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“to art. In the first chapter, the term "invisible ground of synpathy"

‘ground of synmpathy” to a broader art context.
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.“THE INVISIBLE GROUND OF SYMPATHY ,
+  AND ITS RELATION TO ART ' ‘
;. ‘ ’ \\ ) v o A ‘
PAT WALSH , 4 ' (

The thesis discusses the invisible ground of sympathy as it relates .

18 defined in the context of Taoism, from which the term derives; and a

general hiatory of Taolism is outlined. The invisible grotind of sympathy
. BN : . )
is the exchange or interaction that takes place batween a person and what~
“ - ’

NOVOR N

ever that person's attention is engaged with, and is based on the philesy
ophy of Taoism in which the qualities of quistism, freedom Sron compar; ° ) ‘

R B U O

ative thinking, yin-yang, non-intellectualization and intuition provides
the foundation-for an attitude toward 1ife. American painter Georgia

d

v

O'Keeffe and American dancer Simone Forti are discussed, in the 'seco;:d
and third chapters, in terms of their developnent as ar&sts as it relates
to the invisible ground of .sympathy, The last chapter summarizes the con-

clusions reached in the body of the paper, and relates the term “invisible
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Introduction

The idea of linking Taoist thought with art is not a new one; many

. artiste have discussed the influence on them and their work of Oriental

2 .
~philosophy, There are undoubtedly many contemporary North American artists

who are working within a Taoist context, either overtly or covertly stat-
e;& as such, John dage, for example, has stated this very strong mf’;.u«'-
ence of Taoism in his life a.r'xd’ work ~-- one can find in his writinés a

strong similarity in t;one with the Taoists. His work emanates a deta.ch-
ment and quietness that is distinctive and quite different from the "hype"
of a lot of contemporary North American artists, He has worked through .
the eras of Pop %r{, etc., (he is a good friend of Robert Rauchenberg,

for example) without using the larger-than-life style and imagery of this

‘movement. Cage's work has always siressed a quiet involvement on the
. part of the listener (or viewer or reader, depending on whether the

piece’is prisarily audio, visual or written), In fact his work, while

) at' first glance perhaps attention~-grabbing because of its innovativeness

(for exa.mple his concrete postry, piecea for prepared piano, etc,) de-
mands intenea involvement, a.ttention and quietness from thc audience

.
in order that it be umlerstood, Cage discusses this point in one of

his stories used Ms accompaniment for Merce Cunningham's piece "How to

Pass, Kick, Fallj and Run", _

I said that since the sounds were sounds, this gave people hear-
ing them the chance to be people, centered within themselves,
where they actually are, not off artificially in the dis

as they are accustomed to be, trying “seifigure out what 1 \ing

said by some artist by means of sounds.lv

This .kind of connectian bptween the work and the viewer is the con-

1

nection that I wish to discuss with relation to work of Simone Forti
and Georgiu O'Keeffe. This connection can be cribed by writer Chang

Chung yua.n's phrase as "the 1nv151b10 ground of aympathy In order

+ to clarify ny use of this phrase I intend in the first chaptar of this

\.
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Georgia O'Keeffe: Jack-in-the-}’ulplt II, 1930, Source : Georgia *

0'Keeffe,"

. |
Georgia O'Keeffd

OfKeeffe,

Georgia O'Keeffe
O’Keefile._ !

gzoll'e#, 1960, Source : Handbook in Motion, pp. 4iy-Ls,

;i{uddle,\ 1969. ® Source Ha.ndbook in Motion, pp. 5§—59.

Simone Forti :

, Sinone Forti :
Simone. Forti :

""Simone Forti,

. . ’ .
Simone Forti,

Simone Forti.

. . , Y
: Jagk-in~the-Pulpit I1I, 1930, Source : Georgia
= === :

: Jadk-in—the-Pulpit VI, 1930, Source : Georgia

Throat Dance. Source Handbook in Motion, p. 92,

Source : Angel, 7, 18.

' Source : Angel, p, 19,

'Source : Handbook in Motion, p. 126, T -
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. other influences on her work (Alfred Steiglitz, the Transcendentalists

2~ \
4

thesis to discuss the basic concepts of Taoism with which this phrase is

assoclated, ~ .

-

My ‘examination of Chinese Taoism will begin with the historical

_ context of the philosophy, and its developmerit in China, I will then

discuss the legends and works of lao Tzu a.ﬁd Chung Tzu, the two principle
fig;.lrés in Taoism ., ) ‘

Using the works }f"the Taoist masters as illusfration, I will discuss
the basic concepts inherent in the‘phi‘losophy of Taoism, I.will also
us;e works from other philosophies and sources to amplify my explanation
of the basic philosophy of Taoism,

The Taolst concern with nature provides a link between Tacism and
the artists to be discuséed in that context: Sinﬁn‘e Forti and Georgia.
O'Keeffe, Potfx of these artists' work is in =ome vay qdirectly connected
with natizre, either ag subje?f,mtter or as a point of departure, I_'will
use the work of ancient Chim:se artists (poets and visual artists) to fur-
ther illustrate how the Taois\t,s conceived of man's connection with mture,
and to make comparisons betwee\\’  their thinking and the way these artists
deal with nature. l\ ) -

In Georgia O'Keeffe's work we‘fi’nd a very obvious concern ¥ith nat-
ure; she has used nature and natural“.forms' as her subject matter consis-
tentlyvthroughqut. the approximately seventy years she has been painting. "
In her abstfact work she has also concentrated miply on organic forms.'
Critics have discussed thg inflvence of Oriental t‘hought and art on '
O'Keeffe (for example in Barbara Rose‘a.book review of O'Keeffs®s book

Georgia 0'Keeffe), In the chapter on O'Keeffe I will discuss this)and

such as Thoreau, Emerson) but I will also concentrate very heavily on

.
T, Wt v . r
T SN L ¢ e
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what O'Keeffe says herself about work, Through analysis of ;.nd discus-
sion -about her writings and her paintings I plan to show a strong con-
nection between d:Keeffe and Taoisn --~ whether stated overtly by O'Keeffe
or not. (In fact, 0'Keeffe is not given to making statements about her
work or her thinking that reveal influences’ personal ;r artistic,) 'Never-
theless I feel her work stands as a very clear example of the invisible
ground of sym]i{.thy operating in a.n artist's work,

In Simone Forti's work and writings we find also a definite Taoist
tone. In fact, Simone Forti practised Tai Chi, a Chinese mrt;ial art

RN SO

based on the principles of Taoism., (In studying Tai Chi one is auto-
matically studying the philosophy behind it.) Forti has studied closely j
the movement of animals caged in 2oos, She has integrated some of the
treits and patterns found in the animal’s movement into her dance.so

that while we see a human form moving in space we can also be aware that

\/’)
the sources of some of these movements come directly from nature, In g

Forti's dA.nOe we find the type of connection between audience and per-
former that was expressed in John Cage's siory, I will discusi this

' _connection, this invisible ground of sympathy, by discuuing Forti's work \) ;
in the 'context of her writings and the writings of the Teolsts.

In any conclusion of a discussion of this kind, perhaps nothing is
pr;wen so much as exposed and given light. Through a clear .analysis of v
Taoist philosophy as expressed in Chinese art, poetxry and writings; and
discussion of the work of Georgia O'Keeffe and Simone Forti in regard to

this philosophy, I hope to have movidg(l enough common ground for the .
reader to make further connections anong these artists and Taoiem, and to
provide a foundation for further e;fanination, should the reader so wish,

-

of. Taoist-influsnced art.

S L T e
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A work of art consists of two elements, the inner and the outer.

The inner is the emotion in the soul of the artist; th’i/s emotion

has the capacity to evoke a similar emotion in the observer,
Being connected with the body, the soul is affected through

" the medium of the’ senses ~-- the felt,. Emotions are aroused and

stirred by what is senséd,” Thus the sensed is the bridge i.e, *
the physical rela.tlon, ‘between the immiterial (which is the artist's
emotion) and the material which results in the production of a
work of art. . And again, what is sensed is the bridge from the
material( the artist and his work) to the immaterial (the emotion
in the soul of the observer),

The sequence is: emotion ﬁin the artist)— the sensed— the
artwork 3 the sensed emotion (in the obBerver),3 .

Wassily Kandinsky
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o - CHAPTER I

.+ .+ Taoism and its relation to Art 4 A

\ .
,

In order to provide a context for a discussion o.n Taoism I would ~
1ike to _discuss briefly the development of Taoism in China, An his-’ .
’tc;rical outline would not be complete without e? summary of the legends
“and facts surrounding Lao Tzu and Chuang Tzu &‘the two‘ foremost ;')roponentél
" of Taoist philosophy. This background information wili prove useful in A
' the discussion that follows of Ta.oism as a philosophy, é.nd‘if:s relation
. P : ,, , .

tO artc N ’ 0 7 -

. 5
“ 3

I Historical origins of Taoism ‘ - S
” . ' . ‘ ‘
' It is generally agreed that Taoism became a concrete philosophf , _ 1

with the writings of Lao Tzu. ILao Tzu lived in China circa 600 B.C.;
attributed to him is the classic Taoist 'text the Tao Teh Cifing (The

Way of Life), Precise historical data on dates and the authenticity of'

14

" manuscripts ie not available; many original: manuscripts have been lost

o

and "rewritten" or "interpreted" by later Chinese writers anc‘l.hist'oria.ns.

It is generally agreed, however, that Taoism was known as a stromg philos~
.o v, : ‘ .

® ophical force in China concurrent with the beginning of Confucianism,

a . . ' v‘ .

.There are some records which indicate, that Confucius (born circa 551 B.C.)

s -+ Kim g et mprte et <+
%

and Lao Tzu actually met. The gonvefsationé recorded between them may

bé imag;na.ry, but in any case they serve to point out the dif;ferences
s . between the two ways of thinking, After a visit to Lao Tzu, tc,> whon the - v
R B Confucians® ritualized, higra.rchica%/andfomliz;!gi philosophy seeme;i -
.. superficial and hypooritioal, Confucius was quoted to bave said:

. c e

» .3 : 3




ke

- - - - P 17!"”"ther¢;| e

of ‘birds I know that they have wings to fly with, of fish that
they have fins to swim'with, of wild beasts that they have feet

. to run with, For feet there are traps, for fins, nets, for wings,
arrows, But who knows how dragons surmount wind and cloud into hea-
ven? This day I have seen Lao Tzu and he is a dragon, % '

g o Tacism evolw‘red out of an ancient pantheism, with which ancestor-
vorship and the belief in goo& and evil spirits nwere combined. Every
household had its household éMs; *their names and powers differing
with each reglon, and every household had its shrme to the ancestors,

. The years between 722 and 221 B.C. were a period of tremendous social and

-

‘ political upheavel in China. The decay of the feudal system finally cul-

UL " 'minated in a 200 year period of civil war called the Warring States per-
’ iod, in which small feudal states disappeared a;d the remé.iniixé larger
st;:.tes fought for supremacy. As often happens during a period 01: tran-
sit;on and cpange, new iohilosophies or new ¢ff ~shoots from old phiizo- !
phies were déveloped.\ Taoism and Confucianism were two philosophies
developed during this eperi,ocl, and both gained wide pSpular accéptance'. )

When Buddism &ame from India to China, then to Korea and Japan, it " i

was gradually modified to embrace ma.nym‘c;f the basic concépts of Taolsm
. ) ) % . §
. . in order to make it more accep‘tay(o the Chinese people, Brought by ' ]

nomads through the Great %all sround 220-280 A.D., and by Indian mis<
e rest a1 §

sionaries from the south/,mﬁdhism gradually took its place as a prin-
ciple religion in Chind. Since Taoism was basically always a philo-~
sorhy rather than a formal Teligion, Buddhism was,withoui difficulty

gradually integrated into a large segment of Chinese society. It was

possiblé to be aftf the same time a Confucian, concemed with etiquette,
‘itical conserva.tism and harmony uithin the family, a Taoist coming to

terms with the cycle of life through nature, and a2 Buddhist aiming at

s

/

| y . . : :
§ . . L.
\ . . e .
o . ' ! . v - .
.o ) s ' o . .
. . i ; -
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security after death, ' 2 ' . .
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Taoism also influenc’ed greatiy_the Japanese Sﬁin_t&gism .
It is evident, then, that Taoism has been established a¢’d. Thil-

osophy since antiql;ity; its influence c’:anL be felt throughout the Far

East in mﬁy forms¢ as a fundamental philoscﬂ\y uncierlying most schools

" of ‘thought in the Orient, and in certain tenets of Ch'an (Chinese Zen)

and Zen (Japanese) Buddhism, .

Before an attempt can be made to define Taoism, it is necessary

I to clarify what I mean by that term, After lao Tzu wrote the_Tao Teh -

Chi‘n , Taoism as a philosophy became prevalant throughout much of China,
Gradually, however, the iiesire f‘o.r immortality or longevity led sqme
Taoists to develop magical practices and alchemy, A mystical and magical
form of Taoism was evolved, Around the first and second centuries A. D.,

¢ :
Emperors w;re very much interested in the prospect of eternal life,

" and encouraged the study of alchemy (alchemiéts used gold and cinnebar)

to find an elixir for immortality.
The spread of [Mahayana Buddhism, with its seductive and optimistic

promises of an after life and aid in daily life, was escalating so rap--

idly in China that some Taoists were spurred to try to ma@h the glamour

of Buddhist  gods and spirits with Chinese Taoist ones, In some cases

- mystical phenomena were actually fabricated in an attempt to compete with

the Buddhists® rich ﬁeritage of legends, In 165 A.D. the emperor Huan
of the second Han dynasty ordered the first official offering.s to Lao
Tzu, and that a temple be built in Iao ‘I‘zu's.honour. However, Taoish \
as a é'regt organized religion (which included the magic and alchemy of
later sects? did not really develop until the seventh century, during
the T'ang dynasty, Taoism as a religion gradually became so clogged
with gods, deities, ritual and magic practices that it bore little

4
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.II Lao Tzu and Chuang Tzu

i

lao Tzu was said to have been immagulately conceived to a'shooting

star, carried in his mother's yomb for 62’yea.rs and born white-haired
in 604 B.C. Hi‘s.wisdom attracted many followers, but he refused to
‘write down his philosophy, believing tzmat to do so‘ would zdd unglece:s; "
sarily to the already apundant quantity of niitsconceptions and precon=-
ceptions a.b;mt 1ife and how tod live it, \;e was unwilling to leave 'be-' 3
hind a recoﬁd flgat could be tume& into dogma by misguided foilowers“-,‘
he had ;10 desire to set Jdovm laws ufor men's behaviour, feeling that men's
conduct sﬁould depend on t'heir instinct and co_nscienc‘e. The le;gend
goes ORm to state that Lao Tzu, discouraged by men's inability and dis-
interest ,in %écepting "the way of lifa'L:\ to live¥n harmony with nature,
with intelligence and respect; rode a:way on a water-bufi:alo into the -

" desert to die. A warden of the great wall markifig the .b‘oundary betwe~ ~ ‘1

en civilization and the desert was warned by a dream of the sage's com=-

‘ ing, and persuaded Lao Tzu to write down the princibles of his philos-.

4

‘ophy. The result was the ;g‘a.o .Teh Ching: tao meaning the way of all

life, teh the proper’use of life by men and ching a text or classic,

The Tao Teh Ching was a text of five thousand words corprised of eighty=

one sayings, many of them in &erse. \
There is little documented historical data to,substantiate this

e

' legend, " Some Chinese historians liying hundreds of years after Lao )
Tzu's death, as well as some contemporary Westgrn scholars, have be=-

lieved that 'La.o Tzu did-not actually exist, and that the Tao Teh Ching
was a clompilation ;f"the sayings of several men who lived durling"t’.he~ |

two or three fmndred years after Lao Tzu., Witter Bynner, the translator

of the version of the Tao Teh Ching that is now widely accepted ( and
. . “':.7 ' .

o . - . .
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. : -
resemﬁla.nce to the philoéophy set down by lao ;l‘zu. Taoism as a religion
gradually fell into a dgcline in popularity. However, much of Lao Tzu's
philosophy remains an important part of the epiritual and philosophical

_ , maie-—up of the average Chinese, (Curfeni; information on what has hap-‘
pened with Taoism since 1949 ié nolt availabdle,) >

- In my discussion of Taoism I will use the term !:o'méa.n‘tr,xe Taoist (/‘\)
" philosophy set forth by Lao Tzu,.and I do not include in the term the
magical or religlous developments later ascribed to it.

:
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is the version that I am using for this paper) agrees with his Chinese -

collaborator and translator, Dr., Kiang-Kang~hu, Dr. Kiang f‘eit that the

most probable conclusion from all the ev1dence is that Lao Tzu Was a sage

’ who exlsted circa 600 B. C., and was responsible for the original text

of the Tao %eh Ching. Agle disciples may have, }mrﬁ‘g“‘bbg next twg d/"/

or three hundred years, edited and added to tﬁg basic text\w\ixtlggu/t
tracting from the main ideas expressed with(x; the téxt. They may be
’ ¥

also responsible for it being engraved on stone tablets dating from the
third century B.C. The earliest known manuscript dates~frotn the T'anﬁg‘;\
dynasty, a thousénd &ears later. It wa's"during the T'ang dynasty tha.ti\.
Taoism experienced a national revival énd was elevated and transformed“‘
into a state religion by the emperor,

Anothef Chinese sage, Chuang Tzu, lived, acconi_‘ing to historian

Ssu-ma Ch'ien (1457897 A.D.), around the fourth century B.C., making

him a contemporary of lencilis. According to this account, Chuang Chou

(as he -was named) has attributed to him a collection ’.of writings we know

. ok as Chuang Tzu. Whether Chua.ng Chou the 50 j&‘rhor of the Chuang
e

Tzu is in doubt; many of the wrltmgs ee to come from other hands and

are not as sharp or brilliantly written as the main hody of -the text.

1

This leads. tp the supposition that several people as well as Chuang

- Chou were involved in the writing. Another«caus'e for doubt of the auth-

ent1c1ty of some of the writings stems from the fact that a Chinese

h1stor1an compiled from these writlngs an edltlon severa.l centuries

later and discarded a number of sections which he considered to be infer-

ior and of a smxriouzs‘na.ture. The writings genefa.lly atiributed to

\

'Chuang eChou are mainly in the form of stories and fables,

|

. Chuang, Chou is popularly thought to .be a follower or disciple 'o'f‘

N
J o\
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Lao Tzu, Analysié of his writings, however, shows that, wh&le the
Chuang Tzu is definitely Taoist in content and intent, some of the

ideas differ from the ideas expressed in the Tao Teh Ching., Chuang ,

Tzu is characterized by a skeptical iconoclasm and a dry, ironic wit.

\\ ,
His writings also deal with the darker side of life more than.does the

Tao Teh Ching. Chuang Tzu, like lac Tzu, comes across strongly as a .
vig@qpus non-conformist, extremely 0pp;sed to the formula for hiera-

réhial , formalized patterns of behaviour prescribed by the Confuciasis.
Chuang Tzu made scathing attacks on the GOn;ucians, ogken pokingﬂfun‘

at them by attiributing Taoist sayings to them, in order to undermine

- their cfedibilityu The evidence of a personality behind the writ-.

ings is mbe noticeable in Chuang Tzu than in the Tao Teh Ching, which -
i; a much quieter and’ﬁore smoothly flowing work, In both of these
ﬁo;ks,.ﬁowever, the concept, of T;o was essentially the,game. Chuang
Tzu has had a, profound influence og.Chinese dartists; his admiration °
for nature insﬁired artists to look to nature for the fruth.in their
art; he.continues still to be a strong influence, He is mentioned in

1

the Mustgrd Seed Garden Manual of Painting, a Chinese clﬁssic written in

vk

3

~ five brushstrokes like a swallow in flight (feiyen,) fig.l

/

-
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the seventeenth century that demonstrates the techniques as well as the

ook

spirit of Chinese painting, This text is one of the most influential and

- w

comprehensive texts on Chinese landscape painting. (fig, 1)

#II Taoism and its relation to art - 2

Lot N -

Any attempt to describe or c}efine Taoisfn must ﬂe'gin with a study

of the work of Lao Tzu, the first Taoist to concretize 'his philosophy: ﬂ}
g lin writing, Any attempt to discuss Taoism nust also begin with a dis-
“\ claimep: Taoism is an intuitive 'process that'does not lend itself 'ég.s-

‘ : Ty
\ily,‘,if‘ .at all, to an intellectual attempt to understand-it. Realising,

T e

.fhen, that I am attempting to do the impossible, I will try to select and
-\ o

irﬁ\erpret some of the basic tenets of Taoism as expressed by Lao Tzu

and \\che;‘s, and allow the readgr to develop from this her/his own concept | i

~ 1
of Taoism, : ’

!
‘The understanding of Tac is an inner experience in which dis- i
tinction between subject and object vanishes, It is an intuitive,

impediate awarengss rather than a mediated, inferential or intel-
ledtual process.,

Talkipg about the tao is like the difference between (having the -4

experience, hgf) falling down on the ice while skating, and describing

the expezjiem‘i‘x{a 1o friends later, L ’

'

Existence is beyond the power of words

To defind: -

Termgs may\be used

But none of them absolute

In the begx\nning of heaven and earth there were
' no words,

Words came out of the womb of matter: . ’ . .

And whether & man dispassio%tely ‘ ) - L

.Sees to the core of life :

Or passionately '

Sees the swurface,

The core and the surface .

Are essentially\the same, ' ‘

Words making them seem different o

Only to express appearance, ' . . - '

°3

- e s . - . -
A R A T TR T —— T ———




m———— * * b

A PR RPN JR R i anatintain . ot AN

W

.If name be needed, wonder names them both:
Front wonder into_wonder
. Existence opens.7 g

The word "tao” literally means "the road" or "the way" and
is used throughout China not only to denote Taoism but also as a gen-

eral term to describe a root concept of fundamental Oriental philesorphy.

) As a concept it has its counterpart in the word "michi“, which meé;s .

| "the infinite order of the‘universe". Tao embraces many concepts withe
in the one wc%rd. It can mean everything 1n the uni.verse, the parts as

well as the whole; it can mean "the whole, supreme, invincible. order

) ‘ of the universe”. Tao is also used to express the principle of creat-

A e e e

ion as well as of order, The dycles of birth, death, growth and decay,
the four seasons, etc,, al} contain within them tre principle of yin a.nd‘ )
yang., Yin am‘i yang (fig. 2) is the principle of expansion and contlré.ﬁct-
ion that operates in the universe as the opposing and balancing foz;ces

of life? | |

L]

D 7 -‘\\\

\\\__z; | |

; The Eight Trigrams around the Yin-Yang (T'ai Chi)

- emblem: from the Heaven trigram, at top, of three un-
broken lines, clockwise, the trigrams of Fire, Thunder, \)
Mountain, Earth (directly below Heaven), Water, Wind,
and River, fig, 2

. . Nature, immune as to a sacrifice of straw dogs,

" Faces the decay of its fruits.

A sound man, immune as to a sacrifice of straw dogs,

Faces the passing of human generations. '

The universe, like a bellows, ,

Is always emptying, always full: !

. : The more it ylelds, the more it holds. i

' Men come to thelr wit's end arguing ahout it’ .
‘ Agd had better.meet it at the marrow, T




If one is liberated from the necessity to see 1:1*;3"5in termé of
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good and bad, but sees all eventé’ as ingviﬁbl’e fragments of. the course

of a 1ife, then this realisation can mean the end of suffering, Lao Tzu
has discussed the importance of being able to see beyond distinctions

N

and categories in the previoué qﬁotes 6 and 7, and goes on to further

make his point about the ineffectivenese of the judgementai or compar-
ative process: .

! - | R
" People through finding something beautiful
Think something else unbeautiful,
Through finding one man fit L ,
Judge another unfit, ’ . ;
Life and death, though stemming from each other, '

seem to conflict as stages of change,
Difficult and easy as phases of achievenment,
Long and short as measures of contrast,
High and low as.degrees of relation;
But, since the varying of tones gives music to a SR !
voice : f
And what is is the was of what shall be, )
The sanest man ’ »
Sets up no deed, . . s i
Lays down no law, ) : ’
Takes everything that happens as it comes, i
As something to animate, not to approPriate, @
To earn, not-to own, -
To accept naturally without sel*‘-importance:

If you never assume importance: . i
You never lose it. 1l : : . R oo

These last 6 lines, particularly, ‘underline the concept of quietisn, 3

very much an integral part of the concept of Tao,

-

Be utterly humble

And you shall hold to the foundation of peace.

Be at one with all these 1living things which, having

’ arisen and flourished,

Return to the quiet whence they came,

Like a healthy growth of vegetation ‘

Falling back upon the root. . \

Acceptance of this return to the root has been called . '
‘quietism® . \

Acceptance of quietism has been condemned as °FATALISM'

But fatalism is acceptance ,of destiny

And to accept destiny is ta'face life with open eyes,

W

IR R )




'within the body. (fig.3)

——————

1l
The concept of yin and yang as expansion and contraction, male
and female, hard and soft, etc., is used as the basis fo:): many practices

in Oriental 1life, 'including Tai Chi® and macrobiotics, In macrobiotics,

+ the yineyang principle is used to balance acid and alkaline foods (con~

| tracting and expanding foods ).‘in an effort to insure complete harmony

. . fiS-
A key concept of Taoism is found in its non-qugemental nature,

The understanding of the yin-yang principle can lead to the liber- B
ating realisation that there is no distinction betwepn good and bad,

. Would you know a simile for life and death?
Compare them to water and ice: :
Ice melts and turns back into water. L )
What has died mus® live again, '
What has been born shall retwrn to death
Water and ice do no 'harm to each otheﬁ
Life and death are both of them good,

s
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Whereas not to accept destiny is to face death blindfold'
* He who is open-eyed is open-minded,
He who is open=-ninded is open-hearted,
He who is open-hearted in kingly, |
He who is kingly is godly,
He who is godly is useful,
.He who is useful is infinite,
He who is infinite is immune, . .
He who is immune is immortal, 12

¢

As a philosophy and as a' life-style, quietism is in sharp contraat
with the modern Western concept of progress and self—a.dvancement; espec-
ially in the context of present-day North America where "change" and "pro-

gress" are often synonymous, and it is considered weakness to refrain from

attenpting to change ‘things (this is particularky true with regard to

i;sues pertaining to upward mobility, money stige). But quietisn,
as Lao Tzu says, is to "face 1life with open eyes" 13 § quietism is not,
however, to be confused with inactivity, for 1ife with all of its tasks
must go on, but one does not need tol icientif‘y oneself with these tasks,

It is only with our eyes open that we can be receptive to life, and there-

fore able to clearly perceive reality. If we are caught up in the strug-

_gle to change what is, we cannot be sirﬁultaneousl‘fr sensitive and recept=~

ive to what is, Krishnamurti discusses the way the mind or the tritellact
gets in the way of or prevents/direct contact with life, "Our percep-
tion is clouded by the activity of the intellect.

Th® intellect, the mind as such, can only repeat, recollect,
it is constantly spinning new works and re-arranging ,0ld ones;
and as most of us feel and experience only .through the brain, we
live exclusively..on words iﬁd mechanical repetitions, This is
obviously not creation... '

* The intellect tends to cloud our perception with self-consciousness; -
in this way we preverit oxxfselves from making contact with any larger !
concept of 1ife. As has been discussed in Taoist. philoegphy, it is in-

tuitive awareness that leads to enl_iéhtennent » The Taoists often refer

to enlightennment as a state of "non-being", a state where one-can find
) L 4

L 3
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the true nature of one's real self, This term describes the state of
mind necessary in order to be receptive to enlightenment; the congepts
of quietisn, freedon from comparative thiﬁking, yin-yang,  non-intel- -
lectualization and intuition are all integral to this process. Chang
Chung=yuan discusses enlightenment in terms of identification with the
"great sympathy":
.The second of the pre~Buddhist concepts of sﬁmthy in

China is formed in the views of the Taoists, This sympathy was

primordial identification, interfusion, and unification of sub- . @

ject and object, of one and many, of man and the universe., It

¥ .was not a 21 gduct of ratlonal intellection, but an ontological
" experience. p . .

S P v t—— M———

. This cleé.rly describes enlightenment as an experience or as a
s%ate of being rather than an intellectual concept. The Taoists loqked
to nature for an understa.;lding of and as a manifestation of.Tao. By
observing and relating to mature, it was felt that oee could unlock the

key t‘,‘o understanding the universe, ;

| In ancient and modern Chinese poetry and art the subject matter

is frequently that of nature, Han~-shan discusses an experience of con= .

tact with the “great sympath);" in this’poen,

. #

I call to my friends, picking lotus, ]

i Wonderfully afloat on the clear river, , °
And forget, in my delight, how late it grows, '

- . Till gusts of eveming wind whirl by.

Waves sc*ooé up the mandarin ducks;

Ripples rock the broad-tailed mallards;

At this moment, sitting in my boat, -

Thoughts pour out in endless strears, 16

A good example of the experience of interfusion between the sub-
Ject and the object, the knower and J(;he known, the observed and the

"observer is the following story by Chuang Tzu. coL e

Once I dreamed I was a butterfly, ﬂuttering here )

and there; in all »ays a butterfiy, I enjoyed my freedonm, . .
not knowing that X was-Chou, Suddenly I awoke and was sup-
prised to be myself again., A Now, how can I tell whether I

1
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was a man who dreamt that he was a butterfly, or whether I am:
a butterfly who dreams she was a man? Between Chuang Chou and
the butterfly, there must be differentiation. (yet in the dreanm

nondifferentiation takes place.) This is called interfusion ¢
of th1ngs.17 , :

,_", 2
In this case, Chuang Tzu uses the;story as a metaphor to challenge
our unquestioned preconceptions about reality, as well gs to describe
the process .of interfusion, Interfusion is a prgcess that is very much

‘ [ .
a part of the process the artist is involved inj; patrticularly in Oriental

art where great emphasis is placed on being "one" with the subject being

ﬁainted in order that the spirit, or "chi" of the subject may come thrpuéh o

onto the paper, ‘ \ ~.
Throughlinterpenetration things are spiritualised. ¥hen the
<f/\v’ artist reveals the reality concealed in things, heé sets it “free

and, in turn, he, liberates and %urifies himgelf., This invisible
" process, fundamental to Chinese art, is the action of Tao,18

In order for the subject to speak through the individual, the
artist must be sensitive ‘enough to be able to peréeive and transmit
this information., This is why painting was always regarded as a disci-

‘pline and even as a ritual rather than merely a technique with which

to create images, .
4 -4 .

Painting in Chiha was never separate from the tao of living.

Its main focus was, and still is, Tao, the Way, the cosmic 0
order, or the course of nature, which was alluded to not only in -
the classics but frequently in discussions of painting as the ideal-
the harmony of Heaven ahd Earth that everything shpuld express.

In painting, this aim of the fusion of spirit, thdt which pertains
to Heaven, and the matter, that which pertains to Earth, relates
both to the artist’s own development and to the work of art,

for successful results require the exercise of insight as well

as technical skill, the ability to render the inner character as
well as its external form,l9

-

An exanple of Chinesg Taoist painting is 1nc1uded in the illustrations
at the back'of this chapter (fig.4).

Herrigel‘describea in tefms of E%e spiritual pmactice of archery

this process of interfusion: ’ ' , : .
Q ) :ﬁv‘ ) v

ve
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Bow, arrow, goal and ego all melt into one another so that -
I can no longer separate them, For as soon as I“take the

e ? bow. and shoot, everything becomes so clear and stra1ghtforwa.rd
) and so ridlculously simple, . ‘

Between the a.f’tlst and the subject (not necessarily na.ture or

life forms - the sub,)ect could be the pa.lnt canvas, the effect of a

. brush stroke.on a surface,-photographic paper as in Rayograms, a p1ece" 3

of land as in eart& art, etc.? there must be a ground of sympathy in .

" order for cr;eativity to be acted out. This 1nv151b1e ground of sympathy
provides the content in the work- it is the activity of the inmmn
between the ar;r,is’t and the sul;ject which pi-oduces the work, nmot just the
activity between the artist and his materials., Even if the sub,]ect the

< artist chooses is the materials, thé/re must be some sympa.thy between theg
artist and the materials in order for any discovery or crea.tive process
to tali?a place, Therefore the inv::Lsible ground of sympathy does no:t.

.‘ serve the llteral translation of information (either solely perceptual
or ont010glca1 or intellectual); it is the pmoess by which the a.rtlst

. describes his interaction with his subject, using whatever materials are

" involved in creating the piece in order to concr;tize this lintér‘action.

” .Kafldinsky has d:iscussed the ‘further interaction bdtween the artwork

and the viewer, Here we find a sympathy that is made up of the artist,

the artwork, the sﬁbject of the artwork, and the response in the viewer,

‘'the subject and the artist. Through the artwork the artist can make a

‘connection with the viewer, This process is common fo all art forms and

- is what constitutes the universalify of art when it is viewed in the

2

different contexts of different natiohal'iti,es, or centuries. . Without

this invisible ground of sympathy, images from anothexr 'time or culture )

¥

would be meaningless to us, TR ) g »
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Ch'i tai-shih (1861-1957):

In this paintipg great force and power is evident in the

The direct, simple and strong strokes come from

a revelation of the unconcious; the painter was one with the sub-
ject and unlocked its essential nature,

a reproduction of the actual beauty of the bamboo; we have its

brush strokes.

Bamboo Branch

essential nature revealed to us.

W Xd
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Therefore we do not see
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CHAPTER II

Georgia O'Keeffe

' Introduction:

Having laid ‘the ground-work for a discussion on the invisible.ground

of sympathy and its relation to art through an examination of Taoism, I

-

would now like to discuss the work of Georgia O'Keeffe, and to relate her

work and her writings.to this philosophy.’

I have intentionally limited the quotations used in this cha'pter al-
most exclt‘xsively to- those ‘written by O'Keefie herself, .0'Keeffe has con-
sistently criticized the way her worlé has been interpreted by art critics,
historians, etc. This quote, mﬁ of the preface to her book O'Keeffe,
reflects her attitude: l

The meaning of a word ~==- to me ~=~ is not as exact as the
.meaning of a color. Colors and shapes make a more definite statement
than words, I write this because such odd things'have been done
about me with words, I have often been told what to paint, I am
often amazed at the spoken and written word telling me what I have
rainted. I make this effort because no one else can know how my

. paintings happen.

. I grew up pretty much as everyone grows ILP and one day seven

" ‘years ago found myself saying to myself --~ I caun't live where I

. want to --- I can't go where I want-to =-- T can't even say what I
want to. School and things that rainters taught me even keep me
from painting as I want to, I decided I was a very stupid fool not
to at least paint as I wanted to and say what I wanted to-when I
painted as. that seemed to be the only .thing I could do that didn't
concegg anybody but myself --- that was nobody'9 business but ny
own. .

Georgia O'Keeffe made this statement in 1923, describing the beg-

A}

inning. some years previously, of the’ development in her painting of her

”
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own unique vision, She felt that her work was, up until the point des-

. exibed in the quote, merely a repetition of things that had bteen done

R el e o W T

. before., She decided that she would work outside of ghe—/gé’adamic finer

-

. arts context she bad been trained to follow, and usd only hér own - CQ“ ?
Judgement to decide what she would paint and how she would raint 1t. E C
O‘Keef;'e continues her statement by saying: . ‘ : 2

I.decided to gtart anew - to strip away what I had been taught - - :

to accept as true my own thinking. This was one of the best . ‘
times of my 1ife, There was no one around to look at what I . ) j
vas doing - no one interested - no one to say anything about it

one way or another, I was alone and singularly free, working ‘in

to my own, unknown - no one to satisfy but myself. I began with

charcoal and paper and decided not to use any color until it was ‘ :
impossible to do what I wanted to do in black and white, I de- "3
lieve it was June before I needed blue, <3 ’ ' o

In this way, O'Keeffe 'was able to begin painting works that were

completely unique tieca.uee they stemmed from her own'consciousness;

painting developed in this way can never be duplicated or copied.
QO'Keeffe was born in Wisconsin in 1887, She studied art at the

Art Institute in Chicago and at the Art Students [League in New York, and .

et ot s

with Arthur Dow at Columbia College. Dow's idea that what was important
was "to fill a space in.a béa.utif\ﬁ way" 2h encouraged her to discard )
the theories about art tha.t:she had been taught, and to paint to please
. herself,  She had her first show at Alfred Steiglitz's New York gallery

1291 in 1916, This exhibition was comprised of drawings she had sent to

a friend, Anita Pollitzer, throughout the year, asking that they be kept
private. Mo, Pollitzer showsd the drawings to Steiglitz in spite of this
request, feeling that the drawings were important and should be exhibit-
ed, (O'Keeffe had met Steiglitz pm';iously, when an art student in New '
York, and had' been gre&tlyaimprégéed by the Rodin dravings then on
dlsplay at 201, [ Steiglits's vas the first gallery in the United States
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"to show the works of Rodin, Cézanne, Picasso and Matisse.]) The exhi~

bition of hei drawings at 291 was followed by anotﬁer show there in 1917;
the last exhibition Steiglits hung at the gallery. Stelglitz took his
first photographs of 0'Keeffe at this time. This series of portraits

was continued over the yaa:rs until Steiglitz's death and eventually
amounted to a collection of 500 photographs,

Steiglitz and 0'keef e narried in 1924, They lived in New Yorkv;‘
spending the summers at Lake George, Steiglitz, an extremély gregarious
person, was the centre of a group o;f‘ artists, writers and musicians,
including John Marin, Arthur' Dove, Marsden Hartley, Charles Demuth, and
Paul Strand, O'Keeffe's need for Solitude in order to paint led her
eventually to sI;ending the summers alone in New !’exicﬁ.‘ After Steiglitz's
detltth in 1;’-}-9 0*Keeffe moved there pema.ﬁently; ,she now lives in Abiquiu,
New Mexico, | N

I have provided some historical background for my daisqus‘sipn on”
Georg‘ia O'Keeffe, as I find it extremely interesting to note the nodes
and influences prev;Ient ’:Ln art a.nd the arts generally at the time in
wh\ich she began painting -~ and the almost totai lack of influence re-
flected in her work of these mod;s. . Cubism, and the development of the

:t;heories of Cézanne and the Post-Impressionists were having a far reach~

ing influence on the artists of North Americg. Ameri&an é.rtists such

as Marin, Demuth and others in Stéiglitz's circle of friends were par~
ticulaxrly opposed to 0'Keeffe's.use of pure, strong colour, O'Ifeeffe

/ .
describes the way in vhich she came to paint a painting in the sombre,

subdued colour favored by this gréup, whom she called "the men",
\
I often walked through the pasture to the back road
. and as T wvalked down past the beautiful juniper bushes
. the shanty looked very shabby, It had never been painted
. ‘ ) ’ .

Y
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and the outside boards were scorched by the sun, The clean,

clear colours were in my head, but one day as I looked at the
brown burned wood of the shanty I thought * I can paint one

of those dismal-~colored paintings like the men, I think just ,
& for fun I will try - all low-toned a.nd dreary with the tree beside
the door, '

In my next show, The Shanty went up, The men seemed to
approve of it, They seemed to think that maybe I was beginning
to paint; I don't remember what the critics said about it, but
when Duncan Phillips saw it he bought it for the Phillips Col~
lection, That was my only low-toned dismal~-cqlored painting.

0'Keeffe's paintings contlnued to retain the clean clea.r colours
and simple forms she had begun to use in 1915, Her style never wavered
and remained consistant throughout all the subsequent waves of painting
i America such ‘as 50's.abstractionism, 60's Pop and Op Art, etc.

0'Keeffe also discussed her interest in making a pecmiliarjly‘
Amerlca.n kind of art:

- I was guite excited over our country, and I knew that at that
time almost any ‘one of thoke great minds would have been 1_1v1ng .
in Burope if it had been possible for them. They didn't even

want to live in Neg York -~= how was the Great American thing
going to hap;pai\

o

" Arr Examination of D'Keeffe's Approach to her Art.

A

Georgia O'Keeffe's work is characterized by a spare, direct style,
simplifibation anti elimina.ﬁon of detiil, the use of pure, stro’n'g colour,
a.né. an absence of obvious brush strokes Her paintings do not general}y
emphasize 'tex‘ture'; the paint is usually a.ppli“e; thinly;' often the tex~

ture of the canvas can be seen. O0'Keeffe works mainly in oils on can-

vas but has also done work in watercolour and pastel,

-~
~

" O'Keeffe often returmed to subject matter she had painted in pre-
vious years. Certain theémes recur throughout her work ~--~- shells,
skulls and bones, for instance; and she has rainted the Red Hills near

her home in New llexico many times over an extended period of time, °.
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effect. The hills that in the previously mentioned painting were soft
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In Bed Hills and Sky, 1945, (fig, 5), we see Just the silhovette d
of the hills, méking a V against the blue sky, The canvas is divided

quite symmetrically; the sky takes up by far the larger proportion of

. space. The hills are painted smoothly,almost softly, In colour and

' texture they resemble the huran body; the painting transmits a very

soft and sensual feelmg. This is interesting since one would assume
that the austere, minimal composition and very reduced surface modul -

ation of the painting would impart just the opposite feeling.

The White Place in Shadow, 1942, (fig.6) creates a very different

and warm, are in this painting very-obviously comprised of hard, grey
rock, We are made very aware of how empty, uninhabitable and forbidding

the White Place is,- The 'composition, as well as the fairly realistic

rendering and colour of the rock, helps promote the unwelcorung quality

of the landscape. \Ie are confronted with uncompromlsmgly huge tower~
ing, sheer’ cliffs’ tha.t obscure all of the sky except for a small strip
a.long the top of the canvas, Our attentlon is completely focussed off
thislwa.ll of rock thla.t is unmoved and unmoving, ‘

O'Keeffe also often worked in se'r’ies, paint‘;ng the same sfxbje,ct“

a nﬁmber of tifnes, changing the point of view, ,compqgsitioﬁ, colour, etc,

" In her Shell and 0ld Shingle series, minted in'1926, the subject is

treated in a variety of ways. In eaéh;pain:hing the colour remains Eim-~
ilar; muted greys and whirt.eé (with bright green leaves in the two paint-

ings in which leaves are 'included.) The variation is iﬁ her treatment of

the subject ratter itself. In Shell and Old Shingle IV, for exanple,

(rig.7) the treatment is extremely abstracts it is only- because this -
pa.j.nting ‘is juxtaposed with the others in the series that we can see
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what the sﬁbject is, In Shell and Old S@ingle II, we see nearly ali

of the subject; in Shell and Old Shingle III (fig.é) we See a very
closely-cropped, asymmetrically composed fragment. In Shell and Old = - \
Shingle I, (F ig.9), the texture of the wood has been emphasized, and

we see it with almost pﬁotogra.phic clarity. Shell and -01d Shingle VI

. - 4 . ’
is, in colour and composition almost a repetition of Shell and O1d -

. .
Shingle 11; the impact, however, is quite different, Ix} this ppint~- K

ing the references to shingle or shell have been eliminated; the objects

have become simply shapes to bé manipulated: "They.fascinated me' so

that I forgot what they were except -thé.t they were shapes together -~

P \

~== singing shapes. " 27 _ Co /(7.

An examinationr of 0'Keeffe's ﬁqu reveals that this quote describes
a.r; approach fundamer;tal to her {neat,ment of §ubjeqt matter. Rather than
concerning herself“ivitt; a literal reproduction of the subject she_is
pa;:}nting, she manipulates (and often a,bs’cra.cts)‘ the subject, using ';;he
sub ject fo;" its potential ri-n/a painting rather than as an object té) be
copied, . '
O'Keeffe 's style has remained consistant over the ;sixty-fiye J‘rears '

she has been painting professionally., Her use of mint, colour, brush-

strokes; her chandlihg of subject matter, even the subject matter itself

. has changed remarkably little over the years. This consistancy does not,
however, in any ‘way resemble repetition or redundancy; hexr work continues

: to retain its freshness_.

Interpretation and Criticism

'

.Critics have speculated about the extent to whicﬁ Steiglitz, and

photography, have influenced O°'Keeffe's work, particularly because of a

12
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her use of isolated, blown-up details, anc_i unusual éropping of compos-

itit;ns. (0'Keeffe's work ha15 had a‘strong inﬂue;;ce- on vany contempor-

ary artists, For example, we can see in thev work of Jﬁdy Chicago a

strong sinilarity fo 0'Keeffe's i:lowex:'pa;intings.) In an interview
 with Katherine Kuh, 0'Keeffe disclaihs this influence:

I°'1Y tell you how I happened to make the'blown-up flovers, In *

. . the tuwenties, huge buildings sometimes seemed to be going up

) overnight in New York. At that time I saw a painting by Fantin-
Latour, a still-life with flowers I found very beautiful, but I
realized that were I to paint the same flovers so small, no one
would look at them because I was unknown, So I thought I'll make
then big 1ike the huge buildings going up, People will, be startled;
they'll have to look at them ==-and -they did, I don't think
photography had a thing to do wlth it, .

Barbara. Rose has also stated:
v Contrary to wha.t some crltics have concluded, photographic
enlargen‘ent seems to have been more coincidental to her work than an
influence on it, Steiglitz himself did not make enlargements. Her
own flower enlargements are more directly related to the work of the
American Luminist lartin Johnson Heade, Photography's influence on
her work is more a matter of her use of cropping in her compositions, 29

O'Keeffe ranipulated subject matter in order to strip away excess, and

to expose the essence of a thing, rather than simply to expose a detail by

enlarging it., She uses tight or unconventional cropping as a wethod of help- l

ing us focus more clearly on the sﬁbject, and to create tension within the
comgosition,/ rather than in the way cropping is often used in photography

-~~ ag & device t0 eliminate unwanted inform'a;.tion in a~prin§. Perh;tps vhere .
the concerns in Q'Keeffe's‘ paint'ing and rthotography overlap is 0*Keeffe's

use of cropping to helﬁ ué‘see a subject isolated from its swroundings,
blown up larger than life and mad;a mére visibie anq noticeable because of\

this. In Two Calla Lilies on Pink and Closed Clam Shell, (figs.10 & 11),

‘for exa@p“le, the subject matter has been pared down and rf::fine‘d in order .

to reveal only what‘O'Keefﬁe wants us to séé;]details and textwes arve

]
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mainted ou't. What we see is more in the line of a representation of the
nature of a 1ily ‘or of a clam shell, rather than the specif‘ic desc;ip—
tion of a particular lily or clam shell,

In any case, I think 1t can be safely asserted that wvhatever infl-
uence photography did have on O‘Kéeffe‘s work was relatively 1limited; ‘
it is obvious from study of her work thaq.t her concerns go far beyotd the
reproduction of what é. camera can do with regard to either precision oxr
cropping. Her work is, rather, the outcgme of her own unique vision and
experignce.

Much hags been said ab;ut O0'Keeffe's use of the flower as a sexual

symbol, This is a superficial inte::jzretation of the much more complic-
. . % ,
ated personal process O'rKeef;Ee‘has used to show us the essence or inner

nature of a growing thing., In response to this sexual interpretation
of her flower paintings, O'Keeffe said:

Well, I made you take time to look at what I saw and when
you took time to really notice my flower you hung all your own
associations with flowers on my flower and you write about my
flower as if I think and see what you think and see of the flower
~~- and I don't. 30

Barbara Rose discusses this cliché of interpreting 0'keeffe's

flover paintings as sexual svy-mbols: A

JMondrian, Van Gogh, Redon and others all paint flowers as pec-
uliarly charged symbols of vitality without being analyzed for
the sexual implications, of their paintings. It is as if a xose
is a xose if a man pints it, but it must be something else ina

. ‘painting by a woman, One also suspects that if O*Keeffe's curving
and undulating forms suggest analogies between the human body and
landscape, these analogies are better explained by her sense of
the unity of nature and- the'correspondence between all natural
forms than they are by Frewdian or surrealist symbolism, 3_1

-

What O'Keeffe is really doing in these paintings is exploring in

a. nev vay subject matter that is coumonplace, and 211 around us, By

looking at it 1n a fresh, direct and straight-formrd way, 0'Keeffe

-
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shows us ;just. exactly what a flower is; throvgh her perception of it

we are able to see what we didn't notlce (or take time to see) ‘befors,

O'Keeffe and the Invisible Ground of Synpathy
Na.turg:

It is O'Keeffe's strong feeling for nature that provides one .of
several links between her art and Taoism, \Thnoughout the 70 years she
has been painting, O'Keeffe has consistently turned ‘tq naturé as her

subject, She has chosen to live in the country and has done so 'since

@

19*{5; ‘before that she migrated annually to the country each summer in
order to be able to paint, She has.talked about the impact nature and ,

landscape can have on her:.
o ' . o
couldn't believe Texas was real, When I arrived out there,
~ there/ wasn't a blade of green grass or a leaf to be seen but I
was absolutely crazy about it. There wasn®t a tree six inches in
diameter at that time, For me Texas is the same hig wonderful:
thing that oceans and the highest mountains are,

AO'Keeffe shares this sensi.tivity to nature with the Transcendant-

”~

TN T

alist writers, particu;l.ary Eme_rson and Thoreza.u!‘a whon 'she read when she

‘ was young, Her work shows a great affini’qy with the principle concepts

of these writers,

«

[ N
Thoreau wrote:

A1l nature is classic and akin to art ..., Poetry, minting,
and sculpture claim at once and associate with themseives these
perfect spacimens of the art of nature ,,, The critic must at last
stand as mute though contented before a true as before an
acorn or a vine leaf, The perfect’ work of art is received again o
into the bosom of nature whence its material’ proceeded, and that

. criticism vhich can on1§ detect its unnaturalness has no longer.
any office to fulfill, 3 S N

0'Keeffe showa affinities with Thoreau and Emerson in her book Q'Keeffe,

“not in the writing style oi-/content so0 much as in underlying philosophy =

AT
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of being close to nature; the idea that -one can find the truth in
nature ~~- perhaps only ix.\_natm;e can one find the ,trut!i‘.
Emerson talks a.bKout this in his essay Nature:
The lover of nature is he whose inward and outward senses are
still truly-adjusted to each other; who has retained the spirit

.of infancy even into the era of manhood, His iptercourse with hea-
ven and earth becomes part of his daily food.

3 This concept of remaining a spiritual infant in oxder to retain
f se’nsit;vity to the world is a concgp}, integral’ to the philosophy of -

. T';a.oism. Emerson rakes a further reference to Taoism when he talks about’

. his interfusion with nature; he is describing enlightenment as perceived

bj thé Taoist:

Standing on the bare ground, --~- my head bathed by the blithe
air, and uplifted into infinite space, ~-~ all mean egotism vanishes,
I became a transparent eyeball; I am nothing; I see allj). the cur=
rents of the Universal Being circulate through me; I am part a.nd
particle of God, 35

S The Transcendentalists had individual ideas about how a life in -

contact with nature should'be lived, but they did spare a ;:on_mon goal
’of trying to cut through 1ns§i%u§.ionalized ideas about religlon and phil-
osophy in order tc perceive for themselves the higher truths of,}ife, '
through contact with nature. This conpept' 1s very akin to Taolsmj the
) 'I‘x;a;zscendejnta:.lists were, in fact, extremely interested in 1nvestig§£ing.
Orieptal concepts gof religion and phiiosophy, and helped étimuiatfe POP=
ular interest in Oriental thought and culture,

1
-~ a

. The teacher Arthur Dovw, who-\ha.d influehced O'Keeffe s0 strongly

when she was a student, was himself a student. of the scholar and Orien~

talist Ernest Fenollosa, who was instrumental in introducing Japaness

[
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art to Anmerica, O'Keeffe was assigned to read, as Dow's student, Fenol-

losa's Epochs of Chinese and Jaranese Art as well as his review of Gonse's

L'art Japonaise, ' O'Keeffe was, in fact, 'dﬁring this -period, - more'\inter,-
ested in Far Eastern art than she was in academic art or Cubism,

' Asked by Katherine Kuh what artists she most admired, she replied,
"The Chinese."” 36 I the same interview, Katherine Kuh asked O'Keeffe

11 she had been influenced by Oriental art. O'Keeffe answered:

"I enjoy Oriental art very much and prefer travelling in the
East than in Europe, & But tell me, can you find anything in my
work that shows an Oriéntal influence? - I had an important exper-
ience once. I put up everything I had done over a long period and
as I looked around at my work I realized that each painting had ~
been affected by someone else, I wondered why I hadn't put down |
things of my own from my own head., And then I realized that I
hadn't done this because:I'd never seen anything like the things in

* my own head,

' [
1, S e

Although some of O'Keeffa's work actually bears a visual similarity
4n brushwork or in composition to Oriental art, it is not really any ‘

physiw.liresembla.nce that connects ﬁer vork to Oriental art and thought;
R B .

K rather it is a philosophical similarity, It is interesting, however, and

¢

L}
»

¢

perhaps‘iristructive, to compare O'Keeffe's water colour Blue Circle and

 Line with Japanese Sumiye painting (figs. 12 & 13). Sumiye painting,

in-the tmdlitional Japanese manner, i;s done with black ink made of soot

atnd glue, thin absorbent paper, and a brush of sheep or badger hair, The
:pp.per is so absorbent that if the brush is allowed to 11r'xger‘ too long

on the paper, the 1nk will dblot and spoil the painting. Thie restric-

tion i,nherent in the mterials of Sumiye rainting insures that the strokes ) '

will be spontaneous and immediate, T'he goa.l in a Sumiye mintipg is -

. not to copy reality, but for the painti.ng to become a creation“sln itself.

AV K
As D.T. Suzuki ea.ysfabout Sumiye pa.i.nting: . L

[
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It attempts to make the spirit of an object move on the
paper, Thus each brush-stroke muet beat gith the pulsation of
a living being. It must be living too, J

0'Keeffe's watercolour Blue Circle and Line has in it this quality

of living brush strokes, as well as a verj' obvious resemblance in come

position, content, balance and the use of a stark white background, to"

Sumiye painting. Even-the brush-strokes or characters themselves seem -

Oriental -~~~ the circle is traditionally a symbol for the spirit, for
example, D.T. Suzuki goes on to discuss the individuality inherent in
each artist's brush~stroke, and compé.res this individuality with Zen

Buddhism itself:

In each brush-stroke is there not something distinctly
individual? The spirit of each artist is moving there, His -
birds are his own creation., This is the dttitude 'of a Sumiye
rainter towards his art, and I wish to state that this attitude
is that of Zen towards life, and that vhat Zen attempts with the
life the artist does with his paper, brush and ink. The cre=-
ative spirit moves everywherp, and there is a work of creation
whether in 1ife or in art. 39 '

It ie in part, this individuality that links O'Keeffe's work with
Oriental art and philosophy. O'Keeffe has, throughout her life, worked
to her own standards; from the time she first became interested in Dow's

principle of filling a space in a beautiful way, and began to paint what

» she saw, her way: L
I have things in my head that are not like what anyone has
taught me --- shapes and ideas so near to me ~~- so natural to my

way of being and thinking that it hadn't occured /to me to put them
down, ko

Choosing to find the source of one‘'s creativity in one's self is

A Y

not an easy choice; it means that there can be no models to follow or
to be comforted by; to use as security. O'Keeffe said: "I believe

that 1o create one's own world in any of the arts takes courage." e

.
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But it is this same choice to cut herself off tompletely f‘rbm ac=
cepted acade?nvic painting, or any other school or "ism" in art, which

gives-Q'Keeffe *s work its strength, integrity and uniqueness, Because

" she worked completely alone and, for herself only, ehe was able to get

in touch with her personal and individual vision of the world,

A; we saw in the first chapter on Taoigm, the Oriental artist’'s
p‘i‘ocess canh be likened to or is in itself tantamount to the process
of self-n.;a.lization. O'Keeffe's mainting contains a; meditative:' quality,

a feeling of quiet and calm that reflects a sefise of the artist's being

. a.t one with he'rself, and with hex subject, I db not mean to infer that

\
O'Keeffe is enlightened in the Taoist sense of the word; I am not qual-

ified to make that assumption., But as will be seen upon examination of

her work and her writings, there axe {rery close paralle?.s to the process

_of interfusion described in the chapter on Taoism, /

0'Keeffe's Vision

°

The Sumiye artist endeavours '\co tra.nsngit through his work his inte-

' mction wlth the subject being pa.inted. This is -the process of inter-

fusion; the invisible gfound of sympathy that exists between the a.rtlst,,
his subject and his materials, ' ‘ .’

But Supmiye tries to catch things alive, which seems to
be something impossible to achiéve., Yesd, it would indeed be an
impossibility if the artist's endeavour,vwere to represent living
things on paper, but he can succeed to a certain extent when every
brush-stroke he makes is directly connected with his inner spirit, N
unhampered by extraneous matters such as concepts, ‘ate, In this
' case, his brush is his own arm extended; more than that, it is
his spirit, and in itg every movement as it is traced on paper
this spirit is felt

D'Keeffe's works contain a feeling of power and gmndeur; sven

her blow-ups of tiny dete.ila have a sense of vast and infinite spaces:
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When I started painting the pelvis bones I was most inter~
ested in the holes in the bones'=-- what I saw through them e
rarticularly the blue from holding them up in the sun against
the sky as one 1s apt to do when one seems to have more sky than
earth in one's world.,, They were most wonderful against the Blue
~--- that Blue that will always Re there as it-is now after all
Jman's destruction is finished, 43 , :
Technically, the feeling of space and serenity in O'Keei‘fe‘ds work
)
is aided by O'Keeffe's spare, minimal style and .‘f%atness of colour,
\ N . . [ ¢
There is ah absence of obvious brush strokes; the paint is applied thin-
ly and smoothly vis if the artist responsible for the brush strokes is .
invisible and leaves no mark or trace of her presence on the canvas,
(There is, however, evidence of the artist's hand in the straight lines
that are never razor sharp, circles and curves that are accurate but
obviously not drawn with a compass.) This quality of what could almost
be called impersonality in the paintings, leaves us free to enga.'ge more
intensely with the subject being nted --- we are not brought up short
or distracted by activity on the ‘syxrface of the canvas; all, our attention
7 ’ o
can be focused on the pictui'e itsel The emptying out of space and sime
plification or elimination of detail further facilitates this focusing of

our attention,

The subject matter of O'Keeffe's work (and the way it is handled)

" tranemits a meditative mystical quafity (fig. 14). O'Keeffe has &iscus-_ !

f

sed one motivation for working with nature:

The unexplainable thing in nature that makes me feel the world
is big far beyond my understanding =-- to understand maybe by try-
ing to put it into form, To find the feelqhng of infinity on the
horizon 1ine or just over the next hill, ’ .

. It is not’ only when she is working with reébgnizabl} natural forms

" that O'Keeffe is attempting to find understanding through foﬁ. She
~ -has talked about her abstract work in sinilar terms:

[
v
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It is surprising to me to see how many people separate the

objective from the abstract. Objective painting is not good

painting unless it is good in the abstract sense, A hill or tree

cannot make a good painting just because it is.a hill or a tree,

It is lines and colors put together so that they say something.
., For me that is the very basis of painting. The abstraction is

often the most definite form for tﬁe intangible thing in myself

that I can only clarify in paint, .

O'Keeffe reveals to us, in her paintings, her pexception of the
vworld, and in doing this helps us to percei(re the world more clearly.

Her work illustrates Kandinsky's 46 concept of the invisible, ground

. of sympathy that exists between the artist, the subject, the art and

o

the viewer. O'Keeffe states that Kandinsky's (‘loncemigg;the Spiritual

in Art was a book that she read very carefully as an art student.
O'Keeffe has made reference to her intention of establishing sympathy
with the viewer:

I often painted fragments of things because it seemed to
make my statement as well or better than the whole could, And
I long ago came to the conclusion that even if I could put down
accurately the thing that I saw and enjoyed, if would not glve
the observér the kind of feellng it gave me. I had to create an
equivalent.' for what I felt about what I was looking at ~~- not
copy 1t.

In many of her works we, as viewere, seem to be observing her per-
sonal explorations with the subject. The series _Jack~in-the-Pulpit
is a very good example of this, (figs. 15-17) We can observe her in-
creasing familiarity .with the flower; its stmucture, form, colour, etc,
The first paintings are quite realistic; gradually the forms become more
abs)tracted a.nd at the same time she moves in closer and closer to tﬁe
subject wntil finally, in ‘the.last painting we see only the "Jjack".
In showing ue a fragment of the subject, and in abstracting the forms

in such a way that they create an equivalent for what she saw and how

" " ghe felt about it, she reveals to us the essences of the subject, and

4
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he'lps us to perceive more clearly the true nature of the subject. Je
are engaged in the invisible ground of sympathy that she has provided
for us, through her contact with the subject, via the; art, This is
vafy ?nfxch the process with which the Oriental artists were working.
O'Keeffe's painting shows a strong similarity to the Orientals’ 'con-
cept of art. In both Oriental art and O'Keeffe's ar£ we observe the
interfusion between the artist and the subject (thié is evident in the
work) and we see the inner nature of the subject revealed to us through
the individual and unique perception of a particular‘ artist, 0'-Keef'fe
doés not use Sum%ye technique, or work with highly stylized Chinese
brush~work and formalized subject matter, but her work does breathe
the same feeling of tranquility, time{essness, vi%.ality and Sense of
infinite space that the best Oriental art does. This universality in-
herent in her work is what makes her paintings from sixty-five years‘a.go

(as well as those painted more recently) as fresh and immediate as if

. they were painted within our present context and de::ade. As we look

at work from any period in art we can often find examnples of work that

seems*"dated" --~ by this I mean that we are ‘made very aware in the work

of the plastic concerns of that. particular time. In this century, trends

in art move so quickly that issues widely and intensely deait with in
one decade are redundant in the next. O'Keeffe's work spans seven de-
ca.desi it seems evident that :@t will continue to live, not me‘rely to.
exist, indefinitely, /
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“the Merce Cunningham Schoofl; vhere she felt cowplotely‘alie‘natod from

o a3 TS S VY e e Yy

CHAPTER III /

SINONE FORTI

- o

o .

I held a large grasshopper in myy open hand. ]t swayed from
side to side as we gazed into each other's eyes. We sustained this
alignment of sight through an exact correspondance in our movements,

" which created a certain resona.nce between us, We danced together
like this for many minutes. %d just saved its life and we vere

' very curious about each other., .
° ~

INTRODUCTION : : °

I would 1i:ke to begin my discussion df the.work of Simone Forti
in terms of tbe invisible ground of sympathy with a brief summary of
her blogmphy. K . ) o . - ’
Simone Forti was born in I’oa.13;, but':left.aé a young child with her
fa}nily in 1939 Jjust before the outbreak of war, She has 1lived most of
her 1ife £n the United States and is presently living in New Ynor%c bity.
Forti began da.ﬁciiqng (or began going to dance classes ~~~ she had a.ulways\ '
been interested in moﬂvemex:xt) in 1956 at the age of 21. Recently married
to artist Robert Mo'rrhis, she began going‘tb dance workshops given by
Ann Ha.lprin.' -Ha1lprin vas teachinga' ~movemen1£ based on the dé.n"cgr's own -
sense - of the body's potential ~-- how 1t worked and what it could do;
and on improvisation based on followmg the stream of conciousnesd; and

on the observation of natures, Forti ta.lka about Ann Halpnn as thé¢ first

. teacher 1o really cépture her imagination, Fortli studied.and performed

with Halprin for four years.: In 1959, Forti and Robert Moms' moved to
New York. Forti went triefly "to the Martha Graham School, and ‘also to

< : ( ‘ . <
. . !
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the very controlled, careﬁﬂly a.rticula.téd movement being taught there,
One important influence on Fo;*ti at the Merce Cunningham School, how-
ever, vas the composition class taught by Robert Dunn., Dunn introduced
the class to John Cage's scores, in which Cage was working with réndomf
~ 'ness, chance and control,” This ‘1.ed Forti to try to become aware of
what points of confrol she v;as using, and what she wanted to use, and
i‘or{ what purpose, During this time, she bﬂegan working with a number of
artists,‘ composers and performers in New York, Her first performance

in New York was as one of a group of performers in Robert Whitman's

Happening called The American Moon, She began making and performing

dance pieces wh;.ch she called "dance constructi‘cg\ns"; these pieces often
involved the use of structures or props built foi: the performance, One
of these dance constructions, titled See Saw, was ‘pexl'fomed by Yvonne
Rainer and Bob Morris at the Reubeq Gallery, on thé same program with
performances by Jim Dine and Qlaes-Olden%urg. In 1961, she did a con-
cert .

-a series of perfozimances’ in Yoko Ono's loft, at the invitation

of Mgnte Young, She began, at this time, to collaborate with Trisha

!

“ Brown ¥ind Dick Levin, and occasionally with Steve Paxton and to make up

dancesito "rule games.”" This ‘collaboration eventually resulted in a

‘ .‘F would, like to examine, very briefly, the historical background of
éance. Dancing vas (and is), for primitive peoples, an integral part
of theit vay of life; within some tribes ‘and ethnic groups it i inte-

grated into almost every activity of daily lifa, (An example is the

tA
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African "“dance" comprised of rhythmic pounding of cassava root accom-—

panied by singing.) Dancing is also closely tied up with religion, and

religion for primitive people is not divorced from daily life:
++.80 various are dances and their functions among some
peoples that they cover the larger part of life. Yet we have to-
remember that for primitive man there ig no such thing as religion
apart from life, for religion cévers everything. Dancing is a mag-
ical operation for the attainment of real and important ends of
every kind... the dance was, in the beginning, ﬁge expression of (
the whole man for the whole man was religious, X
According to Havelock Ellﬁig, religious dancing can be broken down
il ~a
into two categories, The first he calls esctatic dancing, in which:
"the auto-intoxication of rapturous mo;:ement brings the devotees, for
a while at least, into that self-forgetful union with the not-self which

the mystic ever seeks," 50

This type of dancing is exemplified by Sufi dancing, and some
Hindu dancing, for example. The second category, Pantomimic dancing,
becomes the presentation of a divine drama, ‘the vital reen-
actment of a sacred history_, in which the worshipﬁr is enabled
to play a real part. In this way ritual arises. .
Pantomimic dancing is thé forerunner of early Christian dances, and
exists still in the "Set Dances" of the North American Indian.

. Ellis seeé modern professional dance of the Western world as
belonging to two distinct catagories. He names these the Classical,
‘which is ancien:c and of Egyptian Origin, and the Romantic, of Italian
origin, from which developed btallet., Classical dax_loe is generally, sol\o
dancing (although it may be danced by groups and couples) and is based
on personal exp;:ession of the individual; it 'is characterized by energy,

intensity and passion. This type of dance has as its antecedent the

ecstatic religious dance. Romantic dancing is mimeticj the individual .

is part of a larger group which functions together to produce the whole.

-
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Thﬂis dance‘stéms' origihally from the Pantomimic religious dance, |

I :bhink that Ellis' cat?.gories can be useful in helping clarify
the trends in modern dance. '(Of necessity El1is breaks off his group-
ings with Isadora Duncan and Ruth St. Denis in the Classical group;
and Russian'Ballet in the Romantic grO\;p — Ellis‘ wrote ‘his essay in
1923.) Sinceuthat ;cime there have been many tren&s and developments *
in dance, but it is usefui to group thenm under the same general hea\.dings
in orﬁer to get a rough kind of overview of dance's progress in this cen-

tury.

New Dance

?

In the new dance .of the sixties, seventies and eighties there are
" people working very directly with this idea of manipulating movement
around a concept(s) rather than around an orchestrated musical score
or a story-line as in Romantic ballet. The idea of dance (eg. ballet)
as a stylized , ritualized, and cbmprehensively choreogra.p};ed set piece
to 'be performed under veryyspecific circumstances (witt} costumes, light-
ing, set design), gave way to an interest 111 movement as movement, This
expressed itself in diff;arent ways, with diffemﬁt dancers researching _
and developing their particular a.rea.é of concern., ,Merce Cunningha.m, for
exanple,who often wor;cs with 'Jo};n Cage, uses movements and the .dancers
- themselves as visual elements, mth;r 1like minimal scul pture, at times?
.H.’;s use of movement, . however, is much moré akin to what Martha Graham
developed (Graham began choreogmpl'xing when Ruth St. Denis was still
working) ~—- very elegant and vigorous movement often containing roots
of traditional bvallet stepp such as arabesque, plier, jetd, etc.

Dancers working in the 60's such as Ann Halprin, Trish Brown and Yvonne.

-

1
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Rainer developed ways of dancing in which the‘stylizea movements and
dance vocabularly stemming from traditional ballet were completely
t

abandoned, The movement they worked with related much more closely
to e\;eryda.y movement and often made reference to "found" > nove ~
ment such as walking, running, sitting, etc, Movements were objectif-

jed and related to actual time; the work was often very Minimal in’

style.

" The Evolution of Simone Forti *s Dance Fornm

\

Forti's dance stems mainly from the Classical dance tradition (in

the sense of the word as used by Ellis 53);, her work is usually solo

dancing, it is related very s-tfrongly with nature, is personal and intui-

“tive and based on her own experience a.nd body intelligence. Her work

has a directness and -lack of artifice or complicated structure that -

. distinguishes it sharply from many Romantic dancers «<-- particularly.

the -ballet. Forti has said:
" I am more interested in the basic/movements of the body.

than in invented and stylized movements that are superficial

and unessential. Thus the body becomes something that is sus-—

pended in space, a thing that has weight.

This interest in 1nvestigat1ng the fundameg:a’[ principles of _move-
ment is very evident when we see her dance; ve can, sae echoes of char-
acteristic fnovements made by various animals in her 'dances; a turtle
crawling, a bear turning, a baby standing. Principles of balance, mom=-
entum, ai:ticplated movement, are taken apart and exposed move by move,
then put together with otfuer movenents to form one continuous movement

Al

of crawling, standing up, turning, sitting down, 'craw;ling; turning, stand-

, ing up, running, turning, then a spinning that gbes faster and faster

"
»

e
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. in the pleces illustré.ted here.

U2 )
responses around the point of predetermination, and would come
out with movement that went beyond plan or habit, We spoke of
expanding our movement wvocabulary. And it did seem that the
more movement one explored, the more material one could season and
articulate, And of course each new kind of movement that one came

J upon was a welcome surprise, Every movement, every stepping~off

a curb, every fall of a leaf has its own particular quality.

used the term "“movement quality" to hélp us focus on this partic
warity of essence, and to help us not discriminate against any

" movement we could experierice, Another term we used a lot was

"cinaesthetic awareness™. The kinaesthetic sense has to do with
sensing movement in your own body, sensing your body ‘s changing
dynamic configurations., But it's more than that,. I can remem=
ber ‘just waking from dreams and still having a sense of the drean
landscape not only'in-my memory but in my limbs as well, 56

Forti®s first dances in New York (she moved there after four years

of studying and performing with Halprin) tended to be in the form of -

single tasks or activities often tased on the game structures of child- .

ren (figs, 18 & 19). These piéces often required constructions, usually

_very simple, minimal and scﬁlptural visually, again loosely connected

with children's playground equipment —~— swings, see-saw, etc, All of
these pieces were concerned with mtural body movement (within normal

range), chanelled or used in specificoaways tol pexrforn specific tasks,

Exactly how the tasks were to be articulated im movement was left to

the performer. In Huddle, for example, - the performers are given the
framework for their a.ctivity‘; how it is to be physically carried out is
left tc; the performers' devices. Forti®s work has evolved and changed
over the 19 yearls she lfxa:s been dancing professionally, but has always
been characterized by the elements of humour and ’playﬂxlne'ss evident

&

Throuéhout her éa.reer, Forti has been working with voice as one

facet of her performances, Her investigations into what the volce can

-do tend to be in the same mode as her investigations with movement; ‘she ",

focuses on what the voice can do; what it is capable of in terms of
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until we feel that she will keep spinning n"‘orever -~- then she stops,
, i . .
looks around, walks over to the wall and sits down with her back to the

, wall wa.iting until it is time for her io start another series of move—

*

~

ments, Her straight-forwardness and unwillingnéss to impose the art-

ificiality of traditional choreogra.phic mOfles on a piece === she just
stops whatever she i‘s doing when f‘inishe&, a.ri’d.walks off or over to
another area to begin a.notherl.m\oyement, and often stops and thinks
bétween sequences =~~~ increases the feeling we have as viewers that

we are watching her invesiigate and explore and 1ear1;£ about movenent

. R w
conceptss on the spot, We know that she is familiar with these move~

”

ments and with hexr bodyl and what it can do, but we also know that she” °
has not put these movements together in this relatioﬁship before,
Because of this, what we axre seeing is new, and fresﬁ.

Forti has discussed her dance in the context of the primitive ,a.nd
ethnic beginnings of dance that Ellis was investiga.t.ing:

+ I dream that these improvisations are part of a process that
' leads through generations, from unmanifest grass-roots to a highly
evolved communal tradition. As in India. A tradition that can
house the collaboration of limitless numbers of initiates. -As °
in Jazz., The common ground must happen inductively, Not in one
-mind, btut through an organic sifting. I feel that this kind of .
process can happen in dancing, and to a large extent it has happened,
Amexicans are dancers. Strange, .but true, lany white Americans ¢
are assimilating patterns that have come from Africa, getting
their first experience of harmonic movement, The thread from
Africa is only one of many., And the roots of our common store of
movement lie in our various roots in our common experiences, %5

1

Forti's work with Ann Halprin laid the ground-work from which she
: \
gradually developed her own dance; her own way of relating to the world

through movement. Forti discusses these early influences:
s ‘ .
Ann approached technique through the idea that the body.is
capable of doing all kinds of movement. She gave us such problems
" as running while moving the spine through any possible positions,
¥e called such mroblems "explorations™ The body would give whole

CRERE 28 TYIEY PN T S L el N g




e O gt o e o o

" the body (fig, 20):

— s f s

~h3-

creating sounds., Her work is pre-verbal; in this way she can express

things that language cannot, She works with the voice direct\lyl from

L]

THROAT DANCE . : \
This is a vocal improvisation in four.sections, I limited myself to
four types of vocal sounds, doing an improvisation on each, , Each sec-
tion had its own place in'the room., One sound type was my very highest
threshold of pitch. It is a matter of getting a great degree of cons-
triction in the throat and increasing the air pressure very- gradually
until it just passes the threshold of being able to pass through the
constriction, I can't keep this balance of pressure and constriction,
oonstant, but I do my best, producing a flutter of ¢lear, piercing
squeaks. Another type was a loud double sound achieved with a throat
porture that must be close to purring. The third was rhythmic pitch
leaps, and the fourth of a %imilar order.

G
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‘ - Often her concerts include her singing songs that she has cﬂomﬁosed'.‘_
< . . The music nay have words like ih the traditional ballad} it may by a
\ taj:e of sounds collected and woven together as in the following example:

. . . Overlaid over Plumbing Iusic is the sound of a sound-record-
- T ‘g of the water in the shower, sounding in recording like a brook
L . or smll waterfall and recorded in that sound -and sounding within
it is the sound of singing in the shower, naked and female and
\ ©  sounding like a girl in a skirt by a brook.

-~

v oor v

" Forti ha.s collabora.ted with several musicians/ composers over the

~yearss saxaphonlst Peter Van Riperj and Charlemagne Palestine are two'

o < aen e %

of the people she - has worked with, °

After returning from her second visit to Ita.ly, in 1969, Forti
went to woodstoclé; for the yea.r following woodstock she did not dence
as an a.ctivity seyamte from everyday hfe but was involved in dancing

whi'ch was part of the fabr:lc of the communa.l life she was sharing with

others. R ' <
s ’ yo
’ * " Both music and dancing had a‘great power over the rhythm of
. " the day, overithe cycles of daily life, Helping us stay apart, -
b bringing us together, precipitating "tides of festivity. I'had

~been a dancer, and one thing that struck me then was that I was
still dancing.. I was still ﬁking movement studies, and getting
‘into new areas,of dynanics. ' o . .

{ o Simone. Forti and the, Imrigible Ground of Sympathy
> . During this period we can see from Forti's wrglting that she be-
® came’ more amre of hersel%ﬁ wee a8 a person; a dancer.

. . .+ . And there were momn"ts of terror. I never lost my sense
\ ’ of identity and‘I always knew I vas Simone, But ‘all the acid I
Ty . . took ssemed to break down the barriers to perception apd com=
e .+ munication between the myriad systems .and processes which house
- the self and within which my own identity lived as one interpre-
- *  tation among many others with which .I coexistad in a fertile jun-

.o *  gle of interpenetration of 1ife. 'With some, in a state 5af symbiosis;

td.th othere, 1n a-state of orga.nlnti.onal competition,

. , . o
- . ' #
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+ After a year of living in communes, Forti moved to° California

60

and took Tai Chi 20 classes with Marshall Ho'o at the California Insti>

tute of Arts., Tai Chi was to become part of a foundation from which all
of her subsequent da.ncewdevelpﬁed. Tai Chi was also.the most specialized
movement that she has studied. , '

’ During many of his: cla.sses, Marshgll Ho'o, the 1nstructor, ]
would talk for fifteen or twenty minutes, The talks cast a lot

* of light on the world view from which Tai Chi comes but they were
always direct communications of his own thinking about movement. 1
"And Marshall had thought a great deal about movement., He would

- talk to us about the things he most wondered about. Listening

to his thoughts was not only interesting to me, it was vital, I
learned a lot from him about what I might call the biology of

* movement, the politics of movement, and movement as a living nmodel

of the ways of The Way. I found that I could work on Tai Chi with

» tHe same absorption with which in my days in Woodstock I used to ,

it and watch the fire. In practising every day I was making friends
w1th my inner strength. 'And I was developing a degree of ease

. and control in my movement that I had never before known and that
'eventually became the base for my own dancing. - . a~

A great deal of Forti's work has beenibased on sympathy with nat-
ure: a further link between her work and Taoism. Halprin's wgrkshops,
" which were held in the country, often focussed on close observation of

the environment, Much of Forti s wdrk in Ita.ly evolved around the:

study of animal movement She ha.s descrlbed the sympathy that exists
between her and the animals she comes into contact with:
The ‘strongest clue I hdave to why I've again and again re-
turned to the zoo is the feeling state that I'm sometimes in when
I find myself looking eye to eye with a particular animal, Often -
I find that at that moment there's a flood of warmth that seens
~ to pass between us and that I'm held spellbound. ’
During her year of communal living after Hoodatoci(, a lof of hex at-
- tention was focused on living closely with nature a.nd in finding her place
- in relationship to thet (natural) world: o , -

\ . One morning I stood on a big round rock and put a heavy rock _
‘on my head. I was willing to be still, balanced on the ‘rock and
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- around a room, turning in 3 tlght pivot, running in.a"figure elght, lean\-\

‘ spinning. C e, ,

"I‘his 1nterest in circllng has extended to include an interest in the

} a symbol for the spirit or the universe or God in many Eastern religious.

o
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balancing the other on my head, but in order to-keep it togethér ‘ 1
I had to keep a very, slight movement, a,tiny dance, going on°
. between: the_two yocks, That went on for many minutes. No one -
- else was awakes O3 ‘ )

_ - Forti's work has betome progressively more involved with working
out the dynamics in’the world through ,:viovement Structurally, “her

da.nces are much- looser than were her early pieces (eg. Rollers. Huddle,

figs. 18 & 19) They are no longer "dance constructions”, no longer

task~-oriented or as self-contained .as the early sHeces were, Her work )

s

still frequgn(t/],y"{;olves collaboration with other pe'rf‘ormers (dancers
musicians, performance artists) and still follows the thread of inves-
b ” f

tigation into animal and infant (human) movement, Her recent dances

_are more abstract and spontaneous than her early work; improvisati“oni

and . free—assocla.tion, 50 much a part.of the work she did with Ann Ha.lpnn, .
resurfaces in her work now in a dn;ferent and more persona.l form
(Tigs. 21 & 22).Forti has described the basic technical qlements with

which she has beén recently wozjk"ipg as balance and momentum and their
' . o ' o .
relationship.' The circle has also become ‘a focal point for study.
> o . . M ‘l

Many of her moveme}xts“a.re concerned with)circling‘- walking around and

ing mto the circle while spira.ling a.round 1ts otits:Lde clrcumference. ‘

., <

At times I've esca.ped an oppress:.veﬂ sense of fra,gmentatlon ’by
plunging my conciousness into cyclical momentum, For myself I've
thought of it as gathering my concentration, or cent@ring; in ahort,
as a rudmentary kind of prayer,

circle as a syn'bol as in the seven g:ircles which form the basis of the
Star of David and of Arabic numera.l t (fig. 23) The eircle 18 a.lso

[} ' ,
. f | a
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Ciréling can also be related to different centres of gravity/dyngmics‘
within the body/self,

<

, In my dancing I was banking from orbit to orbit. And whereas
in banking I was 1dentify1ng a high center with the precarious
".dynamics’ of* circumference, in practicing Tai Chi I was. }ea.ming to

identify a low center with the stable dynamics of center., In

rock dancing I had sifted out of the music the necessity of bounting

the center of balance, patterning it up and down-the spine. And

somehow, within thg field of Charlemagne's music, my automatic pilot
© could give ven'E Yo many different structural attitudes, revealing
“the ‘harmonics of a ‘continent crossed by many migrations. And 16

pondered- the ides. ‘that I was involved in a kind of dynamology, 5

During the rencontro after her 03 23 03 parfonumce (12 March, 1977,
/HS‘%rdal), Forti diacuaaed her pres t work- Hork sess:l.ons in her studio

)
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" with an overview of what material she wants to cover, and how to pace

- in which she fi;xds herself ~-= establishing a sympathy with the space

———— e et s . ¢ © f‘£
e

8-

) provide her with a repertolre of material; she will work on specific

- "movement studies” such as turning, striding changing to crawling, etc. -

_\ I have observed in both grizzly and polar bears, a particular
" use pf the neck and head in accomplishing direction changes: throw-"
ing ¢f the whole weight of the great long neck and head and_a
follbw~through of the reft of the body on that original momentum,
I once observed an exaggerated form of this turning, which I learn-
ed to adapt to my body. From a crawling position, I push off onto
ny legs and throw my head around and back, letting the force spiral
my weight around and back and drop me on all fours, heading ih the
opposite direction, And without breaking stride I lope along on
_all fours, swinging my head strongly from side to side and keeping
from falling only by the fa t filling in of the crawling. 6

. These studies form part of & basic vocabulary of movement, upon .

which she draws during a performance, She comes to each performance

it. o . .

LS

Sympathy Betw@en the Performer and the Environment

o

Forti has talked about the ritual of preparation for a performance

which she follows; this is mainly focused on relating to the situa.t'ion‘

a.nci the audience, She will check out the acoustics, the type and size

on room, the floor: if the floor isq slippery she will -do-slippery rove-

ments on the floor ‘1ike fish, for example, If the floor has a lot of

a

traction she will run in tight circlés,

The structure of each per- 1
-~ ’ “ <

formance will be very loose; she will work out of what the space seems

to demand, drawing upon her vocabulary of movement studies --- and her

iseraction with her fellow performer(s) if the piece is a collabora‘tion,.

Forti has described this sympathy with a performance space with regard

.“‘.E‘xi‘! R
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to a particular performance (given in the Fine arts building in New
York, 1976):

In the white room all of .the windows are open, One two three
four five six seven eight nine windows all open to the might., The
air is soft and pleasurable and active, passing in and out, The
lights are on, then off, Except for one, illuminating”Triom below
the "great green fern, its long fronds full of breath/ While the
muffled tapping-of steam bothered piges, of metal popping, is lul-
ling, further inducing to waiting.

.
N T L i s L

Forti has also talked about the link of commﬁnic;tion between her
and the audience, She endeavors to transmit to the audience a kinaes~
thetic awareness, so that we as viewers can feel the motion in our own
bodies. (She also feels that it is her ¥esponsibi;ity to make the spark
Jump to the audience; that the audience has made their gesture by coming

o to the performance,)

?he sympathy between artist and audience forms an integral part of

e e P ot

her performances. Dewey hats talked about the particular relationship o

between a performer and her/his audienca-

. The medium through which energy operates determines the re~ '
sulting work, The resistance to be overcome in song, dance and
dramatic presentation is partly within the organism itself; em-
barrassment, fear, awkwardness, self-conciousness, lack of vitality,

J and partly in the audience addressed, Lyrical utterance and dance,

e " the sounds emitted by musical instruments, stir the atmosphere or

. the ground. They do not have to meet the opposition that is found
--—in reshaping external material. Resistance is personal-and c
sequences are directly personal on the side of both producer and
consumer, Yet eloquent utterance is not writ in water, Th or-
" ganisms, the persons concerned are in some measure remade.

e 3 oA——— A oty

In the cade'ofﬂa performance artist th; invisible ground of sympathy'
between the work and the viewer/audience is direct and immediate,
,Fbedback aboﬁt‘whether or not contact is beiné made canobe pickéq up )
. by the performer. - The performb; works within the total environment
in which she/he is performing, not the least element of which is the.

, '+ audience, be\iﬁhediacy of the situation creates a potential for great

-

-
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" intensity --- within the artist themselves, between the artist and- *

the matetial being performed, the artist and the environmént; an&
within the audience themselves and their reactJ;.on to the environment,
thg ar..;iisf and the perfor/:ma.nce. Dance 1s, unlike painting which is
done alone, a medium in which we'actually witness ==~ and are actually |

a part of by virtue of our influence as part of the environment ---

M

the invisible ground of sympathy operating as in Kandinsky's diagram:

emotion (in the artist)—> the sensed — the artwork —> the
sensed—> emotion (in the observer), ©9

This extra element in performance art --- that the environment in which

/

the work is produced is an ingredient of the piece ==~ provides a way '
for the viewer 1o be included in the artist's activity with an immediacy

not possible in most visual art.

Dance State

AN

e

I find it interesting to realize that the word "enchant"
shares the same root with the word “chant". 1I've mentioned
vhat I call the dance state, In a way, it's a state of .ench~

. antment, Perhaps it's a state of polarization into harmonic
channels along which motor energy pleasurably flows, When I'm,
dancing, I am moved by that mysterious response to the musie,
And I pursue that‘special order of thoughts that come out of

the body Bn,motion and which seem to be one with the motion
itself, 7 ) o

There is an interesting relationship between this quote and Ellis’

concept of ecstatic dancing., TForti makes a distinction be't;;«een a "trance

\

state” é.nd a "dance state,” pointing out that a trance is by its defin-
ftion limited completely to the present; in her.work, Forti is interested
in being in the past, present and future =-- in this way.she can dray

upon past experience, control or pace the performance roughly in keeping

fH

b e =
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wlth her overview of the performance and yet be completely involved

in the process that is taklng place, during the performance, She has

" talked about how the body's motor intelligence takes over when one is in

\
a dance\state:'

1
t

 The more you learn to trust your automatic pilot, the more
crucial and basic choices you let him make and the more his mis-
take could be fatal,

But the better you fly. And at great speeds he takes over'anyyay.
Forti feels that everyone is sometimes in a dance state; 1t mlght
be at é/party where a dance state can keep people dan01ng for five hours
or more; or rocking a baby can be a way of being in a dance state:
You can't shake a baby to sleep‘but &ou can rock it to sleep,
.- Giving it the experience of smoothly shuttling back and forth,
the momentum of its body reaching completion in either direction

before returning, and back and forth. The rocker closely in tune

with the rocked, closelg guiding the metabolic transition from
wakefulness to sleep.

- It is Forti's ability to tune in both with herself and her audience

.. and environment; to establish an invisible ground of sympathy, that make
her work a totally compelling and moving experience in which to partic~
ipate. ‘Through her, we can éet in touch with the essence of moveﬁent,
and in her ability to translate her ﬁnderstanding of the complexities

of movement she helps us get in touch with not only her perception of

the world but our own as well, ‘

71

8
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ROLLERS ' : R

"Rollers" requires two wooden boxes approximately one foot and a
half wide, two and a half feet l<:mgf and one foot deep. These are >
open at the top and set on swivel wheels. Each box has a hole dril-
led towards the top-of each of three of its sides, with a rope app-
roximately six feet long fastened t4 each hole, Two performers, -
each‘sitting in one of the boxes, improvise a duet of vocal sounds -
while six mémbérs of the audience' pull on the ropes, giving the
singers a ride. The three ropes fastened to the boxes seem to cre~
ate a situation of instability, and in no time the boxes are care-
ening.wildly, For the singers. in the boxes, this produces an excite-
ment bordering on fear, which automatically becomes an element in
their performance.

.

M

' 18, Simone Forti: Rollers, 1960 ,

~
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+In the company of the fern-one can stand hending
way backwards,‘hangihg head and arms like fronds,
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HUDDLE - : S .

Another Dance Construction : . . ) . ¢

"Huddle" requires six or seven people standing very close together,
facing each other., They form a huddle by bending forwards, knees a ‘
little bent, arms around each other's shoulders and waists, meshing as
a strong structure, One person detaches and begins to climb up the
outside of the huddle, perhaps placing a foot on someone's thigh, a
"hand in the; crook of someone's neck, and another hand on someone's .
arm, He pulls himself up, calmly moves across the top of the huddle,
and down the o_ther. side, He remains closely identified with the mass,’
resuming a place in the huddle, Immédiately, someone else is climbing,
It is not necessary to know who is to climb next. Everyone in the
huddle knows when anyone has decided to be next. Sometimes two are
climbing at once. That's 0.K. And sometimes sound's bf laughter come
fro;n the huddle. The duration should be adequate for the viewers to-
observé it, walk around it, get a feel of it in its-.behavior. Ten >
minutes is good. The piec;a. has also been formed in such a way that,
as it ended, each of performers found six other people from the aud~
ience to get a second-genefation huddle going, until six were happen-
ing simultaneously, .
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" And in the , companig of the anake plant one can balance on one s
back, reaching limbs, leg and arm and arm and head and 1eg rea.ch-
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- To the eid,ent that man is artist he is already delivered

from his ego and has.become a medium through which °
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_thesis was not 50 much to come to any conclusions about the invisible

. the subJect and the ,art bemg produced; and between the art, the viewer

to tﬁe creative process has also 'béen showm aympathy can be esta.blished

s e e A

] © =53~
As ve stated in the 1nt§<iuction to this paper, the intent of this
ground of sympathy as it relates to p.rt, but to examine what this re~ '
lationship is, focusing on the work of two artists: Georgia O'Keeffe

and Simone Forti, As vas seen in the chapter on Taoism, the invisible

~N

Ay

ground" of sympathy is the exchange‘ or -interaction that takes place be-
. 4 . .

. tween a person and whatever that 'persont's attention is engaged with; this

is based on the general philasophy of Taoism in which the qualities of

N » .
quietism, freedom from comparative thinking, yin~yang, non-intallect-

ualization and intuition provides the foundation for an attitu'de toward
life, Interfusmn between the artist and. subgect is necessary in order-

that an invisible ground of sympathy be esta.bhshed between the artist, .

and the subJect - ‘
b RN T
When the artist enters the invisible realm of creativity |
he. uncovers the pétentialities that are hidden in the spirltnal
ccourt, To reach the state of no-thought, according to the.Taoist,  °
“means to reach the realm of creativity. When the Chinese artist =
-82yS that he enters the spiritual court he speaks of. the ontols, - -
ogical experience, the state of no-thought. -This experience leads PRI
inevitably to the interfusion of subjective and objective reality,- . .. ] \
This interfusion initiates the process of creativity, which in .
" furn-establishes unity ih multiplicity,. changéless in the ever=:
. changing. The artist who has reached this state of gneness
+  1is supported *’oy all the powers, inherent in mult:.phcities a.nd T
changes, and his work will be far beyond what his ego-form self o
could acconplish./~Such a reflection of strength from the center” o
. of his being, hoyever powerful it is, is completely nor-intentional
and«effortless, 7 . ’ . o

Thlﬁ quote succ:mctly sums up the Tao:.st concept of interfusmn

gl
Yo 4
LI .

integral to the’ oreative process. . 'rha.t this sympathy 1s not limitgd P f

betweeh the individua.l and~wha.tever subject he enga.ges with: . : L o f ,
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For in the immediate\ world, everything is:to be discerned, °

_ for him who can discern it, and.centrally ahd simply, without either

" ‘dissection into sciencs,or dlgestion imto art, but with the whole.

- of conciousness, seeking to perceive as-it stands; so that the - . -
aspect of a street in sunlight can roar in the heart of itself as N
‘a symphony, perhaps as no symphony can: and all of conciousness is
shifted from the imagined, the revisive, to the effor’c to perceiVe

" simply the cruel radiance of what is, 75 .

Being open to the invisible ground of sympathy that can exist be-

v

twéen an individual and the world is not the égclusi{re perogative of

the artist; this interaction is open to anyone who is semsitive and re-

=

ceptive to themselves agd their environment, It is an ontological ex-

' perience and does not depend on the intellect or knowledge for its exist- .

ence, but is rather a apontaneous exchange between sub;ect and obgect

'l'.ha.t rpflects 1nterﬁxsmn between the observer and the observed * 4

Tha.t the invisible ground of sympathy plays an 1mportant role in
creativity we can be in no doubt; as wé saw from the writings of D.T,
Suzuki and Chang Chung~yuan in pa.rticulaxj, the\ﬁ’wisible ‘ground of sym-

pathy between azftist, /s/ub;ject and materials is absolutely. essential in

order that creativity te.ke place,

If 'tha.t sympathy does tra.nspire, the artist can be said to let ”
» E ’;' -

the tao speak through ‘hime u J._ ;

In one respect, it -might. be described as the stage at which
his whole personality is revealed in a painting, since the co-
cordination of brushstrokes and of the compoaition is a direct ex-
pression.of his character: Such an interpretatlon, however, misses
- the vital point: ‘that all the steps of the painter's arduous

- training, all his accimulation of all the means available, all his
efforts in the long process of his develapment of the self, should .

+, Dbe directed by the concept of Tao and 8o be ritual acte sa.nctifymg

- evidence less of the personal touch than of the power of Tao.
“anonymity of the ritual act is, in -effect, onenass with Tao. And
painting %s not salf-exprecsion 'but an expression of the ha: harnony

the painting that he produces. Then the tactility of bﬂlshﬂbl‘l;;;i\
e

of 'I‘ao.

-~

In this wa.y the work is more. tha.n a2 reﬂection of the artist's personality;
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it is the manlfestatlon of the tao itself that speaks through the
artist; the artist becomes the vehicle for that expression.

1

‘Western world this same principle is used to describe the creative pro-

In the

cess; the 'word "tao" -is not used, but the essence of the concept remains

3

the same, Paul Klee hﬂsrialked about this:

His position is humble,

99d the beauty at the crown is not his
He is merely a channel. C,

own,
. o
'And Jackson Pollack has described his experience of the creative

process: ’ ' °

P . \

When I am in my painting, I'm not aware of what I'm doing.
It is only after a sort of "get acquainted” period that I see what
v I have been about., I have no fears about making changes, destroy—
ing the image, etc., because the palntlng has a life of its own,
I try to let it come through. It is only when I lose contact with .
the ‘painting that the result is a mess, Otherwise there is pure '
harmony, an easy give and take, and the painting comes out well, 78

There is an obvious similarity here with the Orieqtal concept of |
.- interfusion; of unsself-conciousnegs, of letting the work speak through
_the artist --- rather than the ego of the artlst imposing itsélf on the
work. ' When the work comes from this state oif\ihd a sympathy is 1a1d
between the artist and the subJect and the materlals, that can be shared
and entered into by the VIEﬂ\f.
My -
Georgia O'Keeffe. has shown in her writings and through her work

.the sympathy she establishes with her subjects ==~ and with nature,

. O'Keeffe's work goes beyond a repetition-orfreproduction of nature, or,

in hercabstract works, a preocgupation with colour and form, but is rather’

a statement of her response @ofthe world === put down in such a way thﬁt
the viewer has access to this response and can.maké coﬁtact wigh;lhej

artist and the subject through the painting, Her work stands as a

clear exampl of the inQTBIETb ground of sympathy operating in an artist's’

.
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‘an attempt to reyroduce or recreate elements of nature; Forti's work

i
sence of a thing rather than merely its external form that provides a

aeommﬂon bond =~- a common base from which they both work,

1
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work, .Each pa.int‘.’mé not only .tells us ‘g,ﬁat 0'Keeffe noticed and trans-
lated a subject into form and colour; it goes far beyond that and tells
us something about the inner nature of that subject. As in Oriental

\
art, when we look at an O'Keeffe mrinting, the essence of the subject ¢

.speaks to us through the.painting --- we are enga.ged in an 1nv181b1e
\}
ground of sympathy with the tao,
Simone Forti shares this sa.me‘ability to colmunicate the essence

or inner nature of a subject --- through movement, By watching her-

translate her experiences ‘and observations of the w‘orld into dance,

i [ /

. we are able to part1C1pate in an 1nv1sible grouhd of sympathy not only /

with her as a performer but with the life syste‘ms she seeks to understand

and reveal to usj As is’ trpe of O'Keeffe, Férti's work goes far beyond

is a mamf‘esta.tlon of her experlence with' tk)at nature; of her interact~

ion and interfusion w:.th that na.ture. ;t/is a phllosophica.l smilarlty
k_ ”\
in attitude more than anything that a1@s us to discuss the work of

Fortl and O'Keeffe in the same context; it 1s their engagement with the ' !‘~ g

1nv151b1e ﬂround of sympathy, and their insistence on revealing the es=

Some Personal Comments ~-- My Link with the Invisible Ground of Sympathy

My art is just an effort to express the truth of my Being in
‘gesture and movement. It has taken me 1ong years to find even one
a.bsolutﬂ:y true movement, 79

Isa.dora. Duncan . .. X *
i
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not radically different from the attitude I have about my life in general,

I'aim to bringl to my work my complete self; to be present for the work

as fully as possibie. Without sensitivity and an openess to experience, .

" no flow of information can be exchanged between the individual, the™
world, and the ?rt: In my work and in my lifé I am trying to be open
Ito this exchange as fully as po:ssible -=~ it is qht something that can
be forced, and should be gllowed to mniff:st itself in the work as spon-
taneously as possible, Hifl;hout interference or censoring, This does not
mean that. the wc;rk has to be dpne quichly with the immedia.c':y‘ of a surﬁlg
reinting; but that it should come difectly from the artist's innermo;sj; |
self and not be reshaped, remodelled and generally censored out of shape
by the intenect.bef'ore it achieves its Final form. This is the idea in~
tegral to Tadisng tha.t the artist let the tao speak through them rather
than having the individual "I" ma.king the statement

*The consistant thlng in my work is not the medium I use, or a
phxlosophy of art, but it is myself. I am the constant 7m the workg I am
the unifying force. As I grow a.nd change, so does the work grow and
change, I approa.ch the vorld largely through my intuition, rather than,
for ‘example, primarily through the :mtellect or through the senses, It
is natural therefore that I woulgl deal with my work through the same
medium, - ) ‘ ‘ |

Why do I make art? I also approach lthé world primarily visually
rather that through the other senses, Art is the best vay I have to
. examine my contact with the world, and the unexpla.inable. Feeling and °
noticing and understanding (or not understamding) /j:s not enough === |
1 ha.ve to have a tangible outlet for all this; to give these things a

B form it makes more sense when it*s a visual form, .

14
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I need art to feel complete, Perhaps it is the further dimension of.
the possibility of establishing an invisible ground of sympathy with

the -viewer that also propels me to make art, \

The more closely. I get in touch with myself, the clearer and strong-

er the work seems to become, This process would seem to be a 1life pro-

4

cess {',hat can not be artificially speeded up or mampula.ted (for -the

sake of making art or for any othér reason)
If ny worhcan be said to have a theme, that theme is éeldeiscovery.

Sympath;é moves from all to one, creativity moves from one to
all, Without sympathy there is no ground of potentiality to sup-
port creativity., Without creatlvvity there is no means of actual-.

ity to rev8a1 sympathy. Sympathy and creativity move together hand
in hand,

!
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" Can a Photograph Have the Significance of Art? " Manuscripts, IV

Duncan, Isadora, Isadora, The Autobiography of Tsadora Duncan.
‘ B & . - i

' Emerson,/ Ralph Waldo. Selected Writings df Ralph Waldo Bmerson, New

e e wany  wl m o~

BIBLIOGRAPHY '

Agee, Ja.mes and Walker Evans, Let us Now Praise Famous Men, New York :
Ballantine Books, 1960,

Battock, Gregor&, Editor, Minimal Art, A Critical Anthology. New York :
E. P. Dutton and Company Inc.),.1968.

Bordon, Lizzie,® " The New Dialectic ", Art Forum, XXIV ( March, 1974 ),
%-511 ’ A:‘) .o ’

L 1922 ),. 1~20, ° ) \

1

Gdge, John, M writings *67-72. Middleton : Wesleyan University Press,
1973,

. Silence, lectures and Writings. Middleton i Wesleyan
University Press, 1961,

, A Year Fronm ‘ﬂohdax, New Lectures and Writings by John
Cage, Middleton s Wesleya.n University Press, 1967,

-

Chang Cbung-yuan. Creativity a.nd Taoism ¢ A Study of Chinese Philosophy,
‘ Art, and Poeiry. New York : Ha.rper and Row, 1970,

Chua.ng Tzu, Basic Writings. Transla.ted by Burton Watson, . New York :
Colunbia University Press, 1964,

Dewey, John, Art as Experience, - New York : Capricorn Books, 1958,

New York : Award Books, 1969.

Ellis, Ha.velock. The Dance of Life,  Boston : Houghﬁon Mif‘ﬂin Company
1924. - T y

-

York : Signet:Books, 1968, . R

-

 Forti,Simone, Angel, New York s Self-mbnshed, 1978,

2

" & Crasber D”‘“‘” Concert ", The Drama Review, Xxir i ' i
( mrch'_ 1975 )""Mg. ‘ i \\ ‘.I . P St L




¢
o oy iy B T O MR it

.Goodrich, Ltoyd. " An Exhibition Prgview : Retrospective for Georgia

' Kandir{éky, Wassily, Concerning the Spiritual in Art, Translated by

) l‘b.i-:hai's'ze, The Way of Chinese Paiﬁting. New qu}é 3 Vini".age Books, ‘

gy A
2 S
T
o= w M

b s e

=60~

. - " Dancing at the Fence ", Avalanche, XV ( December,
1974 ), 33-50.

. Handbook in Motion, Hallfax ¢ The Press of the Nova .
Scotia College of Art and Design, 1974, ‘ .

Frank, Waldo, ILewis Mumford and others, Editors. America and Alfred : ;

1

Steiglitz, New York : The Literary Guild, 1934,

O'Keeffe ", Art in America, LVIII ( September 1970 ), 80-85.

Ha.mil’r:bn, F. W. Thoreau on the Art of Writing, Flint : Walden Press,
1962, : ’

o

Han-shan, Cold Mountain, 100 Poems by the T'ang Poet Han-—shan,
Translated by Burton Watson, New York : Columbia University
Press, 1970, /' . : ' . .

Herrigel, Eugen. Zen in the Art of Archery. New York : Pantheon
Books, 1963. )

Arthur Jerome Eddy, New York 3 George Wittenborn, Inc., 1960,

Klee, Paul, On Modern Art, London : Faber and Faber, 1969,

. Pedogozical Sketchbook,’ London : Faber and: Faber, 1963, .

Krishnahurti, J, Education and Significance of Life, London : Gollancz,
1973. ‘ S
. The Second Krishnamurti Reader., Edited by Mary Lutyens,
Harmondsworth : Penguin Books, 1973, ‘ '

-

« Talks wi.th American Students 1968. . Berkley : Shambala
Publlca.tions, 1971 * ' ‘

Kuh, Katherlne. The Artist's Voice, Talks with Seventeen Artists.
o - New, York : Harper and Row, 1962. ‘

Lao Tzu, /The ,Wa.y of Life, Translated by Witter Bymner, New York - !
Capricorn Books, 1962. Lo

1959. . ‘ ST : .




. : 61~ : “ R

‘
.

Noss, John B, Man's Religlons. Toronto : Macmillan, -1970,

O*Hara, Frank, Jackson Pollock, New York : George Braziller, 1959,
O*Keeffe, Georgia,
1976,

Ceorgia. O'Keeffe, Harmondsworth : Penguin Books,
N | f | |
Rose, Barbara, " O*Keeffe's Trail.", The New York Review, ( March 31
1977 ), 29-33. "

Suzuki, D. T. Zn Buddhism, Selected Writings of D, T. Suzuki, Edited
" by William Barrett,® New York : Doubleday Anchox Bocks, 1956,

Texrre des Hommes, Exposition (Inferna.tionale’des‘ Beaux—Aris, Montreal :

Canadjan Corporation For the 1967 World Exhibition, 1967. °

Wilder, Mitchell A. " Georgia 0'feeffe - an exhibition of the work .

of the artist fron 1915-1966, " U.S.A. ¢ Anon Carter Museun
of Western Art, Texas, 1966, .

B

)




. AT o b ot e — L

——— A

62

-

‘Secondary Sources

Barmes, Sally. " Simone Forti : out of the Kinesthetic Rut.", The
Village Voice, ( September &4, 1978 ), p. 23.

Barrett, Willianm, Irratlonal Man, a Study in Existential Ph1losophy.
New York : Doubleda.y Anchor Book, 1962.

Bixrch, Cyril, Editor. Anthology of Chinese Literxature from Early Times
10 the Fourteenth Century, New York : Grove Préés, 1967,

_ Célant, Germano, * Simone Forti'", Parachute, 'x1 (1977 ), p. 1o~13,

Eliot, 7. S. Four Quartets, London : Faber and Faber, 195l+
Fallico, Arturo., Art and Existéntialism. Englewood Clif‘fa 1 Prentice-
Hall, 1962, |

Forti, Simone. " T}{f:a.tre and Engineering - an Experiment, " Artforunm,
I ( February 1967 ), p. 27-31. | ’

Hahn, Emily, " The T'ang “, Horidon, XI, no. 4. ( Autumn, 19:69&),
‘ 88~103.

Heller, N. G. " Geoxrgia O'keeffe : The America.n Southwest Y, Amerlca.n

Artist, XL ( January, 1976 ); pp. 76-81, 107,

Ghiselin, Brewster, Editor, The Creative Process. New York : Mentor
_Books, 1952, '

>

Kaufman, Walter, Editox. The Portabie Nietzsche. New York : The Viking
Press, 1970, ' '

Kockelmans, Joseph J,, Editor. Phenomenology, The Philosophy of Edmund
Hussexd, New York : Doubleday Anchor Original, 1967,

Michelson, Annette, Yvonne Rainer, Paxrt one : The Dancex and the >
' Jence “, Artforum, XXIII ( April, 1976 ), ». 30-36

0dell, Shepaxrd, Editor. The Heaxrt of Throeau's Journal. New York :
Dover- Publications, 1961. ‘ :

. . i . ,- . - o ..‘ )




T e vons

————— o pret 1 2 )

P

-63.~ .

Suzuki, D. T. An Introduction to Zen Buddhism, ‘ Londkn : Arrow Books,
1959. | ' :

Tagore, Amiténdranath. Translator, Moments of Rising Mist, a Collection
of Sung landscape Poetry, New York : Crossman, 1973,

Wallach, Amei.” " Under a Western Sky ", .Horizon, XIII ( December,
19?7 )' p. 2“"31. t . N 4

.Wang Wei, Poems of Wang Wel. Translated by G, W. Robinson, Harmondse
worth : Penguin Books, 1973. '

y . |
Watts, Allan. Does it Matter? Essays on Man's Relation to Materiality.
New York : Vintage Books, 1970.

. This is. Tt and Other Essays. New York : Vintage Books,
1969,

) , : :
. The VWay of Zen, New York : Mentor Book, 1962, (

- . ,
' Wilhelm, Richard Translator, The I Ching or Book of Changes,

New York : Princeton University Press, 1974.

Wilson, Colin, Beyond the Outsider,/ a Philosophy of the Future,
London. - Pan Béoks, 1965 ’

_ Wilson, Martha. Review of liandbodk in Motion by Simone Fortiy Art

and Artists, XXXIV no, 3

( Spring, 1976 ), p. 47248,

_Winn, Ralph B, A Concise Dicti of Existentialism, New York :
H\ilosophical'Libmrg, 1960, J

) Zaner, Richard M. Thé Way ofr Phenomenology., New York : Pegasus, 1970‘& R )

, s
1 il L] -




f ey ey

e = e

“Appendix I
\

Tai. Chi

-

>

Tal Chi is an ancient Chinese martial art in which integration.of '
the body and the spirit ("chi" or life force) is sought., A complete ,,
vocabulﬁary of self-defence movements, 86 forms in all, has been choreo-~
graphed into one long series of continuous movements. The movenents are
executed at a very slow, even pace, 'wi‘th the body relaxed; ea._ch move
oo&rdil}ated with the breathing. The yin-yang prificiple of expansion .
and contraction forms the basm for the sequence of movements. The slow,
controlled yet soft mowam!nts help”promotn harmony w1thin the practics.
ioner, Tai Chi also stimulates the circulation and function of all in-~

ternal orga.ns, thus being'a preven\tative and a cure for degenerative dis-

‘n

- eases such as diabetes, rheumatism, etc. Chinese medicine and accupres-

sure massage (which use the points and meridians of accupuncture) gen-

- v .
erally accompany the study of Tai Chi. Taoist philosophy is an integral

art of Tai Chi, the foundation on which it is based. ‘While Tai Chi can
be used"{n ritual boxing a.nd actual self-defence, it is more than any-
thing a philosophy; an attitude towards -1ife, The Taoist principle of
golng with the f}ow is the pivotal concept of Tai Chi. |

Man at his best, like water,

Serves as he goes along:

. Like Yater he seeks his own leyel,
The common level of life, °

Loves living close to the earth, o .
Living clean down in his heart, L e s
. Loves kinship with his ngighbours, ' '

The pick of-words that tell the truth, ‘ . !
The even tenor of a well-run state, o '
The fair profit of able dealing,
Thé right timing of useful deeds,
And for blocking no one's way,
Ko one blames hinm,

¥hen Tai Chi is used for sSelf-defence, all actions are a reaotion to.

-
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. ) . : s
A ‘ Han-Sh#h N

Han-Sl‘\an, was a T'ang'Dynasty poet, writing at a time when Taoism
was at its peak in Chin;:a., and Ch'an (Zenj Buddhism was emerging as a;l
important force., There are numerous legends about the 1if’e of ;Ian-Shan;
it was speculated that he was act}:ally §ev'era.1 people whose writings‘
were compiled, Burton w:;ttson surmises that Han~Shan probably lived
in the late e:‘eghtil and early ninth centuries A.D., and that the ﬁri'tings
attributed to him were in fact written .by Han=-Shan himself and not by a
group of writers, The most prevalent legend about Han-Shan is that he\
was a government official who ret'ired from public li'fe and wént to 1i§re .
on a mopnfain. He became a recl’ixse, living near a ;"riend, another hermit .
palled Shih-te, on a mountainside near a Buddhist temple, Han~Shan
cultivated eccentric behaviour and ragged and disgeputable dress; he

wrote his poems on i"ocks and trees and‘ on the walls of public build=-

ings. In Cold Mountain we can follow a story line running through the

‘poems, shoving Han-Shan's dissatisfaction with his 1life, his search for’

a greater ﬁnea.ning to life, his seclusion and eventual trangquility,

Cold Mountain is not howéver, a cut and dried account of a tmonk's journey

>

to enlightenment and perpetual harmony, One Zen principle is that once

" enlightenment is attained, the person is expected to remain enlightened,

-
Han~Shan continues, however, to express his loneliness and misgivings’

throughout the book, interpersed with his growing sense of fusian with
the world; His work is characterized by a very human a.nd often humourous

tone, his style is direct yet eloquent.
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aggressive movement from the opponent; and all actions use, fo;hthe most ..

part, the momentum of the aggressor‘ The central technique of Tal Chi

is a turning away, thus allowing the energy of the aggressor to meet no N T

Ly

resistance =-=- therefore.a blow would have no impact. ™ ‘ ;

What is more fluid, more yielding than water?

Yet back it comes again, wearing down the rigid strength «
Which cannot yield to withstand it. . "
So it is that the strong are overcome by the weak. 2

Tai Chi helps the individbal get closer in touch with themselves
and the world; when one is deeply-absorbed in Tai Chi,, interfusion takes .
place between the self gnd the body: +the movements pﬁovide a link betwe-

. h 2 y iy
en our inner and outer natures through qhich the Chi (life-force) can

flow. The more in touch with one's inner nature one becomes, the more

one can ﬁake contact with the world around one. C

)
0y 7

Lao Tzu, The Way of Life p.29.
9

Ibid, p. 74
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