

self without a conscious willingness to do so. 

That, of course, came as a surprise. The pleasantness of such a discov-

ery proved to be seminal in my development as an artist, all because a 

casual, isolated event forged a chain reaction, the continuity of which 

unravelled a vast multitude of meanings for me. Of these, none was more 

apparent than the ambiguously beautiful device of interval: a means of 

connecting different images. Although known and practised for hundreds 

of years, not until the early 1900's did this mode emerge as being au-

thoritative and revolutionary. 
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With a brief historical introduction of Cezanne and Cubism, it is my 

submission that whether it be painting, sculpture, poetry, drama, photo-

graphy, cinematography, language-structure, or even quantum physics, the 

process of interval in each of these areas is in no way different. In 

fact, each provides bridges of understanding of an underlying unity, 

which at its core is world embracing. 



The history of art is comprised of an evolving tradition. It is the 

manner in which each phase of this tradition is handed down, the way in 

which it is subject to criticism, hence, change. Picasso, in that re-

gard, chartered a legacy unprecedented in the chronicles of art. But 

this phenomenon would not have been possible had he not been an inheri-

tor of a cultural continuum on which Paul Cgzanne had donated the most 

sizeable bequest. 

Cezanne was an enigma. The lodestone of his creativity was based on 

perpetual doubt, the kind of qualm discernible in the manner in which 

he questioned nature. Attributed in its bare evidence, nature as de-

picted by his contemporary peers had failed to comprehend the spirit of 

its embodiment, therefore the discrepancy of an ideal which dealt with 

surface illusion. In blending the perceptual intuition of an artist 

with the serenity of an extremely analytical mind, Cezanne's creative 

process enabled him to shift from the empirical to the mysterious realm 

of the invisible.' Cezanne, in his anxious heroism, nurtured certi-

tude in the fact that nature, though infinitely complex, has a simple, 

harmonious, but solid nucleus beneath its seasoned tenderness. 

Before the advent of Impressionism, classical painters depended on 

a priori outlook established in one point perspective. This vividly 

embedded consciousness in Western art arose out of a primary concern 

with the visual: reality was determined by the eye of the beholder. 

Space, which has no limits, or boundaries, was conceived of as being 

geometrically independent of reality. This attitude governed a highly 

conceptual, idealistic concept of space which, in terms of a projective 

geometry, consisted of formal units of spatial measurement on a plane 

surface. The dominance of the vertical and horizontal was an absolute 

condition of this order whose edifying grace was bolstered by a heavy 

reliance on anatomy and chiaroscuro. Therein lay, in its unsurpassed 

plentitude, a rhythmic unity that was optically solid, but it was, per 

se, an illusion based on an illusory formula. Although Cezanne came 

to understand much of mass, volume and deep space on the basis of 
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classical painting, he felt solidity for the sake of solidity was not 

enough. The old masters, in their search for surface illusion, sapped 

the vitality of the medium by merging their brush strokes and overlay-

ing the surface with a series of transparent glazes. 

C6zanne had an intense admiration for the classicists, and at the same 

time was passionately sensitive to the Impressionists' accomplishment, 

but he felt that the latter had betrayed the function of mass and vol-

ume at the expense of their relentless pursuit to capture the flux of 

nature. The Impressionists' volatile brushwork called attention to the 

daubs, dashes, and commas of paint anchored heavily onto the canvas sur-

face which imparted no more than the shimmering incandescence of light. 

Cgzanne resolved the clash of ideals within himself by neither denying 

tradition or the scientifically inherent tendencies in the art of his 

time; he cemented a union between the two and in order to communicate 

his optical sensations he felt that nature had to be 'objectified.' 

This codification and rendition of nature was unique; no man had ever 

painted like this before. 

In representing that pure vision, Cezanne took into account the factors 

of 'to see,' 'to conceive, and 'to compose.' Although independent of 

each other these factors function simultaneously in the genesis of a 

work, and this was the motivation behind his seeking to perform numer-

ous dissimilar acts with each brush stroke. This was not a foreseen 

goal; it was an intuitive realization, one of spontaneous ordering rath-

er than judgemental commitment that might have provided an edict for 

successive works. 

In Cezanne, each. object painted is given the impression of existing in 

its 'pocket' of space, almost as if the space were specially hollowed 

out to accommodate it. By doing that, space appeared to curve around 

the masses, that is to say that the objects exist, not in a generalized 

Renaissance perspective space, but in a space which is relative to each 

mass. This relative space was subject to change in the process of work. 



Without sacrificing depth, the cohesiveness or the weight of objects, 

Cezanne's brush strokes, whilst being independent of successive strokes, 

revealed a relationship with each other. Each stroke of paint became 

a pictorial substance, paint evocative of paint, as opposed to classical 

modelling where the colour was fused together. Being inspired by the 

Impressionist technique, his brushwork was a variant in that 'modula-

tion,,' as Cezanne saw it, instilled a 'field of colour alliances.' Each 

brush load of pigment, in thrusting out, oscillated between the canvas 

grain as backdrop and the spectator's space as proscenium. Thus each 

patch of paint was subject to a play between two planes, backward and 

forward, forward and backward, infusing a sense of animation which, in 

turn, extolled 'warmth.'2 The grain of the canvas was endowed with gen-

erative spirit rather than absorbtive capacity. 

Inherent in the manner in which organized brush strokes were placed on 

the canvas, Cezanne took into consideration a shift in perceptual focus 

as an object was observed from two or more points of view. This real-

ization, which is true for any individual in reality, was denied in Ren-

naissance painting. One point perspective reckoned the necessity of a 

severely fixed gaze and the falsity of this ideal was shattered by Cez-

anne on the basis of deductive logic. Thereafter, the classifying, 

combining and putting into correspondance of pictorial detail became es-

sential as he came to understand the object in short bursts of percep-

tion. 

The exigencies of compositional structure, in being subject to piece-

meal perceptions, enabled him to evolve a highly personalized treatment 

of space which was the antithesis of Euclidean perspective. In order 

to do this, it required of Cdzanne a true suspension of desire, one 

that engendered spontaneous organization without emotional preferences. 

The combination of relative brushwork and visual 'edits,' stimulated 

Cezanne to operate much like the movie-camera that zooms into far, mid-

dle and near distances, frame by frame, focusing, then de-focusing a-

gain. The zoomed focus was predicated on a trial and error premise, a 



painterly game of solitaire, as if to say, where piecemeal perceptions, 

in being transported from deep within space onto the two-dimensional 

surface of the canvas, were amalgamated into a single, composite image.
3 

In observing and ordering composite imagery, Cezanne was lead to frac-

ture the a priori object by means of 'discontinuities' - "the transi-

tion between pure volume and the air that surrounds it,"4 by the gradu-

al elimination of boundaries which enhance inner volumes and subsequent 

increase of structural limits. The object, a Mont-Sainte-Victoire tree, 

is no longer encased by the definition of its naturalistic outline but 

is endowed with a 'will to breathe,' a new charter in the fact that pul-

sation according to the demands of pictorial integrity allow for har-

monious relationships, expansion or contraction, as may be necessary. 

This Cezannian device was passage.
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II 

The master of Aix-en-Provence had trail-blazed a chapter in an ongoing 

history that lead Picasso and Braque to the germination of Cubism, which 

in being eclectic, multi-faceted, and philosophically more complex than 

former periods of art, brought to the awareness of the artist a creative 

approach very much akin to that of the scientist. 

The mechanism of binocular vision as a pictorial reality based directly 

Or indirectly, on Euclidean, Aristotelian or Newtonian space was re-

jected outright. In its place was an autonomous art based on pure re-

lationships where a plurality of perspectives were possible and real in 

terms of azanne's relativity. A new paradigm emerged, that of abstract 

planar relations, not of concrete a priori events. This, for the Cub-

ists was an intuitive realization, as it was for Cezanne. The juxta-

position of a combination of several points of view or spatial frames 

changed according to the spectator's mobility and not his fixity in 

terms of Renaissance illusion. 

Consequently, the Cubist method came to be looked upon as an art of syn-

copation: sym-ballein, a throwing together of diverse perceptual assoc-

iations; a powerful method that enabled Picasso and Braque to interpret, 

explore, elucidate new situations, and provide missing links which they 

might not have been able to do otherwise, or as efficiently. In other 

words, the method was metaphorical - metaphorical because the Cubists 

straddled an art of representation and a more conceptual, formal art. 

Ogden and Richards state that, "metaphor, in the most general sense, is 

the use of one reference to a group of things between which a given re-

lation holds, for the purpose of facilitating the discrimination of an 

analogous relation to another group."5 Therefore, the Cubists in break-

ing away from linear sequential patterns, adopted condensed metaphorical 

simultaneity which was a proposition that painting was no longer an ex-

pression that mirrored reality. Cubism's formidable achievement was a 

new structural mode of vision that allowed one to trace the intrinsic 

nature of a work's evolution. 
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In the words of John Berger: "Cubism changed the nature of the rela-

tionship between the painted image and reality, and by so doing it ex-

pressed a new relationship between man and reality."6 The view of this 

pictorial reality was contingent on the premise that: 

The metaphorical model of Cubism is the diagram:
the diagram being a visible, symbolic representa-
tion of invisible processes, forces, structures. 
A diagram need not eschew certain aspects of ap-
pearances: but these too will be treated symboli-
cally as signs, not as imitations or re-creations. 

The model of the diagram differs from that of the 
mirror in that it suggests a concern with what is 
not self-evident. It differs from the model of 
the theatre stage in that it does not have to 
concentrate upon climaxes but reveals the contin-
uous. It differs from the model of the persona 
account in that it aims at a general truth./ 

The analogy of the diagram befits Cubist paintings as Cezanne's adopted 

'discontinuities' became increasingly iconographic in their schematic 

display. Instead of blurring the passage between two objects, the stat-

us of discontinuity assumed a much more pronounced definition. By com-

parison, the Renaissance dialectic of compressing objects on top of 

each other, or Cezanne's merging of outlines, tend to be splayed-apart, 

as if it were on a two-dimensional plane. What resulted was a static, 

hard-edged effect most commonly identifiable in the Synthetic phase of 

Cubism. 

The Cubists, treading the narrow margin between representation and ill-

usion, were crucially concerned with establishing sculptural illusion 

through strictly painterly means. The fact remained, nonetheless, that 

sculptured trompe-l'oeil effectiveness lay on a 'flat-bed plane.,8 The 

major contributing factor to this phenomenon was inherent in the hith-

erto unknown data - extraneous media - that was being supplanted into 

the making of pictures. 
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Propensity for the three-dimensional on a flat plane introduced conno-

tations of a fundamental aesthetic principle that had been alien to 

Western painting for a long tine. Not since the medieval Byzantine mo-

saics
9
had artists moved toward such a sharply defined, focused imagery. 

Noreover, the influx of primitive artifacts, Far Eastern examples of 

art, imbued a fresh vitality into ways of seeing. 

One of the most mystifying contributions of Cubism to the development 

of twentieth-century art was the use of collage which, in turn, lead to 

the development of construction. If it can be termed a technical inno-
10 

vation, the use of 'intruder' elements into painting brought into the 

fore a realm of means as consequential as, perhaps much more so, than 

the discovery of oil-paint and Euclidean space. 



III 

Buoyed by the optimism of the age, Picasso and Braque, in a recklessly 

imaginative venture, juxtaposed the 'real' with the pictorial. Imbed-

ded into this fractured reality of space lay a disposition for an emer-

gence of a kind of painting that was turning into an object in itself. 

Of course, in classical terms, paintings were considered ends in them-

selves too, but the distinction became apparent in the isolated media 

that were being turned into works of art. This exemplifies a constant 

shifting emphasis, advancing and receding, like the waves of the sea, 

similar but never alike; that the ever shifting relationship between 

art and the object focuses on different properties and processes at 

different times and under different conditions. The view that emerged 

in Cubism was that painting had never been so 'physical' before; that 

painting had never been so profoundly complex in terms of material ar-

rangement. This was further encapsulated by the compounded reality 

that relied on more than just the fusion of colour. 

Cubism was the product of an awareness where distilled facets of real-

ity came to be joined together. Appolinaire, a staunch spokesman for 

the Cubists likened the process of collage to the poet's most impor-

tant tool" - the metaphor, and Andre Breton wrote of the method in 

1920: 

It is the marvellous capacity to grasp two distant 
realities without going beyond the field of our ex-
perience and to draw a spark from their juxtaposition; 
and to bring within reach of our senses abstract forms 
capable of the same intensity and enhancement as any 
others; and, depriving us of any system of reference, 
to set us at odds with our own memories.12

Henceforth, this relationship with the extraneous object came to be 

more diversified, often times, even eccentric more for its literary or 

semantic connotation than its plastic value. Anything can be trans-

formed and deprived temporarily of its specific identity. Any object 

can, in the same way as a word, become a substitute for another object, 

or an idea. It, however, requires a degree of sophisticated skill 
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to convert a given situation and this reflects a changing attitude of 

the artist within the history of art; the underlying operation of de-

velopment being an 'internal' development within the history of art as 

well as 'external' causes inherent within social and cultural change. 

Alois Riegl, the Viennese art-historian's dictum kunstwollen - 'will to 

form' - is apt in defining the hybrid phenomena prevalent in 1900's 

Paris. Nothing was more evident than the shift in emphasis of the 

'literary-artistic tradition' which was a notion of art based on the 

criticism of life; this being understood as the propounding of moral, 

idealistic, humanistic, social and political ideas; kinship with nature 

and man's relationship with. God. 

This was taken over by the 'scientific-cultural tradition' which lime-

lighted the extension of human capacity, without it being divorced from 

the domain of everyday life, this taken to mean the psychic life of the 

individual and society as well. Nowhere was this more apparent than 

the Cubists' indulgence with extraneous materials in their art. 

The Impressionists having already garnered urban subject-matter into 

their paintings, paved the way for the Cubists to identify more easily 

with the conglomeration of city by-products. Man lives in the midst of 

man-made objects, among tools, in houses, streets and cities, and most 

of the time he witnesses them through the agency that puts them to use. 

As Brian O'Doherty would say, the 'vernacular glance'
13 

is turned into 

a 'museum glare' by the very act of transposing commonplace elements 

into an aesthetic situation. 

The found object, in the history of contemporary art, has had a rela-

tively short life-span, but the ramifications of its use brought sweep-

ing changes into pictorial art as evidenced by the Cubists. They had a 

choice in accepting or rejecting its uses. Had they suppressed their 

impulses modern art would have been all the much poorer. Their choice 
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of acceptance was audacious and liberating in that it enabled them to 

delve into the world of the common-place object; it was through its use 

that a constellation of meaning was evoked. The common-place object 

became elevated to the status of an artifact. 

"As element is set beside element," wrote William Seitz, "the many 

qualities and auras of isolated fragments are compounded, fused, or 

contradicted so that - by their own confronted volitions as it were - 

physical matter becomes poetry.
"14 

An object-meaning association lit-

erally taken, is expressed best by Yeats: 

One touch of nature makes the whole world kin, 
That all with one consent praise new-born gauds, 
Though they are made and moulded of things past, 
And give to dust that is a little gilt 
More laud than gilt o'erdusted.15

However, the Cubists' propensity for urban choice-matter, if alien at 

that time, was in no way a novel means of expression for the primitive 

sculptor. An Oceanic wooden carving might be embellished with an upper 

set of human teeth, pearl-shells for eyes; nails driven into the torso 

as sacrificial ornaments. Picasso and Braque's utilization of news-

paper clippings, typographic references, musical scores, packaging la-

bels, stamps, theatre-tickets, was in no way different. The vocabulary 

was the same; the impulse was the same, except for the urban emphasis. 

The use of diverse materials, meaning accentuated or downplayed, has 

been a definite universal penchant from time immemorial. Chinese ar-

tists, as early as 700 A.D., mounted scroll paintings onto a multi-

layer of papers made from rice, hemp, mulberry, silk, bamboo, and cot-

ton in a certain hierarchic order. Although not collage in the strict-

est contemporary sense, this trait points out the partisan association 

of outlying commonplace elements used to reinforce the most standard 

issues of their art. This impulse, at its most basic level, however 

humble, even mundane, conveys a deeply humanistic character. Roger 

Callois writes that: 
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...certain Chinese artists selected stones because 
they found them fascinating and turned them into 
works of art by the simple act of engraving or 
painting their names on them. The Japanese also 
collected stones and, as they were more ascetic, 
preferred them not to be too beautiful, strange, 
or unusual; they chose ordinary round stones. To 
look for stones for their difference and to look 
for their similarity are not separate acts: they 
both affirm that nature is the creator. To se-
lect one stone among a thousand is equivalent to 
giving it a name. Guided by the principle of an-
alogy, man gives names to nature; Rocky Mountains, 
Red Sea, Hell Canyon, Eagle's Nest. The name - or 
the signature of the artist - causes the place to 
enter the world of names; or, in other words, into 
the sphere of significances.16

Factors of choice and selection operate on different levels of associ-

ation and the avenues of usage such as a random survey on a beach, 

might for someone like Henry Moore, reveal a perforated pebble. The 

passage of the hole connecting space on one end to the other, disclosed 

an acute observation resulting in his apertured reclining figure sculp-

tures. 

Transformation of reference or identity in art is an infinite order 

much like the kingdom of nature's elasticity which: 

...is of three kinds and of three kinds only: 
accidental, necessary, and voluntary. The 
coming together of the various constituent 
elements of being cannot be accidental, for 
unto every effect there must be a cause. It 
cannot be compulsory, for then the formation 
must be an inherent property of the constituent 
parts and the inherent property of a thing can 
in no wise be dissociated from it, such as 
light that is the revealer of things, heat that 
causeth the expansion of elements and the (solar) 
rays which are essential properties of the sun.17

Further, the inherent properties of nature regulate necessary relations, 

that in their utmost diversity, are infinitely connected with one an-

other: 
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...in this great and infinite universe all things 
end in the mineral kingdom, that the outcome of 
the mineral kingdom is the vegetable kingdom, the 
outcome of the vegetable kingdom is the animal 
kingdom and the outcome of the animal kingdom is 
the world of man. The consummation of this limit-
less universe with all its grandeur and glory hath 
been man himself, who...ultimately disintegrates....18

This fundamental, regular process of change at all levels is verifiable 

by the scientific method in terms of matter. Matter is all that is a-

round us, literally everything that can be seen and felt. It is the 

study and mastery of matter that has enabled man to expand his sensi-

bilities through the use of whatever is readily available, to make 

tools and project interstellar craft onto Martian soils. Yet, in spite 

of its tangibility, we know that matter comprises of elements unobserv-

able by the unaided eye, elements such as atoms, each atom containing 

protons, neutrons, and electrons. Further still, 

...matter is as hard as steel, as yielding as a 
pool of water, as formless as the oxygen in the 
air. Each of its three familiar states - solid, 
liquid and gas - can change into each of the 
other states, at different temperatures. But 
whatever its form, all matter is made up of the 
same basic entities - atoms.'9

Substructuring of matter into other states and functions provide fur-

ther clues of the creative process where the juxtaposition of colour, 

form, and texture is essentially the same. Similarly, the use of found 

objects, at the most discursive level, follows the recognition of basic 

constituents into other states. It is a process where A + B is the 

same as B + A and the equation A + B = C is reversible by the operation 

C B = A. "...many diverse images, borrowed from very different or-

ders of things," Bergson wrote in his Introduction to Metaphysics, "may, 

by the convergence of their action, direct the consciousness to the pre-

cise point where there is a certain intuition to be seized. By choosing 

images as dissimilar as possible, we shall prevent any one of them from 
"20 

usurping the place of the intuition it is intended to call up... 
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IV 

Bergson 's statement is an adequate summing up of approaches shared 

in common by the artist and scientist, both of whom, in their modes of 

knowledge, bring to unison diverse ideas. Yet the scientific method is 

somewhat different as it is commited to objective truth. Generally 

speaking, art has no such commitment; it does not offer proof of the 

physical world. Nevertheless, the creative process of discovery is es-

sentially the same, only the ends are different. Einstein's work on 

the quantum nature of light may clarify the fact. If a ray of light 

impinged a metal surface, it would unloosen electrons from the atoms in 

the metal and send them scattering in all directions. Each of these e-

lectrons could be counted, the speed measured. Similarly, in art every 

impulse tapped is like an unloosened electron from an atom. Further 

experience, more knowledge, leads to a distilled understanding of the 

process. 

Light, if analyzed from a photographer's point of view, as an objecti-

fying process, clearly reveals the factor of choice. The eye behind 

the view-finder of the camera identifies by pin-pointing a subject from 

the realm of matter, whether it be person, place, animal, or thing. 

The photographer then isolates a fragment of that reality on film. In 

order to be latent on film, the source-object would have needed to re-

flect light so that it becomes a moment arrested in time. Similarly, 

a found-object, like a photograph, bears testimony of its having been 

transposed into a noun, a specific identity instead of a nameless en-

tity. As a fragment of a once compounded reality, its new identity af-

firms its changed status. As a relic of the past, it bears its own 

history and its new character continues to exist in an entirely new 

space in arrested time. As each found object is in a foreign space, 

the criteria of its usefulness, or lack of it, depends entirely on the 

context within which it is re-used As Wittgenstein would say, 'mean-

ing is the use,' so is it for each found object. The unclassified or 

unspecific being made explicit, is at its roots, a categorical necessi-

ty of every creative act, so the language, in being universal, takes 

the factors of compatability and adaptibility into consideration. 
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Further still, the situation places the occasion into the sphere of 

change which is responsible for the manner in which factors join and 

separate; the antipodes of creative experience bear witness to this 

constant state of retention, rejection, repletion. 

This sensation is evidenced in the way useful or beautiful objects lose 

their lustre and appeal. In time that very object could, in its state 

of redundancy or incompleteness, be accepted for its lack of usefulness 

in order that it may be re-vitalized in some way. By virtue of its 

usefulness in the past, the object did have a stable place in a certain 

situation, but the moment it is viewed outside its original frame of 

context a wealth of meanings is conjured, none being more apparent than 

the example Bronowski provides in his Theory of Stratified Stability.
21 

In such a case the qualification of facts are rearranged to suit the 

necessity of a new situation and the result echoes dimensions of addi-

tion, change, expansion. George Kubler analyzes this factor from a his-

torical perspective: 

Through its formal vocabulary alone, the sensi-
bility of an extinct civilization survives in 
works of art to shape the work of living ar-
tists in a totally unrelated civilization half 
a millenium later. 

The phenomenon is of course possible at every 
level of historical relationship. It trans-
formed Western civilization most profoundly in 
the Renaissance, when the unfinished work of 
the Greco-Roman antiquity took possession of the 
entire collective mind of Europe to dominate it 
until deep into the twentieth century, even as 
late as Picasso's illustrations of Ovid's Meta-
morphoses. Today classical antiquity has been 
displaced by ever more remote models, from the 
prehistoric and primitive art of all parts of 
the world, in a similar mortmain action as if to 
round out the principal contours of long un-
realized possibilities. In other words, when 
people create new forms, they commit posterity 
at some remote interval to continue in the track 
by an involuntary act of command, mediated by 
works of art and only by them. 
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Here is without doubt one of the most significant 
of all the mechanics of cultural continuity, when 
the visible work of an extinct generation still 
can issue such powerful stimuli.22

Kubler's analogy avows the potency of cultural continuity and the pre-

conditions that direct the confluence of new synthesis. The crucial 

passage of unconnected impulses coming together, often spark fertile-

motifs
23 

such as many impromptu models Picasso was able to come across, 

and conversely, engendered vital groundwork for future artists. One 

such model, established in the 1912-1915 experiments with paper, card-

board, sheet-metal, and wood constructions,
24 

lead to accumulative 

gestation in the form of metal sculpture. The accretion of creative 

stimulus derived from that period influenced a great number of artists, 

not all of whom left an impact on the history of art. However, a pro-

fusion of ideas lead to formative hybrids by way of Gonzalez, David 
25 

Smith and Anthony Caro. 

Caro's use of open space - 'negative volume' - as a sculptural device, 

though revolutionary, is a method that for centuries has been employed 

as a means of lending a pause in the continuity. This, in turn, empha-

sizes volumes, or sounds, as in the case of music. Negative volume, or 

more appropriately, 'interval,' is a universal method, which until the 

advent of Ce*zanne had been a prominent feature of Oriental art. 

In the Far East, space is thought of as being rich, full and alive; the 

West has perceived that very space to be a fictious unit of geometry 

that is empty. The basic premise of space being active gave rise to 

the interval in Japan and India. In it being a device that is "an alter-

nate to the art of connecting events," it also interjects ostensible 

suspense into any form of continuity. Diametrically opposed to this 

viewpoint the Western paradigm of thought "asserts the exclusive integ-

rity of things, objects, masses. Spaces between objects are not per-

ceived as integers at 
all."27

17 



One of the most graphic demonstrations of the interval is found in the 

300-900 A.D. Buddhist frescos at Ajanta
28 

where accumulated piecemeal 

perceptions, an emphatic scanning vision, is necessary to look at the 

paintings. The art of 'continuous narrative'29 in Ajanta represents a 

multi-perspective, tactile, unified-field awareness that is contrary to 

the Western approach of bonding everything within a frame. Since there 

isn't a single vanishing-point, an order of sensousness, as distinct 

from the order of reason, the use of multiple-perspective invokes a ro-

bust hypnosis in that there is no sense of recession. Everything ad-

vances and that further reaches heights of vertigo in the manner in 

which empty spaces, like explosions from an internal combustion engine, 

carry the accumulated momentum over to the next cycle. 

Blank spaces as 'punctuation marks,' in Sanskrit drama, provide an: 

...affinity in vision inducing technique: words 
and images are used to draw the viewer into a 
vortex of multiple perspective. Sanskrit drama 
is distinguished from the Greek, Chinese, Japan-
ese, and Elizabethan by the almost excessive 
action-stopping events, landscapes, dreams, vis-
ionary journeys and flight that are evoked by 
poetic incantation.30

Contrary to gradation and continuity, the interval serves as a 'stop-

gap' action technique that relays information. Sergei Eisenstein, the 

renowned film-director, in an essay, The Cinematographic Principle and 

the Ideogram, elaborates on isolated faceting which he perceived in 

Japanese arts; perceptions which swayed his outlook in montage editing. 

The Japanese script is derived from the hieroglyph, a naturalistic no-

tation which gave rise to the ideogram. In combining two 'depictables,' 

two hieroglyphs, a third representation is arrived at. For instance: 

"...a mouth + a bird = to sing' u31 

correspond to the fact that the equation is a synthesis, not a sum to-

tal of graphic objects. Therefore, 'a mouth' plus 'a bird' equals a 

concept of literal symbols whose aggregate is a metaphor, graphically 
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undepictable. Similarly, Zen Haiku
32 

offers conglomerates of associa-

tions, each of the three lines, like a film edit, direct one's sense 

into the domain of suggestions, that, being 'incomplete,' calls for 

more participation in one's imagination. Haiku, for that very reason, 

would often form an integral part of a drawing, which again, would be a 

suggestional rendering, say a cherry blossom sprout rather than the 

whole tree. Therefore, a combination of edits, in word and graphic im-

ages, would give rise to metaphorical conclusions. 

Language structure, analogous of film-editing, is similar to the manner 

in which a sentence yields to the next as we read on, giving rise not 

to five or six separate sentences but the formation of a complete 

thought. Each edit or cut, therefore, elevates a spatial order of suc-

cessiveness. 

Referring to a Tennyson poem, McLuhan says: 

The principle innovation was that of le paysage 

or the psychological landscape. This landscape, 
by means of discontinuity, which was first de-
veloped in picturesque painting, effected the 
apposition of widely diverse objects as a means 
of what Mr. Eliot has called "an objective cor-
relative" for a state of mind.33

He elaborates further: 

Whereas in external landscape diverse things lie 
side by side, so in psychological landscape the 
juxtaposition of various things and experiences 
become a precise musical means of orchestrating 
that which could never be rendered by systematic 

discourse. Landscape is the means of presenting, 
without the copula of logical enunciation, ex-
periences which are united in existence but not 
in conceptual thought.34

McLuhan's le paysage, 'logical copulae' and Eliot' "objective correla-

tive" were the exact equivalents of the interval.
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The co-existence of visual contraries present a sense of timing that 

levers animation into a situation. A visual interlude exalts the inter-

penetration of space and matter without sacrificing identity. In fact, 

it enhances it. Henri Bergson, whose theories were influential in the 

Cubist epoch stated, "...what is real is the continual change of form; 

form is only a snapshot view of a transition."35 This continual change 

of form is the backbone of all creative processes and the respective 

breakdown of one link in that chain epitomizes the importance of such a 

nucleus. Fritjof Capra states that: 

At the atomic level, then, the solid material ob-
jects of classical physics dissolve into patterns 
of probabilities, and these patterns do not rep-
resent probabilities of things, but rather prob-
abilities of interconnections. Quantum theory 
forces us to see the universe not as a collection 
of physical objects, but rather as a complicated 
web of relations between the various parts of a 
unified whole.36

On closer analysis, 'discontinuity,' if looked at as a gap rather than 

termination, brings to mind a host of connotations, none being more ap-

parent than the fact that a 'gap' need not be an impediment. From a 

hypothetical stance let us consider the question of the 'gap': 

a) Do the Straits of Magallen break the continuity of the South Ameri-

can continent toward Terra del Fuego? or 

Do the Straits of Magallen prolong the continuity of the Patagonian 

cordillera? 

c) Terra del Fuego, bounded by 3600 of water, is isolated; or 

d) Antartica is intermediary in a passage from Terra del Fuego to Tas-

mania. 

Quite literally, 

drop as Columbus 

On the contrary, 

break and isolated do not in any sense convey a sheer 

might have experienced if the world had been a cube. 

prolong and intermediary imply a sense of delay, or 
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even convenience which Coleridge's Ancient Mariner would, without 

doubt, have relished: he would not have had to brave tempests a-

round Cape Horn. Instead, he found a safe passage through the general-

ly treacherous Straits. 

Nothing is mutually exclusive or absolutely self-subsistent, living in 

a vacuum, as if to say, and the following examples allude to this bear-

ing: 

The material object becomes...something different 
from what we now see, not a separate object on 
the background or in the environment of the rest 
of nature but an indivisable part and even in a 
subtle way an expression of the unity of all that 
we see.37

Things derive their being and nature by mutual de-
pendence and are nothing in themselves.38

This level of compatability is corroborated by atomic physicists: 

An elementary particle is not an independently ex-
isting unanalyzable entity. It is, in essence a 
set of relationships that reach outward to other 
things.39

The world thus appears as a complicated tissue of 
events, in which connections of different kinds 
alternate or overlap or combine and thereby deter-
mine the texture of the whole.° 

Further still, a philosophical point of view asserts the importance of 

a facet's mutual independence and dependence in any given situation. 

2.0271 Objects are what is unalterable and subsistent; 
then configuration is what is changing and sta-

ble. 

2.0272 The configuration of objects produces states of 
affairs. 

2.03 In a state of affairs objects fit into one an-
other like the links of a chain. 
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2.031 In a state of affairs objects stand in a 
determinate relation to one another. 

2.032 The determinate way in which objects are con-
verted in a state of affairs is the struc-
ture of the state of affairs. 41 

Interval, on the scientific level, is an irrefutable condition - one 

that is necessary for architectonic harmony. Analogous of a crossword 

puzzle, it also functions on the inductive plane which, in the case of 

Dimitri Mendeleev, gave rise to a classic scientific standard. Assign-

ing atomic weights to properties of matter in 1871, he devised a table 

which was subject to inference mainly because out of ninety-two only 

sixty-three atomic weights were then known. The unknown atomic weights, 

twenty-nine in number, were cross-referenced with the other sixty-three 

according to family likenesses by means of endless permutations and 

combinations. This procedure allowed him to make practical predictions 

of where a property should lie and the exact atomic weight as well. 

Mendeleev, consciously and deliberately interpreted his solutions by 

gaps, as gaps were the only way he could speculate the outcome. 

In its solitary and empty state an interval aspires towards the absol-

ute - a condition that, as a juncture point, establishes an 'invisible,' 

'inorganic' stepping stone. The notion of emptiness as a void is a 

mental construction, and, moreover, the interval in pictorial terms, 

undertakes connotations of feeling, being, and integrity in that a state 

of 'blank' constancy is rich, full, and alive; that the concept of 

'nothingness' becomes one of 'somethingness.' 
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VI 

The Tao doctrine subscribes to a void which, akin to the quantum field 

of subatomic physics, functions as a hollow valley or a vessel which is 

forever empty and thus has the potential of being filled in. An analo-

gy such as this, elementary in its disposition as a state of energy, is 

a dynamic mode that as a zero is not an absolute zero, but one that as-

pires toward the complexity of higher numbers. So, states of emptiness 

in nature form a mysterious, inter-connected labyrinth that beckons a 

problem-solving participation. 

In art, the interval plays a twin function. It is quite explicitly a 

visual or sound interlude, and on the other hand, where two or more di-

verse elements are juxtaposed together, a condition is expressed that 

lauds accent to a mental, emotional framework. This second factor, be-

cause it is less tangible, is relative to the manner in which proper-

ties of matter are utilized (see Appendix, p.25 ). 

Painting, for example, utilizes certain frames of reference such as 

line, space, volume, colour, and so on. All these factors have an in-

trinsic function and value within the currency of aesthetic terminol-

ogy. Yet of all the galaxy of adjectivel qualifications available to 

us, no term grants the status of conveying aesthetic experience. The 

interval, more so because of its implicit station, assumes an identity 

that extends beyond the mere technical, and at the same time, encom-

passes the working of the physical agents of perception that give rise 

to sentiment or emotion. It is, therefore, an intermediary between the 

two poles - method or means, and kokora, which: 

...is originally a psychological term, meaning 
"heart," "soul," "spirit," "thought"; it came 
later to denote the kernel or essence of a 
thing, becoming synonymous metaphysically with 
"substance" and ethically "sincerity," "verity," 
"faithfulness," etc. It is thus difficult to 
give one English equivalent of kokora.42

Between these two poles then, rests the kind of consciousness that per-

vades the extremes as well as embraces them. In addition, it provides, 
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like the Japanese ideogram, a purely abstract construction. The dif-

ference being a third representation arising out of two 'depictables,' 

which is not quite a synthesis, nor an equation; it is a metaphorical 

aggregate for a state of mind that surfaces not only from the explicit 

plus intangible, but also engages in the crystallization of an undefin-

ed principle that forms a communion with human sensibility at large. 

The ratification of this 'inward'
43 

and 'outward' process confirms, 

most dramatically, an embryonic status of a creative process that be-

comes, proverbially speaking, more and more cognizant in that para-

second...the vital moment between carbon-dioxide being exhaled and oxy-

gen being inhaled, that the circumnavigation of human constancy is es-

tablished. Every person, man and woman alike, from time to time, ex-

perience the suspension of normal channels of communication when in the 

span of a single moment, that para-second, a complete bond, trust, love, 

and faith is shared and founded. This is the interval - a propellant 

force that maintains a pivotal balance where the faculty of the spirit 

offsets the scale of the purely cognitive and rational schema. 

In retrospect, one can recognize the pragmatic, clarion function of the 

interval as a device - more as a standard, universal order that unifies 

and co-relates, without the mutual exclusion of the arts and sciences, 

the most fundamental issues of life. The operation of this unique 'in-

strument' governs, likewise, permeates human sensibility at all levels - 

levels one might say like that of underground water which rises and 

falls with temperature and climatic changes. The water is always there. 

It may be deep down in the bowels of the earth or inches below the hard, 

rugged surface of the ground. 

The poetic delicacy of art emits celebrations of tenderness in the way 

a vernal shower, as a life-giving force, establishes contact between the 

sky and the underground water, through the medium of the interval that 

is the soil. 
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APPENDIX 

The texture of a surface evokes a certain sensation - whether it is 

hard or soft, abrasive, or subtly transparent, rough-hewn or translu-

cent. The constitution of this feeling experienced by an artist is 

communicated in painting. In the act of creation, the inert quality 

of the paint is either left unchanged or surpassed. How one does this 

takes into consideration the factor of method and means. Of these, 

none is more vital than the issue of touch. 

Touch, in the realm of sight, is an attribute that leaves a trace of 

human delectability in an aesthetic situation. The distinguishing 

factor is identity, not anonymity. It resonates the cultivation of 

touch as signature, contrary to the stamp or seal. It bears witness 

to it being a personification seeking process that reveals itself as 

one state is transcended into another. It also distills essence to 

its ultimate capacity, and in doing so, steps beyond the immediate. 

The manner in which brush strokes release pigment onto canvas is an in-

stance. 

The stature of C4zanne's paintings possess a dual spirit, stability set 

in a state of unrest - a state of becoming, one of primordial emergence. 

Cd'zanne leased stoic endurance to each brush stroke. Each was a slab 

of colour, solid, and gravitationally stable in a veil of mist. His 

process of building up paint could be likened to the manner in which a 

plant, suffused with oxygen, sunlight and moisture, comes alive. The 

painted apple, for example, elicits a fusillade of energy in that it is 

organically fragile, soft enough to be bitten into; that in its solidi-

ty, could easily roll over the edge of the table. 
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The fortitude of C4zanne's touch was intrinsic to the development of 

Western pictorial space as Renaissance gradation and continuity was 

suddenly rent asunder by abrupt encounters, juxtapositions, superimpo-

sitions. The vigor of the new space was tactile, one that stressed the 

importance of the interval between objects; one that deemed the neces-

sity of converting the flat world of sight into the three-dimensional 

world of bodies. 

Tactility is a consideration for the contact between space and matter, 

a means by which a surface is treated by irregular intervals to draw 

forth a sense of thrusting, be it sensuous or palpable; it is a regard 

for the wont of being able to feel through one's hands rather than 

just seeing the 'thing-in-itself.' 

The sensory nature of tactility provokes one's instinct to overtake the 

polemical level of a given surface. This visual contact is a striking 

endorsement of the vivid primacy of an artist's capacity to foster raw 

material into life. Optical experiments have proved the absolute immed-

iacy that children, tribal and pre-literate artists employ in tactile 

rendering - everything is sudden; distinctions of touch me and touch-

me-not do not apply, for touch is the most direct means of giving and 

receiving the quintessence of matter. 

In order for there to be givers, there must be receivers. Between the 

act of giving and receiving, then, lies the interval.
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NOTES 

1. Cezanne had no a priori scheme for the development of his paint-

ings but achieved a very gradual transformation through the use 

of colour. Until 1879, he modelled his objects round and round, 

with long, curved brush strokes in various directions. Later, he 

reversed the process into a mosaic-like pattern where brush 

strokes corresponded to the vertical. Drawing and painting were 

interrelated activities in the fact that as colours became richer 

and more harmonious, the drawing became more precise. 

2. The term refers to a "personification seeking" process most note-

able in the manner Cezanne's accumulated patching of integrated 

colour reveals a remarkable combination of a psychic detachment 

and passionate deliberation. 

3. Composite imagery as Cezanne evolved it, took into consideration 

the juxtaposition of piecemeal perceptions and accumulated brush 

strokes. In the Cubist epoch, a third factor was added - the use 

of found objects. This impulse was a watershed as much of 

twentieth-century art was founded on it. The reverberations of 

such a discovery effected all the visual and plastic arts. 

4. Liliane Brion-Guerry, "The. Elusive Goal," Cezanne The Late Work, 

ed. William Rubin (New York: Museum of Modern Art, 1977), p.79. 

5. Cited in The Meaning of Poetic Metaphor, An analysis in the light 

of Wittenstein's claim that meaning is use, by Marcus B. Hester 

(The Hague, Netherlands: Houton and Company, 1967), p.15. 

6. John Berger, The Moment of Cubism (New York: Pantheon Books, 1969), 

p. 15. 
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7. Ibid., p.20. 

8. Leo Steinberg derives the term from the horizontal printing-press 

and argues that classical painters assumed a correspondence between 

their general experiences of the space of the world and the space 

of art, whereas, contemporary mixed-media paintings imply no spa-

tial orientation beyond that effected by the process on the sur-

face: one no longer knows what is up or down. 

Leo Steinberg, Other Criteria Confrontations with Twentieth-Century 

Art (New York: Oxford University Press, 1972), p.82. 

9. Both Clement Greenberg and Gerhard Frankl maintain that it was 

through disintegration that an integrated colour formulation was 

used by C4zanne. As pointed out in Chapter I, C4zanne was inspir-

ed by the Impressionists' brush work, but it was not just a plain 

derivative and Frankl is of the opinion that Cezanne was also in-

fluenced by the Venetians' technique. In Titian, Veronese, and 

Tintoretto, there is a mosaic-like welterwork, but it is not too 

obvious. The Venetians had adopted this technique from the Byzan-

tines, who quite possibly, preserved the use of integrated colour 

from the Greco-Roman heritage. Colour was a counterpart of the 

bas-relief where plastic forms are strongly linked together with-

out any sense of undercutting. Frankl states that, "...you need 

only think of the development of Titian's work to realize that his 

compositions become more and more frieze-like, that his stage be-

comes shallower, and that the total depth of his paintings become 

more and more limited just in the sense of the Greek bas-reliefs." 

C4zanne's development summed up in his attitude of nature having 

more depth than a surface, was a realization that the Cubists a-

dopted. Gerhard J.R. Frankl, "How C4zanne saw and used colour," 

Cezanne in perspective, ed. Judith Wechsler (Englewood Cliffs, New 

Jersey: Prentice-Hall, Inc., 1975), p.128. 
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10. A term that qualifies the introduction of extraneous media into a 

'pure painting.' 

Eddie Wolfram, History of Collage An anthology of collage, assemb-

blage and structure-events (London: Studio Vista, 1975), p.29. 

11. Psychologically it is of no importance that this 
visible image be composed of fragments of spoken 
language, for the bond between these fragments 
is no longer the logic of grammar but an ideo-
graphic logic culminating in an order of spatial 
disposition totally opposed to discursive juxta-
position. 

...It is the opposite of narration, narration is 
of all literary forms the one which most requires 
discursive logic. 

Appolinaire; quoted in The Art of Assemblage, William C. Seitz 

(New York: The Museum of Modern Art, 1968), p.15. 

12. Preface to Max Ernst Exhibition, May 1920; quoted in The Creative 

Process, ed. Brewester Ghislein (Toronto: Mentor Books, 1967), 

p.67. 

13. Brian O'Doherty, "American Masters: The Voice and the Myth" (New 

York: Ridge Press, Random House, 1973), pp.197-98, cited by Irving 

Sandler, "Rauschenberg and Johns," The New York School (Harper and 

Row, Publishers, Inc., New York, 1978), pp.179-80. 

14. William C. Seitz, op. cit., p.86. 

15. "Troilus and Cressida," III,iii, cited by Edmund Carpenter, They 

Became What They Beheld (New York: Outerbridge and Dienstfrey/ 

Ballantine Books, Inc., 1970), p.10. 

This object meaning association through the use of 'intruder' ele-

ments is further elaborated in "Rhapsody on a Windy Night": 
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The memory throws up high and dry 
A crowd of twisted things; 
A twisted branch upon the beach 
Eaten smooth, and polished 
As if the world gave up 
The secret of its skeleton 
Stiff and white. 
A broken spring in a factory yard, 
Rust that clings to the form that the strength has left 
Hard and curled and ready to snap. 

T.S. Eliot, The Complete Poems and Plays (New York: Harcourt, 

Brace and Company, 1934), p.14. 

The metaphorical nature of transformation is seen from yet another 

angle: 

A huge, complicated machine, connected to the operat-
ing table, with many tubes and wires, began at this 
moment to go pocketa-pocketa-pocketa. "The new anes-
thetizer is giving way'." shouted an intern. "There 
is no one in the East who knows how to fix it!" 
"Quiet, man:" said Mitty, in a low, cool voice. He 
sprang to the machine, which was now going pocketa-
pocketa-queep-pocketa-queep. He began fingering del-
icately a row of glistening dials. "Give me a foun-
tain pen:" he snapped. Someone handed him a fountain 
pen. He pulled a faulty piston out of the machine 
and inserted the pen in its place. "That will hold 
for ten minutes," he said. "Get on with the opera-
tion." 

James Thurber, "The Secret Life of Walter Mitty," The Short Story 

25 Masterpieces (New York: St. Martin's Press, 1979), pp.238-9. 

16. Cited by Octavio Paz in Marcel Duchamp, trans. Rachael Philips and 

Donald Gardner (New York: A Seaver Book/The Viking Press, 1978), 

p.25. 

17. Baha'u'llah and 'Abdu'l-Baha, Baha i World Faith (Wilmette, Illin-

ois: Baha'i Publishing Trust, 1943, p.342. 

30 



18. Ibid., p.340. 

19. Ralph E. Lapp and the editors of LIFE, Matter (New York: TIME Inc., 

1963), p.9. 

20. Cited by William C. Seitz, op. cit., pp.83-4. 

21. Jacob Bronowski's 'Theory of Stratified Stability' indicates a 

condition, which if likened to a ladder, shows a step by step pro-

gression of an evolutionary progress. From initial stages of sim-

plicity, the process becomes more and more complex later on. How-

ever, each step in the process is potentially stable in its own 

accord. 

Jacob Bronowski, The Ascent of Man (London: Macdonald Futura Pub-

lications Ltd., 1981), pp.215-19. 

22. George Kubler, The Shape of Time Remarks on the History of Things 

(New Haven and London: Yale University Press, 1962), p.108. 

23. "Creative research proceeds in steps and stages, each of them rep-

resents an interim result that cannot yet be connected with the 

final solution. Even if the proposed solution is given, as happens 

in the search for the proof of a tentative proposition, the path 

to it is unknown." 

Anton Ehrenzweig, The Hidden Order of Art, study in the psychology 

of Artistic Imagination (Berkeley and Los Angeles: University of 

California Press, 1967), p.47. 

24. It was in the construction derived technique of assemblage, which 

is post-Cubist, that juxtaposition assumed its most distinct char-

acteristic as elements were set side by side without shock-softening 

passages.
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25. According to William Rubin, Caro's "Cubist derived constructivism 

is the most paradigmatic of the modern sensibility - and the most 

liberating for sculptors. Yet up to now its practitioners have 

produced far less major art than sculptors who continued the fam-

iliar methods of carving and modelling." Picasso's constructions, 

by virtue of their radicality, were not as readily assimilated as 

his paintings were, and it wasn't until after World War II that 

the implications of his innovation were fully realized. Rubin 

goes on to say that Picasso's openwork constructed sculpture, "was 

a singular, closer to his genius than had been his role in the 

creation of Cubist paintings. From the present day perspective, 

it is clear that Picasso changed the art of sculpture more than 

any carver or modeler since the caveman." 

William Rubin, Anthony Caro (New York: The Museum of Modern Art, 

1975) p.15. 

26. Edmund Carpenter op. cit., p.122. 

27. Ibid. 

28. Situated in the Deccan plateau of India, India comprises of a ser-

ies of twenty-six cave-sanctuaries. 

29. An example is Masaccio's 1427 fresco, The Tribute Money, in the 

Brancacci Chapel, Sta. Maria del Carmine, Florence. It depicts 

the story in the Gospel of Matthew (17:24-26) where Christ in-

structs Peter to extract the coin from a fish's mouth and pay the 

tax-collector. The composition 'cinematically pans' Peter's move-

ment from the centre to the left, and finally over to the right. 

30. Sanskrit poetic-drama originates from the second century A.D. and 

shares certain traits with the art of fresco painting at Ajanta. 

In both instances, total participation of the viewer was insured 

by a remarkable 'wrap-around' combination of sensory experiences. 
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In both the arts, the narrative is cyclical and nonsequential 

based on the themes of separation, re-union, and is similar to the 

Cubists' ideographic process - there are no climaxes (see refer-

ence #7, page 8), the beginnings lie in the endings, thus a poise 

between opposites, rest, and fulfillment is achieved. 

31. Jean Pierre Remusat, "Recherches sur l'origine et la formation de 

l'ecriture chinoise," cited by Sergei Eisenstein, "The cinemato-

graphic Principle and the Ideogram," Film Form (New York: Har-

court, Brace and World, Inc., 1949), p.30. 

32. Practically every aspect of Japanese life asserts the importance 

of the interval, the ma. Space between objects is evidenced in 

the arts of flower arrangement, Noh and Kabuki drama, besides 

painting. In Zen Haiku, kukan, an integer, and ma function on a 

metaphorical level where the poet builds, in the mind's eye, an 

aesthetic rapture: 

In the intervals 
Of rough wind and rain 
The first cherry blossoms 

--- Chora 
(translated by Blythe) 

Cited by Reiko Chiba, ed. Painted Fans of Japan Fifteen Noh-Drama 

Masterpieces (Rutland, Vermont: Charles E. Tuttle Co., Inc., 1962), 

p.21. 

33. Cited by Jonathan Miller, McLuhan (London: Fontana/Collins, 1971). 

p.80. 

34. Ibid. 

35. Cited by Standish. D. Lawder, The Cubist Cinema (New York: New York 

University Press, 1975), p.20. 
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36. Fritjof Capra, The Tao of Physics (Fontana/Collins, 1975), p.142. 

37. S. Aurobindo, "The Synthesis of Yoga," (Aurobindo Ashram, Pondi-

cherry, India, 1957), p.993, cited by Capra, ibid. 

38. Nagarjuna; quoted in T.R.V. Murti, "The Central Philosophy of 

Buddhism," (Allen and Unwin, London, 1955), p.138, cited by Capra, 

ibid. 

39. H.P. Stapp, "S-Matrix Interpretation of Quantum Theory," (Physical 

Review, Vol. D3, March 15th, 1971), pp.1303-20, cited by Capra, 

ibid., p.143. 

40. Werner Heisenberg, "Physics and Philosophy," (Allen and Unwin, Lon-

don, 1963), p.96., cited by Capra, ibid. 

41. Ludwig Wittgenstein, Tractus LoOco-Philos0Phicus (London: Rout-

ledge and Kegan Paul Ltd., 1978), p.8. 

42. D.T. Suzuki, "The Awakening of a New Consciousness in Zen," The 

World of Zen, ed. Nancy Wilson Ross (New York: Vintage Books, 1960), 

p.227. 

43. Innate, inherited, and acquired characteristics, in the realm of 

art, while being dependent on material means for expression, draw 

sustenance from the physical agents of perception: sight, smell, 

taste, and touch. The channelization of these 'inward' qualities 

onto an 'outward' medium of expression may be likened to a polar-

izing filter that cuts down on unnecessary glare and reflection: 

this taken to mean the manner in which the very many processes at 

an artist's disposal form a 'means-to-an-end' and not an 'end-in-

itself.' What this signifies is that for every human being, every 

artist, there is an abundance of common traits, impulses, methods, 

and means, yet the diversity of application can be different and 

varied for as many artists as there are. 
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