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ABSTRACT

This inquiry explores the experience of natural context and the implications of refined
awareness for the architeétural design process. Firstly, it consists of the Theoria; a description of
experience as generic. Secondly, it consists of the Praxis; my own experiential descriptions of natural
context with concomitant design explorations. Thirdly, it consists of the Thesis; a description of
design experience as generated by the refined experience of natural context. The Thesis describes
the following intrinsic traits of design experience: a poignant design trigger (punctum); the
inextric;dble co-prese‘nce of actual with potential experience; the subtle rhythm of focus with
emanation; and spontaneous continuity.. These traits are distinctive to a design process tempered by
refined experience.

This inquiry is written by a designer for the designer. The research method is direct
experience, both of the natural context and of the design process. The discourse is first person
descriptive. The inquiry adopts the premise that direct experience and personal discourse are valid
bases for communication on an essential level. The intention is to speak to the designer through
vicarious experience rather than through the acceptance of a hypothetical argument.

This inquiry focusses on the early stages of design -experience. In terms of the traditional
design process, | have focussed on the pre-design stage, design inception and early sketch

development. Further stages of the process, including the act of building, remain for further study.
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PROLOGUE

This inquiry is written by a designer for designers. It speaks to a specific readership rather
than assuming the generalized academic audience. Based on the assumption that the designer
listens with a different ear than the academic, the following is written in first person descriptive
discourse. It is not a thesis report in the traditional objective style.

The designer is comfortable with personal interpretation as well as objectified knowledge.
The personal nature of the discourse is legitimized by the phenomenological premise of
intersubjectivity. The premise states that the individual is both personal subject and generic subject.
It is only through the personal that a valid common ground can be reached. This approach is valid
according to the intersubjective ground, and not according to objective proof. It is the intention of
this inquiry to speak through personal experience in order to reveal generic experience for the
designer.

The designer is accustomed to insightful knowing as well as logical knowing. For this reason,
the discourse is a description rather than a hypothetical argument. Similarily in phenomenology,
there is a premise which emphasizes the validity of watching experience as it happéns. Only through
descriptive discourse can the reader go through experience himself. He is invited to engage more
than his logical faculties and realize knowledge which is iﬁsightful. This inquiry intends to speak to
the designer through vicarious experience with the expectation of eliciting insightful knowing.

Because this inquiry is written by a designer for the designer, the literature has been
absorbed and interpreted with the designer in mind. For instance, the writer has not approached the
philosophy with philosopher’s eyes, but with designer’s eyes in order to translate it into the
designer’s language. Even though this inquiry is based on an intensive reading of philosophical
sources, especially phehomenological, it assumes an interpretative role. The strictly philosophical
issues have been considered, but are transparent in the discourse. This inquiry intends to render the
philosophy accessible and relevant for the design process. The designer should not require a

knowledge of phenomenology in order to grasp this work.



INTRODUCTION

How does architecture find a vital connection with the light, air, sound, sky, horizon, ground
and seasonal change of a particular natural context? How do | connect with my natural
surroundings? What does connection mean? These questions are the basis for the following inquiry.
The focus of the inquiry is architecture’s relationship with specific natural context.

I write as an architectural designer who finds profound delight in the process of design,
especially exploration with built form which is relevant and sensitive to natural context. | also write
as a person who finds that the standardized, generalized and disl;)cated experience of built form is
the usual order in which I live. 1 see attempts being made in architectural circles to soften the
dislocation. There are attempts to achieve ‘regional identity,’ to establish ‘roots’ and to develop
‘sense of place.’1 The attempts disregard the need to see .and sense the subtleties of specific
context in detail. They attempt to heal missing connections with superficial and temporary cures
such as generality and style. They fail to address the deep underlying condition of de-sensitized
experience.

The windows in my wall are uniform. They cut the colour of the sky with-hard edges and
block it at the most subtle moment. My room admits natural light by default an‘d fails to recognize
the exquisite glow in the light of a late afternoon in autumn or fails to bring a certain wall to life on a
spring morning with sharp and fine shadows. The path to my threshold is barren and estranged
having missed connections with the colour on the distant horizon, to the sound of the rain in the
nearby branches or to the flickering shadows of the leaves and the warm light cast upon the door.
For any given context, experience can be sensitized to the particular natural cycles and motions of air
and light, sun and sky, ground and texture, colour and sound. Whén the experience of natural
context is ﬁnély tuned, from it springs a design process full of respect for the specifics of natural
context. The ‘regional identity,” ‘roots’ and ‘sense of place’ follow spontaneously. 1 begin to

envision an architecture of vital and resilient connections.



I began my inquiry by setting out to understand my experience of my natural context. |
began by describing what I ‘saw’ daily in a journal. ! focussed on the natural context of my life
which centres upon a street in the Westside of Vancouver with a-small yard surrounded by houses
with a brief view of the mountains to the north and no visible link with the sea except for the
occasional call of gulls overhead. In this way, the description speaks of the natural as it is relevant to
urban living; the light, air and sound right here impinging on me. It does not speak of the distant
regional concepts of forest and sea.? After many months of description 1 realized that 1 was not only
describing what | saw, but how | was seeing it. Slowly | began to focus on the workings of
experience and what it means to connect with natural context. The following inquiry is simply a
description of my experience of connection and its relevance for architectural design.

Concurrently with direct experience, | explored the philosophy and poetry of experience,
place, time and body. | have chosen to translate the philosophy into everyday experiential meaning

rather than present an overt discourse of philosophical issues.>

The insights of the philosophers,
poets and physicists are cited merely to reinforce my descriptions. My intention is to speak, not
exclusively to the architect-philosopher, but to the designer in everyman.

With this intention in mind, it must be overtly stated that | adopted, from the outset, one of
the basic premises of experiential philosophy; intersubjectivity. The premise is that personal
experience, when it approaches precision and refinement, reaches beyond the personal to a neutral
and fundamental level which finds a resonance in others. In this way, it is intended that my design
experience is relevant for other designers.

My inquiry, therefore, stands as a search for personal clarity. | have relied on what is certain;
the evidence of my own experience. 1 am not speculating about the general structure of the

perception of nature or about the basic characteristics of the natural surroundings of Westside

Vancouver. | am describing the evidence of incisive experience, the only seed of clarity in



"the muddle felt as a problem" (Wittgenstein 1958, 6). In this way, my inquiry is descriptive and
evocative, not hypothetical. | am not applying the pressure of intellectual conviction and logical
disputation toward the acceptance of an‘ ‘idea.” What | have found is not a definitive answer or a
conclusion, but a process which seems inexhaustible. As the philosopher Erazim Kohak says, "an
argument can lead to a conclusion; an:evening does not" (Kohak 1985, 179). My inquiry is a spiral,
rather than a linear argument. It is based on the intuited conviction that some things are discovered,
not through the intellect alone, but when a whole self is involved.

© With this conviction in mind, it must be overtly stated that | have adopted a second premise
from experiential philosophy; the descriptive orientation. The premise is that description which
involves exactitude elicits experience in others vicariously; you experience it as | describe it. The
premise holds that, unlike logical disputation, vicarious experience invites insight by speaking to
others as more-than-logical beings.5

To look for a definitive answer in my inquiry would be to assume that there is a definitive

world and an ‘objective reality.” On the contrary, my inquiry is based on a third premise; | cannot
observe my world as a ‘reality’ out there separate from my participation in it. | follow the words of
the physicist Heisenberg when he says, "what we observe is not nature, but nature exposed to our
method of queétioning" (Heisenberg 1963, 58). My inquiry does not attempt to observe nature as
an objectified reality. Being a description of genuine experiential evidence, it is neither objective nor
subjective.6 | cannot pretend to see my world except through the filter of my own experience. Yet
the clearer the experience, the more transparent is the filter. It is intended that clarity will echo and
elicit experience in you, the reader. In this way, what | call ‘personal’ clarity is neither a ‘subjective’
kind of idiosyncratic interpretation nor an attempt to construct an objective reality. My inquiry is
based on "the data of primary awareness" (Kohak 1978, 154). | have merely foliowed what Husserl

calls "simple devotion to the (living) evidence"’ (Husserl 1973, 29).



Being neither subjective nor objective, this inquiry is neither a personal exploration relevant
for one, nor a how-to list of guidelines relevant for a generalized many. This inquiry offers
something in between the two extremes. It travels with care along the fine line which is both
personal and essential, poetic and analytical, subjective and objective. As such, this inquiry speaks to
the same fine line of clarity and integration in the listener. This inquiry respects the personal traits of
each individual experience (what is not shared) and therefore, does not offer the ‘how-to’ of
experience. At the same time, this inquiry strives to bring into relief the shadows of the essential
traits of experience (what is shared) and therefore, offers a means for recognizing it. It is hoped that
when the traits of refined experience and design experience are recognized, they will become the |
basis for an architecture of connection. What does this inquiry offer? The answer is an elusive one.

1 have not found a name for it.

Part One is the Theoria of the experience of connection. The root meaning of the Greek
word theoria concerns the theatre and the act of viewing. It refers to ‘a way of seeing’ not only with
the eyes, but with insight. In this way, my Theoria is not focussed upon fixed knowledge of an
objective reality. It does not speak of what is, but how [ see’ it. The phildsopher and physicist
David Bohm describes Theoria as an insight into "something which can never actually be touched"
(Bohm 1980, 17). As such, the Theoria of Part One is how !/ see it; an everchanging insight into the
experience of connection. It consists of four chapters which act as a cumulative progression toward
an explicit and detailed description in the fourth chapter. They are merely four increasingly refined
descriptions of the same experience. The progression does not describe a chronology of how the
sensitization of experience actually happens. The fine tuning of experience does not seem to b‘e a
linear progression. It is a highly intricate and personal process. | am not presenting a method for
the cultivation of fine experience. 1 am describing what it feels like to take an experiential stance.

Part One is a description of connection as a generic experience embracing all the facets of

living. Part Two focusses more specifically on the connection with natural context as it relates to



architectural design. Part One pursues the question, What does connection mean? Part Two
pursues the question, How can architecture find a vital connection with natural context?

Part Two begins with the Praxis of the experience of connection in terms of natural context
and architedural design. According to the Greek meaning, praxis is the doing of experience as
opposed to the theorizing about it. My Praxis is a series of examples in practice consisting of five
experiential descriptions based on journal entries recorded over a period of two years. Each
description is followed by an unedited design exploration in annotated sketch form. The experiential
descriptions and design explorations spring from my immediate environment and my own particular
momentum of living. The Praxis focusses on the early stages of the design process. In terms of the
traditional process, it reaches from pre-design through design inception into early sketch
development. Further stages of the process, including the act of building itself, remain for further
inquiry.

Part Two continues with the Thesis of the experience of connection in terms of architectural
design process. The Greek root of thesis means ‘to place.” With the Thesis, the Theoria is given a
place and a focus in terms of natural context and the design experience. The Thesis describes how
the refined experience of specific natural context transforms the architectural ‘design process’ into
one which includes: a poignant design trigger (punctum); the inextricable co-presence of actual with
potential experience; the subtle rhythm of focus with emanation; and spontaneous continuity. The
Thesis essentially speaks of a design process generated by precise experience which is inherently and
strongly connected with the fineness of natural context.

My inquiry begins with questions and ends with questions. It isv merely testimony to a
seeking process. | have found that when | begin to approach the aﬁswer to a question it transforms
into more questions. The Thesis is followed by a collection of rhetorical questions which stand as a
Re-vision of the usual order in which 1 live and design. They are neither conclusions nor axioms, but
merely the beginnings of an architectural design stance based on precise and sensitive experience.
My intention is not to force a closure on the seeking process, but to strike a tone of the unlimited in

the refinement of experience.
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© THE THEORIA OF EXPERIENCE
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CHAPTER ONE
* EXPERIENCE OF CONNECTION



Sometimes at the end of the day I think back and often | am
haunted by a sharp sense of ‘something missed". | realize I did not
see the colour of the sky this morning. | remember passing by the
window arbitrarily many times and looking through the glass at the
eastern sky, but my pulse did not quicken, my eyes did not glow with
the subtle colour of the morning horizon.

I think back to the poetry | read this afternoon. [ realize the
words passed right through me. | can recall what they said, but the
words had no.indelible effect on my body and mind. The world held
by the words did not fill me. |

I think back and see my hands all day continually quick and
machine-like. They touch, manipulate and negotiate things and yet,
they remain an appendage more related to the things than to myself.
Not once did the muscle, blood, bone and nerve of my hands feel
integrated with my whole body. Not once did they fill with the
warmth of myself. -Even though | lived within reach of that warmth all
day, it remained unkindled.

I think back and realize | ate an orange this morning, but did
not taste it. | chewed and swallowed it bﬁt the sting of its juice did
not pierce my dull tongue. Its cool sweetness did not permeate the
cells of my body. |

1 think b;ack and realize that I did not feel the light rain as |
walked home today. It fell oﬁ my face and hands, but without that

minute quiver, that quick and tiny thrill of a raindrop falling on skin.

Am 1 living disengaged from the sky, the window, my hands, the orange, the rain and my

world? If | examine the sharp sense which haunts me, | find that it is not the pain of disconnection
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or disengagement. Disconnection is the absence of connection and 1 very sharply sense the
presence of potential connection. It is a fine distinction but a crucial one. N is the difference
between the non-existence of connection and the non-experience of connection (nonconnection).8
it is the difference between a severed connection and the shadow of a connection. What is at the
root of my dis-ease is not the absence but the presence of something.

I am accustomed to nonconnection. The sky is there and | am here. Caught in the
momentum of living, | am not communing with the sky all day. However, my relationship with the
sky on an April morning in particular holds the potential for connection. | remember the faint pink
glow of another sky at sunrise which filled my eyes and quickened my pulse. | hold that moment of
communion in body and mind. [ realize there is a potential connection unfulfilled.

It is not a vague longing for something which is missing. It is a very pointed sense of
dis-ease with an unfulfilled presence. It is the presence of the pulse once quickened, the eyes once
glowing, the body once filled, the warmth once kindled and the skin once thrilled. The power of the

9

presence of connection is like a punctum” or puncture which haunts me. Wherein lies its power?

* o x
Tuesday, February 28 at 2 p.m. | am reading a poem. Black words on
a white page, it lies under my eyes on the table. Beside the book is
an orange, the two objects stark uﬁder a glaring light bulb. OQutside it
is snowing and I can hear vaguely a foghorn in the distance and a
bird just outside the window. | pick up the orange and faintly notice
its fragrance as | break open the peel.‘ I begin to eat and my eyes
follow the words absently "...grazing the ice that sea-rose under the
sunset and sea-green and sea-deep under the snows’ froth under the
still white water the suddén fissure in the wave..." Out of the absent-
mindedness | notice a heightened taste simultaneously connect with
the words and the sounds and the light. My world coalesces as if

crystallized. The tang of the orange on my tongue, the cool smooth
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liquid texture in my mouth, my teeth on the tiny tight skins breaking
open, the subtleiwarmth of the sea-rose just.grazing the acute cold of
the ice, the sea-green depth, the fissure, the white snow light entering
the room mefging with the light of the bulb, white with yellow, cool
with warm, and the muffled distant world like a soft surround broken

by the clear close notes of the bird, just two...70

The experience of PoemOrange is evidence to me of the potentiai for connection. Looking
in fine at the experience, | can begin to describe its qualities and realize its power. Before the
instant when things connect or coalesce, my world consists of vague sounds and objects under harsh
light. It is a scene outside me, a distant world. With the experience of connection, I lose my
estrangement from things and | seem to belong within a world that makes sense. The sharp
sensuality of the words fit with the taste of the orange, sharply cool and smooth, which inextricably
fits with the heightened softness of the sound which surrounds me and which in turn fits with the
snow light and the notes of the bird.

The experience of PoemOrange is Elusive. Its inception eludes me. Does it begin with the
taste of the orange, a certain word, the notes of the bird or a chemical reaction in the brain cells? |
do not will the experience. Coming from somewhere beyond my will, its source cannot be
identified. It cannot be reproduced or planned. The experience of connection is elusive, too,
because it ends without hy will. I cannot control its duration. It is like a brief glimpse which too
quickly passes. Kenneth Shapiro describes, in his article "The Elusive in Experience," the sense of
somethiﬁg_incomplete and always "beyond reach" (Shapiro 1976, 135). It instantly fades before 1 can
fully grasp it. The Elusive has a tantalizing power.

The experience of PoemOrange involves a heightened sense of BodyMind. The taste, the
texture, the smell of the orange, the sounds, the visual clarity and the sharp sehsuality of the words,
like a bite, are all preseht bodily. Beyond the five senses, there is a whole-body sense that here in

this room surrounded by soft, close sound and white light at this point in time, my bodily weight and
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centre is clear and certain. The poet Jorge Luis-Borges speaks of an integration of the many senses
of the body when he describes his experience of beauty.11 He says it is a "physical sensation,
something we feel with our.yvhole body" (Borges 1984, 93). Yet the experience is-not merely
physical, but brings into.play my mental and psychic faculties. All that is ‘me’ beyond the physical |
can only describe as the non-physical ‘mind.” 12 The experience seems to heighten my non-physical
workings as they relate to my physical workings. The poet Paul Valery has described the poetic‘
experience as one which involves "inner disposition physical and psychical...intimately related to the
whole of our sensibility" (Valery 1960, 24). The experience of connection involves my whole
BodyMind and in this | find its power.

The experience of PoemOrange is Synchronistic. It is an instant very subtly distinct from the
sequential stream of time. In it find a close parallel to James joyce’s experience of "epiphany.” He
describes it as "the most delicate and evanescent of moments” (Joyce 1956, xii). | ;:annot meaéure
the moment in clock time. Like the sense of time in a dream, | cannot say what comes first and what
follows. The connection is an instant when many things come together synchronistically. Such
seemingly disparate things as the words of the poem, the taste of the orange, the sounds, the light
and the bird connect and fuse simultaneously. The briefness of the experience gives i§ a delicate
quality. The simultaneity gives it a quality of fuliness. Its power lies in the coincidence of
evanescence with fullness. |

The experience of PoemOrange is exceptional in its Clarity. It is a crystalline clarity of
sharpness and éparkling vividness. Yet it is not only a visual clarity, but a sense of concreteness
which has a certainty beyond the senses. At the same time, the experience has the crystalline quality
“of transparence. . Before the instant of connection, the words seem opaque. The orange is an obiect
under harsh light. It isa stark scene outside me. With the experience of connection, tHe stark scene
loses its opaque quality. | seem to enter it and it fills me. The words are no longer hard black
marks, but seem transparent so that | enter them and experience everything they hold. Susén Sontag
Has identified transparency as "the hig_hest most liberating value in art." She describes it as an

"experiencing of the luminosity of the thing itself" (Sontag 1964, 13). The words, objects and
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sounds are both sharply concrete and rarefied. The power of the certain exquisiteness is

profound.13

Though brief, the experience of PoemOrange has the power to last. The instant-remains
with me in all its clarity months later. | have borrowed two words from Roland Barthes to emp;hasize
the power and pointed strength of the experience of Connection; punctum and studium. The
punctum describes the sharpness and indelible puncturing quality of the instant. The studium
describes the state of nonconnection which surrounds the punctum. The studi.um represents the
slack kind of awareness which feels like | am disengaged from my world. They are days of "no
special acuity...vaguely slippery, irresponsible.” The punctum has the power to break through the
studium and “shoot out of it like an arrow and pierce me" 14 (Barthes 1981, 26). The punctum is
unforgettable. It remains a presence. It haunts.

The punctum is instantaneous and elusive. It cannot be willfully sustained and very quickly 1
return to the state Qf studium. | am caught Qp once more in the momentum of nonconnection to
which 1 am accustomed. | cah accept the studium as a point of view, even a necessary one, for only
when | am nonconnected can | describe the instant of connection. Yet the haunting power of the
punctum fills me with certainty that the accust‘omed studium of nonconnection is not my
fundamental, or as Husserl says prﬁnordial, point of view.

The philosdpher Edmund Husserl opens Eis work Ideas with a discussion of the "primordial
standpéint" (dér ursprunglichen Einstellung).15 He says that knowledge of the worid, especially
scientific, is inévitably based on the prevailing standpoint of "external perception" (ausséren
wahrnehmung) or "seeing things out there." The brevailing or natural standpoint, according to
Husserl, is one of nonconnection. He describes such a perépective as "a theofetical standpoint that
see.ms td come naturally, but can only tell us things about the world out there" (Kohak 1978, 10).76
Firstly, he emphasizes that my nonconnected standpoint is merely a theoretical standpoint.
Secondly, he em.phasizes that it seems to come naturally, not because it is primordial, but pecause I

am caught in the grip of a circular habit. A nonconnected standpoint can only tell me about a
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nonconnected world. Eugene Fink, a colleague of Husserl’s, describes the natural standpoint as-an
"entanglement in the world” (Caims 1976, 95). The natural standpoint entangles me in a world of
nonconnection and slowly.obscures the presence and power of the experience-of Connection. For
Husserl therefore, the natural standpointis not the primordial standpoint. |

In a later work, Cartesian Meditations, Husserl specifically describes the primordial

standpoint. Under the heading "Potentialities of the Primordial Sphere," he speaks of "the
interconnections (Zusammenhange) and the instances of belonging together which are involved in
the primordial constitution of my nature"1” (Husserl 1973, 117). According to Husserl the
experience of Connection is fundamental to a genuine knowledge of the world. |

The philosopher Merleau-Ponty describes the "cohesion" of things as the fundamental
experience. He speaks of "the pell-mell ensemble of bodies and minds, promiscuity of visages,
words, actions and between them all that cohesion which cannot be denied them since they are all
different extreme divergences of one same something"18 (Merleau-Ponty 1968, 84). Throughout his
work, Merleau-Ponty describes the experience of an intimafely connected and cohesive world.

Like Husserl and Merleau-Ponty, the philosopher and physicist David Bohm challenges the
nonconnected standpoint or the "fragmentary self-world view." He describes the fundamental
experience as "immediate connection, in which the dynamic relationships [of parts] depend, in an
irreducible way, on the state of the whole system" (Zukay 1979, 297). 'Bohm emphasizes that the
connected world is one of permeating wholeness (Bohm 1980).

Quantum physicists have idenfified subatomic phenomena which describe a fundamentally
connected world. Bell's Theorem of 1964, commonly known as the "Interconnectedness" Theorem,
implies that "at a deep and fundamental level, the ‘separate parts’ of the universe are connected in
an intimate and immediate way" (Zukav 1979, 282). john Bell first proved, so far irrefutably, the
existence of invisible non-local connections at the level of the photon. A non-local connection is
like an interaction across distance which is unmed»iated, immediate and instantaneous. The theorem

has been expanded and accepted as a description of "the reality underlying everything" (Herbert
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1985, 222).19 The phenomena which support a cohesive world view describe the vastness and the
subtlety of the experience of Connection.

Much of Non-Western philosophy speaks of the fundamental-nature of.the experience-of
Connection. For instance, Lao Tzu in Chapter XVI of the Tao Te Ching says fhat "the myriad of
things grow in unison." Lao Tzu describes the cyclic and rhythmic connections of motion and
change shared by things. Through the connected unison "the myriad of things in all their profuéion :
each again returns to its root" (Ch’en 1981, 110). According to Lao Tzu the "root" or fundamental
state is the experience of unison and connection.

The powerful presence of Connection is an experiénce identified widely by poets,
philosophers and phys.icists‘ They describe an experience of interconnection which is an intimate
cohesion, a pervasive wholeness, an invisible vastness and a rhythmic unison. The next:chapter

focusses more precisely on the nature of the connection itself.
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As | write with my right hand, | look at my left hand lying
dormant and motionless under the constant light bulb. | realize what
a strange object my hand-is. It is a surface covered by an intricate
web of tiny intersecting lines. Where they cross are fine hairs, almost
invisible, except where they catch the light like vanishing gold
filaments. The surface has a transparent pallor except at the joints
where the colour is almost pink. It casts a still and unfamiliar shadow

of hills and hollows, crevices and cleavages...

When | examine closely my view of Left Hand, | find it is imbued with a sharp sense of
dis-ease. Yet it is not the strange and alien details of my hand which disquiet me. 1 feel fascinated
by the tiny heightened patterns and filaments. The sharp sense of dis-ease is the feeling that this
‘object’ should be related to me. Like the colour of the sky on an April morning, | feel there is a
potential connection missing. | feel the sharp presence of an unfulfilled relationship.

With the view of Left Hand, a hair is a gold filament. It is only half seen. | do not ‘see’
beyond to its roots in.the larger system of my body. The pallor is merely a surface. | do not.feel its
living, breathing continuity with my whole body of skin. The static shadow is not my own. It does
not belong to the shadow of a living body. Hair, skin and shadow are missing their relationship with
something beyond themseives. The relationship is unrealized. It haunts me. It is the presence of

the fundamental experience of connection.

Sunday, May 22 at 11 a.m. As | write with my right hand | feel the
skin touching the page. There is a slight warmth in the smooth paper
surface as it pauses. Now it moves again and the skin feels a brief
coolness. The light bulb casts a hard shadow which slides across the
white page and yet, consists of tiny precise motions which remind me

of the exactitude of an insect. The sounds which hang in the air are
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the short and uneven rhythms of skin brushing across paper and the
pressing of the pen. The formation of each letter consists of the
finely tuned tightening and relaxing of muscles as remote as the
shoulder, the elbow, the arm and finally where the fingers meet the
pen. Somewhere the thought ‘comes to mind’ and so quick, it
culminates in the muscle, bone, blood, skin and nerve of my hand

and now is indelibly held in ink and paper.

Where the view of Left Hand is of an object unto itself without relationship, the experience
of my Right Hand is of an intimate relationship. Left Hand is like the poem and the orange before
the instant of connection. Right Hand is like the experience of connection when esfrangement from
things falls away. My hand and | unquestionably belong. It is the sense of things working together
and connecting with the finest cohesion. The workings of blood, muscle, bone, nerve and thought,
realized to a height of fine rhythms and tensions, intimately fit with the heightened sensations of skin
on cool paper, which also fit with the sound hanging in the air, which fit with the tiny motions of
hand and shadow.

Pervasive in-the experience of Right Hand is the tantalizing quality of the Elusive. With
quickness and fineness everything4moves too minutely for my awareness to fully grasp. As with the
experience of PoemOrange, there is always something beyond reach. From the tiny tensions of
muscle to the play of a thought, it is a stream of motion and change which never subsides long
enough for more than a brief glimpse. Yet it is not the same kind of instant which eludes my will in
PoemQrange. The experience of Right Hand does not catch me by surprise. It has a duration which
I am able to turn on and off. | am willfully tuning-in my awareness to the minute changes in
temperature under my skin and the brushing sound of skin across paper. There seems to be a
dimension of the experience of Connection which can be willed and consciously cultivated.20

The experience of Right Hand involves the fine interplay of the senses, the whole body and

the mind (BodyMind). My view of Left Hand is of an object half seen (partial awareness). The
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external qualities are heightened in the visual sense only. With my experience of Right Hand, the
nerve endings of my skin come into play and | feel the paper smooth and cool. My hand is no
longer an object because it engages me with my world in terms of a fine mix of senses; sight, touch,
sound. | sense the cohesion of the motions of muscie and nerve involved in the translation of a
thought into pen and ink. The play of my whole BodyMind has entered into the relationship (full
awareness or Awareness).

The experience of Right Hand involves Synchronicity. It is the sense of fullness when many
things briefly come into uni‘son. There is a stream of fine motions and heightened sensations whic'h
is highly concentrated and full as opposed to diluted and vague. With PoemOrange the qualities of
fullness and evanescence flash in one overpowering synchronistic instant. With Right Hand there is é
stream full of such synchronistic instants. The more | tune into the concentrated stream 1 find it
consists of highly delicate instants. They transform one into the next-and my Awareness becomes a
string of very brief evanescent glimpses, interrupted before | can grasp the fullness of each.

The experience of Right Hand has the Clarity of crystal. The clarity comes from sensations
which are sharply vivid, certain and concrete. There is also a transparency to the clarity. The opaque
surface which | see in the Left Hand has dissolved.away with the experience of my Right Hand. |
‘see’ beyond the visible surface and begin to fathom its inner workings. | ‘watch’ my thoughts being
translated into muscle and nerve. My Awareness of Right Hand has both the rarefied and the

~ concrete qualities of crystal.

The qualities of Elusiveness, BodyMind, Synchronicity and Clarity are common both to
PoemOrange and Right Hand. In this way, the experience of Right Hand can be seen as an
experience of Connection. In order to further clarify and refine what | have called the experience of
Connection, | will examine the connection itself. It involves a focus on the interplay between my
Awareness (me) and its Focus (other).21 The Focus, in this case, is my Right Hand.

In the view of Left Hand, the relationship between my awareness and my hand is limited and

weak. It consists of the visual dimension of my awareness and the static surface qualities of the
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object only. There is no experience of Connection. With the experience of my Right Hand, the
relationship between my Awareness and my hand is full and strong. it consists of an integrated kind
of Awargness. My full Awareness is tuned in and | experience Connection. It seems that the
experience of Connection depends on my Awareness and its tuning capabilities.

The relationship also depends on certain qualities of the hand or Focus. The Left Hand is
dormant and motionless and contributes to the limited, one-dimensional extent _of my awareness.
My Right Hand is busy and involved in the process of writing and contributes toward my senses and
BodyMind coming into play. My Right Hand is turned on and has the potential ability to tune in my
Awareness. The orange sitting as an object under the harsh light has much less potential than the
orange peeled and tasted. The gray sky at sunrise has much less potential than the glowing peach
horizon. The Focus possesses the potential to tune in Awareness.

What if the Focus is full of potential but my Awareness is not tuned in? My hands are
busy all day, turned-on and dynamic, and yet my awareness is rarely tuned into that strong and
certain experience of connection with them. Similarily, 1 can peel and eat an orange but not
taste it because my awareness is scattered. The Focus might have the potential to tune in
Awareness, but the connection will be weak if my Awareness does not focus upon it22 The
Focus which is full of potential is like an invitation, but an invitation does not constitute a
strong connection until it is received, read and accepted. | begin-to see that Awareness can
be turned on but not tuned in. Awareness is always turned on,23 but it is the degree of
tuning into the Focus that affects the power of the experience of Connection.

| find that the experience of Connection depends both on my Awareness and on the
potential of the Focus. It is an intimate interdependency. The potential of the connection is fulfilled
according to the intricate mutual tuning capabilities of both. As 1 find in PoemOrange, the
interdependency between my Awareness and the Focus is so fine that 1 can not distinguish- which
player sparks the experience. My Awareness is heightened-unexpectedly and it seems that the
experience involves more than me, poem or orange. The connection itself, that highly subtle

interdependency, seems to come to light between my Awareness and the Focus.
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The experience of Connection does not rest solely with my Awareness or solely with the
Focus. The experience is more than both. The fine tuning of my Awareness is like a participation
with the Focus. The Focus is not an object ‘out there’ passive and unrelated, but itself mutually
participates with my Awareness. The acute mutuality means that the experience of Connection is not
in me or in the object. It is something between. | borrow Merleau-Ponty’s term Intertwining to
describe the experience more precisely.

Throughout his work, Merleau-Ponty refers to something between ‘me’ and the ‘other.” In

the working notes of his last work The Visible and the Invisible, he identifies the something-in-

between as a "chiasm."24 He describes the chiasm as a crossing-over, like an intertwining. He says,
"there is a reciprocal insertion and intertwining (I'entrelacs) of-one in the other"2> (Merleau-Ponty
1968, 138). Yet, the intertwining in-between tends to imply a spatial separation. Merleau-Ponty
emphasizes by his word ‘insertion’ that the relationship is one in the other like "two concentric
spheres.” The sense of Intertwining does not necessarily imply a distance between my Awareness
and the Focus, but necessarily emphasizes an intimacy and closeness.

The-probability wave theory of quantum physics echoes Merleau-Ponty’s experience of
Intertwining. At the atomic level, the physicists have found neither particles nor waves, but
probability patterns. It means that a ‘particle’ can never be said to exist (or not exist) in a certain
location. The atomic stuff consists of tendencies to exist or potentials. Werner Heisenberg
emphasizes the significance of the probability wave theory because "it introduces something
standing in the middle between the idea of an event and fhe actual event, a strange kind of physical
reality just in the middie between probability and reality" (Heisenberg 1958, 42). | find that the
physicists’ description of thé atomic relationship as "a kind of physical reality just in fhe middle" is
much like the chiasm Merleau-Ponty has described between things. The probability wave theory also
emphasizes that the Intertwining in-between does not actually and permanently exist, but is present
as a potential. It is an echo of the potentiality which stands between my Awareness and the Focus

because of their intricate interdependencies.
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The experience of Intertwining has strong implications for my sense of body and my stance
in a world of things. 1 find | have a reach extending beyond my body. With a nonconnected point
of view, in a world of objects out there, my body feels like an object. Kitaro Nishida is a
contemporary Japanese philosopher with a Zen background who sees from the connected
standpoint. He says, "the Self...is not a point, but a circle; not a thing, but a place" (Dilworth 1970,
204). Merleau-Ponty similarily emphasizes that | have a reach which is not the same as my body. He
says that my body is not in space like things; "it inhabits or haunts space” (Merleéu-Ponty 1964a, 5).
Both Nishida and Merleau-Ponty describe the experience of reach which is beyond the body like an
emanation.

The experience of Intertwining has strong implications for my sense of things and how they
inhabit space. Obijects are not passive and remote, out there, but potentially have a living role in my
experience. According to quantum physics, elementary particles are relationships which actively
inhabit space. Henry Stapp sees the elementary particle as "a set of relationships that reach outward
to other things" (Zukav 1979, 71). In atomic relationships, | find an echo of the experience of
potential relationships. The object has.a reach which is close and in mutual participation with my
reach. The coloured sky, as an ‘object’ of Focus, is not out there on the distant horizon, but reaches
me right here. It belongs to my reach as does my hand. It is a potential Intertwining. Just as my
Awareness is constantly transforming, so foo is the reach of the Focus. The sky has a powerful reach
at sunrise when it is glowing with peach light, but much less an hour later when the colour has
faded.

The experience of Intertwining finally says much about a world in which my reach
interpenetrates the reach of the Focus. Like the ‘strange physical reality in the middle’ which both
Merleau-Ponty and the physicists have described, it is a binding together which occurs between
things. The binding phenomenon is present in the Japanese experience of Ma. Ma is "the natural
pause or interval between two or more vphenomena occuring continuously" (Isozaki 1980, 1). Ma

fills the intervals between things, sounds or events and holds them together. The full meaning of Ma
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is embodied in its Kanji character.28 1t shows the sun shining into a space between double panelled,
swinging doors. As exemplified by the sunlight, the ‘stuff’ in between things is .always present to
some degree, but it is always changing and transforming. As exemplified by the swinging-doors, the
‘things’ themselves are not fixed, but are responsive to those changes. The character also says that
the stuff which holds things together (sunlight) is vast and continuous. In the Japanese experience
of Ma, 1 find the sense of a streaming and shifting continuum which binds things together.

The experience of Connection involves the Intertwining between things. The experience of
Intertwining emphasizes the mutual participation between things and the binding power Connection.
The next chapter begins to describe a network of Intertwinings beyond the Awareness-Focus

Connection.



24

T T 7 g NI e N g NI 7 St N7 P 7 i N7 R 7 N7 R NBR 74 W7/
";_\. TN ‘\;,»\r.\\\nun

A

-z
m
g
Tl
Z
58]
X
B ol
| ¥
O
wd
o
Z
=
o
(8]
,Dn
3

" CHAPTER THREE -



25

Wednesday, March 8 at 9 a.m. | am walking without a shadow on a
long sidewalk under a white sky. The light around me is luminous but
slightly dim. It begins to rain. Invisible transparent drops are falling
one by one, each distinct. There are perfect intervals between them
so that as each one touches my skin, | can recognize just that one. It
is a kind of restrained rhythm of sensations, but accidental, each one
slightly unexpected. One alights on my upper left forehead, brief and
cool. The next on my upper cheek, is a different point of skin and a
minutely different sensation, a quick and tiny thrill. Now one touches
my lower forehead as if poised in the centre. The symmetry and
precision of the touch is like a soft surprise. In an instant of alertness,
everything comes to clarity. Simultaneously, I feel the air on my body
as | move through it, and the hard, moist ground under my shoes. |
hear the soft grit and the steady rhythm of my steps, merging with the
slightly syncopated, almost regular, rhythm of the raindrops. The
hush of the distant rain surrounds me and fills the soft air interrupted
by each singular muted touch of a drop on leaf, on hair, on grass, on
jacket, on moist concrete. The scent of newly moist things is faintly
rising in this March air. My eye catches a droplet silently entering the
water of a shallow puddle. It has the right weight and speed to make
a perfect, quietly widening circle. With next drop, | feel the same
silent emanations outward in the nerves of my skin. The luminosity in
the air is growing and my shadow reappears faintly sliding across the

ground...

With the experience of Light Rain, | am not only in relationship with the ephemeral raindrop,

but also in relationship with our context. Everything with which the raindrop is related seems to
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enter my Awareness. The raindrop creates for me a great surround within which we are embedded.
The raindrop, the leaf, the ground, the air, the sky, the light, the sounds, the motioné of my body,
the sensations of my skin and the play of my thoughts are all intimately interwoven. In the
experience of Light Rain emerge the four qualities of Elusiveness, BodyMind, Synchronicity and
Clarity which have run like a thread through PoemOrange and Right Hand.

*

The experience of Light Rain involves the quality of Elusiveness. With the raindrop on my
central forehead, there is a powerful but highly elusive instant of vast connection and heightened
clarity like the experience of PoemOrange. It is unexpected and unwilled. 1 cannot identify when it
begins or ends, but its power seems to reverberate throughout the experience. Surrounding the
instant is a stream of heightened and clarified Awareness, like the experience of Right Hand, in which
I am willfully focussing upon skin sensations and sounds. The elusive instant of surprise seems to fit,
very quietly and easily, amidst the willed stream of Awareness. The stream itself is so quick it seems
to be potentially full of elusive instants of the unwilled kind. With Light Rain | find a fine line
between the willed and the unwilled in experience.27

Pervasive in Light Rain is the experience of BodyMind. The fine interplay of sensation, body
and thought includes the subtle distinctions between the touch of raindrops on skin and the nuances
of their sounds on leaf, grass or sidewalk. The acute sensations participate in the sense of my whole
body-embedded-in-context, surrounded by the hush and the luminosity of the air. The play of the
physical senses are so finely integrated with the workings of mind that it is difficult to distinguish
between a sensation and a thought. Everything | am, both physiéal and non-physical, is finely
integrated.

The experience of Light Rain involves the mysterious Synchronistic instant and the powerful
coincidence of evanescence and fullness. The instant of surprise when a myriad of things come
together in unison is highly delicate and brief. it has no duration. It seems to interrupt the stream of
vivid sensation with its reverberating power and clarity. It is distinct from the flow of the stream. Yet

the stream consists of many instants which are full to the point of saturation, not only in terms of a
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multitude of simultaneous sensations but in terms of vastness, like the instant of surprise. They
merge together so quickly and so subtley, they elude me. Both the instant and the stream involve
quickness and fineness which-is highly evanescent. With the experience of Light Rain the
synchronistic instant is strongly present whether interrupting the stream or very finely constituting the
stream of Awareness.

The experience of Light Rain is one of crystalline Clarity, even though it does not centre
around something | can see like a poem, an orange or a hand. The ephemeral raindrop, invisible and
brief, is a Focus of potential connection which can open up a world of extreme clarity. Light Rain
emphasizes that the clarity of concreteness and transparency is not exclusively a visual sense. The
concrete quality is like the certainty of an integrated Awareness rather than the sharpness of the
merely visual. There is no doubt that the instant is highly vivid, but it is vivid for the whole
BodyMind. The experience of Light Rain also has a special transparency. It does not involve seeing
beyond the visible as does PoemOrange or Right Hand. It consists of a myriad of invisible
connections; sound, thought, motion, touch. It points to the fine mix of the visual sense with the
other senses of the body. Transparency means entering into things and being filled by them, more
than seeing beyond surfaces. Perhaps it is the feeling of an interpenetration or interweaving of my
reach with the reach of things. In its exquisite clarity, the experience of Light Rain is simultaneously

concrete and transparent.

The experience of Light Rain, like PoemOrange and Right Hand, is full of Elusiveness,
BodyMind Integration, Synchronicity and Clarity. Yet it brings to light something beyond the sense
of Connection and Intertwining between Awareness and Focus. | am not only Intertwined with the
raindrop, but through it | am Interwoven with leaf, air, light, body, grouna and sky. The experience
of being Interwoven with context is a further dimension of the experience of Connection and
Intertwining. It is more than a dialogue. To see beyond the two-dimensional relationship means

taking a quantum leap into multi-dimensions.
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I begin to see a third variable in the Awareness-Focus relationship. To the intimate
interdependency of Awareness-Focus | can add the multiple variable of Context. Experience
depends not only on the interplay of Awareness and Focus, but on the mutual participation of the
Context in which they are embedded. For instance, what if the context does not interweave with
Awareness-Focus, but weakens the connection? With Light Rain, | might have been walking down a
noisy street and would not have heard the raindrops. | might have been walking through a concrete
parking lot where they all sounded the same. 1 might have been under a covered walkway and
would not have felt the raindrops on my skin. The contexts in these cases do not have the potential
to bring the Awareness of Light Rain to a héight. |

In Context lies the subtle potential for heightening experience. If a shaft of light had fallen
upon my dormant Left Hand or a cool breeze had blown across it, the motions of Context might
have sparked an interplay between Focus and Awareness and a heightened experience. Conversely,
a Focus might be inherently turned-on but its potential is not completely fulfilled without the mutual
support of Context. For instance, when looking at the soft peach glow on the morning horizon, the
height of my Awareness depends on the size, shape and details of the window, my position in the
room, the sounds and activity at that moment. For each sunrise there is a certain coincidence in the
Context which will enhance and potentially heighten Awareness.

Context has the capacity to heighten or hinder my Awareness and the experience of
Connection. It is a potential capacity because it so intimately depends on the other two players. |
now find three dependencies in tHe experience of Connection. First, my Awareness has the
potential for tuning in. Second, the Focus has the potential for heightening Awareness and Context.
Third, Context has the potential for heightening Awareness and the Focus. | recall the inextricable
Intertwining of the relationship between Awareness and Focus and now multiply the effect by
embedding it in a Context c;f multiple relationships. Experience is not fulfilled without the
" interdependence and reach of all three players. When Awareness, Focus and Context are supporting

and mutually heightening each other there is a highly elusive and integrated instant of clarity.

* Kk %
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| cannot identify the constituents of such a multifarious and complex tissue as Context. |
might point to the tangible qualities such as colour, form, texture or the intangible qualities such as
light, sound or air. It is relevant instead, to describe the experience of Context. Beyond Connection
and Intertwining there is the experience of Interwovenness.

How can | describe the experience of Interwovenness? In PoemOrange | have the very
certain sense that a myriad of things; poem, orange, light, birdsong, foghorn are connected for an
instant. In Right Hand, 1 have the sense that every minute motion and nerve impulse somehow
contributes in concert to a total motion of thought and body. In Light Rain when the raindrop falls
on my forehead, | have the sense of a vast context. Something triggers the sensation of a whole
interconnected netwark of sensations. | feel embedded, surrounded and interwoven with context.
The experience of Interwovenness is the sudden sense of a field of connections or a web of
relationships. The metaphors of field and web are prevalent in the work of recent philosophers and
physicists.

In Investigation 11l entitled "On the Theory of Wholes and Parts” in Logical Investigations,

Husserl develops his theory of "sense field.” The field comes into relief when there is a "fusion of
different moments of sensuous intuition." He describes the fusion as “a peculiarly intimate
interconnection which with one stroke brings the whole complex of interpenetrating moments in

relief (Abhebung)"28 (Husserl 1970, 452). In his later work Cartesian Meditations, Husserl describes

once more the moment when the whole complex emerges in relief. He speaks of particular forms
"intertwined with one another and through their universal intertwining tissue, a total effect
(Gesamtleistung) is produced"?'9 (Husserl 1973, 29).. As the word "Gesamtleistung" suggests, the
total effect is like a whole interwoven musical "performance."_ It is more than a sum total of the
parts. The experience of field depends on the continuous intertwining of the parts, not on the parts
themselves. According to Husserl, the experience of Context and Interwovenness is a total and
simultaneous effect "with one stroke."

In Field of Consciousness, Aron Gurwitsch develops his field theory of consciousness. He

describes the field as a "balanced co-existence of its functional parts in their thoroughgoing
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interdependence" (Gurwitsch 1964, 149). The "functional parts" are more specifically called themes
and the "interdependence" is like a figure-ground relationship. He says, "the appearance of a
theme must be described as emergence from a field."30 (Gurwitsch 1964, 319). The word theme is
a good one. As Gurwitsch intends, the theme is not an object and the field does not consist of
objects connected. The theme is the theme-of-my-Awareness or Awareness and its Focus.31 The
relationship between the theme (Awareness-Focus) and field (Context) is like a figure emerging from
a background. In this way, the theme is not what-it-is without the field and so too the field depends
on the nature of the theme. Yet Awareness is continually shifting and streaming and so is Context. |
begin to see a dependency which is, not like a fixed figure lodged in a ground, but like a streaming
Awareness-Focus interwoven with a streaming Context. To round out the metaphor of field,
Gurwitsch says that the themes themselves are fields (Gurwitsch 1964, 320). | begin to see a vast
texture like an interwoven field of fields interdependently in motion. With the experience of Light
Rain, the raindrop is the theme interwoven with a field of air, sound, leaf, ground, sky, light and
sensations of skin.

Quantum mechanics emphasizes that the parts are never independent of the whole. The
physicist Stapp sees the constitution of the physical world, both at the subatomic and ‘visible’ levels,
not made up of parts but of the relationships between them. He says the physical world is "not a
structure built out of independently existing unanalyzable entities, but rather a web of relationships
between elements whose meanings arise wholly from their relationships to the whole" (Zukav 1979,
72). Stapp’s "web of relationships” echoes the field of vast texture described by Husserl and
Gurwitsch. | recall PoemOrange and Light Rain, both experiences of a web, in which the
relationships between things seem clearer than the things themselves.32

Mircea Eliade has identified, in Non-Western cultures, numerous descriptions of the web as a
binding and integrating force. For example, a passage in the Upanishads says that the world consists
of many interpenetrating webs. 1t proceeds from the question, "If the Waters are a web on which all
is woven, on what web are the Waters themselves woven?" The answer is, "On the air," which in

turn is woven on the sky, which in turn is woven on the sun and so on (Eliade 1965, 173). The old
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Vedic words not only echo Stapp’s description of a "web of relationships," but emphasize that a web
implies a relationship to something ‘more whole,” something beyond.

The quantum field theory adopts the word "field" to describe the web of relationships. The
field theory physicists see a particle as nothing but an interaction between fields. With this
realization, matter itself seems to dissolve away and the field or web of connections becomes the
substance of the world. The quantum field theory implies that matter is merely "momentary
manifestations of interacting fields which, intangible and insubstantial as they are, are the only real
things in the universe” (Zukav 1979, 200). The physicists describe a world consisting of momentary
and elusive interactions. A thing has no meaning other than how it is connected momentarily with
other things and how it contributes to the field of connections.

The physicists emphasize the intangible and momentary nature of the experience of field.
The philosophers Merleau-Ponty and Minkowski both echo the certain elusiveness. Merleau-Ponty33
describes his experience of an invisible filigree which disappears when he tries to ‘see’ it. In his

working notes for The Visible and the Invisible he says, "the visible itself has an invisible inner

framework (membrure) - one cannot see it there and every effort to see it there makes it disappear.
But it is in the line of the visible, it-is its virtual focus, it is inscribed within it (a ﬁligree)..."?'4
(Merleau-Ponty 1966, 215). For Merleau-Ponty, the experience of a field orrweb of connection is not
a matter of will. Like an atmosphere, it is pervasive and present, inscribed between things, but it
eludes conscious confrontation. It requires a kind of seeing which is not direct and intense, but
indirect and relaxed.

Minkowski also describes the fleeting nature of the invisible filigree. When he discusses the
connection and benetration of time (becoming) with the ego, he describes something in motion,
palpitating in its depth. He sees "something elusive which always escapes the curious looks of
knowledge; like a fine spider web, it is reduced to dust as soon as we think we have it between our
fingers...yet we feel it to be the true source of our life" (Minkowski 1970, 52). Both Merleau-Ponty

and Minkowski emphasize that the experience of Interwovenness may be of the utmost certainty but
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it is neither stable nor static, neither fixed nor coarse. It is as fine as a filigree and as fleeting as a

spider web.

The experience of Interwovenness might seem far removed from the ’ordinary’35 experience
of everyday living. 1t might seem like a poetic experience, extraordinary and esoteric, rather than
ordinary and accessible. Yet | remind myself that | am a field. The experience of my own body is
the experience of a field. In the Bhagavad Gita, the ancient text of Hinduism, Chapter XIll holds the
words; "This body is called the Field, and he who knows it is called the Knower of the Field"
(Feuerstein 1980, 128). The passage goes on to explain that the body-field is really the BodyMind
complex.?’6 It supports Gurwitsch’s claim that consciousness itself is a field. The complex
Interwovenness of the BodyMind field is described by the poet Denise Levertov. She sees "the
human being as one in which all the parts are so related that none completely fulfills its function
unless all are active" (Levertov 1960, 6). | experience the inter-relationships of the parts when | have
a surge of emotional or mental energy and 1 feel a total effect like an emanation at all ievels of
myself, even at the cellular level. | find that I am living intimately close with the sense of field. The
web of connections is an immediate and familiar experience.

The experience of Intertwining and the sense of reach can now be multiplied to become the
total field effect. My reach is like a field which overlaps and intertwines with the reach-field of a vast
context of things. With the experience of Connection, for an instant, the whole interwoven texture
comes into reljef. It is an experience of Interwovenness which involves the simultaneous total effect
and the shifting and elusive theme. It involves a web of relationships consisting of fleeting threads
and momentary fields.3” The next chapter begins to describe the fleeting and subtle nature of the

experience of Interwovenness.
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Thursday, September 8, 1988, 2 p.m. | sit in the sun reading, and
pause at the end of a chapter where the page is half words and half
white glaring in the brilliant light. Just when my thoughts are turning
over in the hot air, | come to the blank of the page. | look down and
see a tiny fly in the middle of the blankness surrounded by blaring
white. So quick did it alight that | did not see it happen. The great
expanse of white light

around the tiny form sharpens its exquisiteness. Its diaphanous wings
are almost transparent except, on the very edge of visibility, | see a
few fine silver veins like fine filaments catching the sunlight. The
angle of the sun is just right to cast on the page between the fly and
my body a shadow of wings, a web of filaments of the utmost
fineness. | realize that the same clear light which is casting this
exquisite shadow is also surrounding me. This utterly accurate light
and fine air is touching the skin of my face, my body. The fly very
very slightly quivers in the air and | wonder if it is the motions from
my breathing but | realize | am holding my breath. As quick as he

came, he is gone. | am face to face with an empty white page.

The experience of the Fly for me exemplifies something beyond the experience of
Interwovenness. It is more than a spatially conceived interweaving of my Awareness with fly (Focus)
and field (Context). The fly signifies an interweaving in time. The power of the experience depends
on my sitting in this particular chair in this particular frame of mind on this particular page of the
book at this particular instant. It depends on the clarity of the air, the strength of the light, the
position of the sun and the whole context bbeing just-so at this particular instant. Lastly, it depends

on the fly appearing just at this same particular instant. The experience involves synchronicity. The
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next instant my frame of mind and my Awareness may be out-of-synch with the other factors, the
context may be shifted slightly and the fly gone altogether.

What | have described as a coming together in ‘time’ requires a finer examination. 1 will first
set aside the word ‘time’ as a concept which tends to connote the regular tick-tock of measured
time. As | live, I do not watch time ticking or flowing past separate from myself. | seem to be in the
flow. When | reach the end of the chapter on this September afternoon | experience a change of
pace in the stream of my Awareness, but the stream does not stop. The words have ceased to
shape my thoughts, but | am now looking at the white page and feeling the sun in my eyes. When 1
watch the motions of my Awareness, | find it is continuous and never still. There is no break in the
flow to allow me to ‘see time’ from a distance. 1 realize | do not experience ‘time’ as | think of it
conceptually outside me. | experience a stream of rhythms, pulses or instants of change and
transformation which is the motion of my Awareness. Yet, my Awareness does not ‘create’ the
stream. My Awareness is highly interdependent and interwoven with the stream of the Focus and
the stream of the Context. | begin to see a complex and intricate interweaving which is temporally
most fragile.

The experience of Interwovenness is more than.a fixed and durable web. It is dynamic. The
experience so far called Connection, Intertwining, and Interwoven now gains a further dimension. 1t
is the experience of the quick, fine shifts and rhythms of the web. Where the experience of
Intertwining is a two-dimensional discussion (Awareness-Focus), the experience of Interwovenness
gains multidimensions with the introduction of Context (Awareness-Focus-Context). Unfortunately
the metaphor of interwoven web tends to imply connections which are merely spatial. The web will
now take a leap into the realm of temporal connections. It is a difficult leap. 1leave the safety of my
habitually spatial conceptions and begin to see connections in terms of the motions and rhythms of
change. In this light they are highly intangible and fleeting.

Within the continual stream of transformation, the visitation of the fly is experienced as an
instant of incredible synchroniciw.z’8 The pulse of my Awareness, the pulse of the fly and the pulse

of the context come into unison for one instant. Minkowski, in his work Lived Time, describes the
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instant as a "vital contact with reality." His experience of the unison of pulses and transformations
he calls "lived synchronism" or "the faculty of advancing harmoniously with ambient becoming”
(Minkowski 1970, 65). When | see the interwoven web as an ambience and its continuous shifting as
"ambient becoming," then Minkowski’s description gains a height of meaning. The experience of
synchronicity39 involves advancing harmoniously with a continually moving web of connections. It is
durations of things, rather than merely spatial connections, which become harmonious. They gain a
mutual rhythm or resonance. This | will call the experience of Fine Resonance.

* % %

When the fly alights on the white page there is a sense of the ‘coming into unison’ of
heights of things and that each height is a height because of the others. The poised suspension of
my Awareness at the end of the page is a height which connects with the heightened presence of
the tiny fly which depends upon the exact position of the sun and the clarity of the air which in turn
heightens my Awareness. The interdependency which | have called the experience of Intertwining
does not have a continuous hold. When the sun moves slightly, the air shifts, my Awareness moves
to another page and the intertwining changes in an instant to another interdependency. | begin to
realize that connections and intertwinings exist only as interdependent transforn;ations. Any
transformation in one thing affects any number of transformations in a simultaneous kind of total
effect, a resonance.

The experience of the rise-and-fall, the on-and-off, the in-and-out rhythms of the
interdependencies between things is recognized in Buddhist philosophy. In the Shurangama Sutra,
the Buddha speaks of the mixing and uniting of the elements. Firstly, he says that the
transformations of mixing necessarily involve interdependency. It involves "a process of
transformation in which they depend on one another for existence from beginning to end."
Secondly, he describes the continual flux of the interdependency; "in the course of the
transformation they are produced and extinguished, being born and then dying and then being

born...The process is like water becoming ice and ice becoming water" (Hua 1980, 135). 1 begin to
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see connections as instantaneous crystallizations which only too-quickly melt away. Connections

become rarefied and the web becomes diaphanous and lively.

When the raindrops create -instantaneous sensations on my skin, it is much like the quick
presence of the tiny fly. Each raindrop, like the fiy, creates an instant full of very subtle Awareness.
Each height or brief alertness disappears in a blink like the fly. Between the raindrops a soft and
restrained rhythm emerges. My context has a pulse of its own. The height-and-interval-and-height
rhythm begins to fit with the pulse and rhythms of my own body, skin, motion and sound. An
interwoven web of rhythms begins to emerge as a connected unison. It is an experience of
interwovenness by virtue of rhythms and transformations.

The experience of Fine Resonance sees the interwoven field, which surrounds and includes
me, as variable, pulsing and flickering. The new physics sees the basic stuff of the physical world in
the same light. According to particle physics, 1 am embedded in "a world of sparkling energy forever
dancing with itself in the form of its particles as they twinkle in and out of existence, collide,
transmute and disappear again" (Zukav 1979, 194). The sparkling world view challenges the view of a
static and visible world and supports an experience of transforming connections, diaphanous and

lively, twinkling and sparkling.

At the very instant when the fly alights between the sun and my body, my thoughts are
suspended at the end of a chapter, between thoughts. The fly also seems suspended in the middle
of the blazing white page. The sun casts an exquisite shadow between my body and the body of the
fly. My breath is between breaths, my body rhythms between pulses. The quivering air and the
quivering shadow are suspended. The instant has an atmosphere of suspension. | can identify a
feeling or atmosphere which holds the experience together like a thread which runs through it. The
experience of Light Rain h\as a different kind of atmosphere or thread which | might describe as soft
rhythms. Even in highly elusive and delicate instants there are certain qualities (surely more than one)
which are in unison, not like things but like motions in unison. The total effect of the field is vast

but ‘everything’ does not enter into the experience. The experience of the fly does not involve my
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toenails, the cat next door or the pot on the stove. It involves similar tran§formations coming into
resonance like vibrations of the same shape coming into relief for an instant.

The sense of resonance might be compared to the behaviour of sound waves. Two waves of
similar frequencies will vibrate in unison. The more similar the frequencies, the more perfect is the
unison or resonance. However, the metaphor of sound resonance does not satisfy the
instantaneous and ephemeral in the experience of fine resonances. Quantum physicists have
identified resonances infinitely.finer than vibra.tions at the gross level of sound. They describe the
interactions of subatomic particles as the flow of energy in a specific pattern or channel. In the
midst aof the reaction, or flow, there is an intermediate state which makes the channel of energy
vibrate and resonate when it reaches a certain level. The intermediate state is not so much a particle
as particle-in-transformation. It is "extremely short lived and so ephemeral it is called a resonance"
(Capra 1983, 291). In the midst of transformation there is a resonance. Quantum physicists have
described the crystallization and integration which, like a resonance, comes into clarity and fullness

for an elusive and evanescent instant.40

Like the quivering of the fly, the interplay of Awareness, Focus and Context is continually in
flux even in the most subtle and invisiblé ways. 1 find neither stability, coarseness nor completeness,
but only fineness. What does the experience of the fineness mean for the cuitivation of Awareness?
It means that Awareness is meticulous enough to detect subtle transformations and rhythms. It does
not mean that the physical sensory mechanisms are hypersensitized. It means that the complex and
highly integratéd process of Awareness is sensitive and finely tuned. In Right Hand when | detect the
subtle differences in temperature of the paper under my hand, it is not because my skin has
hypersensitive nerve endings. My sense mechanisms are roughly constant (\;vithin reason) with
anyone else’s. It is my Awareness which keenly detects and measures the fine changes of
temperature, subtle textures and tiny moticns. It involves a relaxed kind of precision, a lightness,
which I have found in Italo Calvino’s sense of "exactitude.” Calvino opens the third memo of his Six

Memos for the Next Milennium with the ancient Egyptian goddess of the scales, Maat (Calvino 1988,




39

54). The hieroglyph for Maat stands for feather which is the increment of measurement used when
weighing souls. The experience of fineness involves an Awareness which has the lightness, quickness
and exactitude of the incremental feather.

The experience of fineness involves a specific scale of focus. It is a focus on the small scale
details of things, sensations or sounds. The experience of Right Hand involves the tiniest motions of
shadow, of finger on pen and muscle at the shoulder. The experience of Tiny Fly involves the barely

visible silver veins of the wings. Gaston Bachelard realizes the power of minute detail. in his chapter

on "Miniature" in The Poetics of Space, he discusses how "the miniscule, a narrow gate, opens up
an entire world"#? (Bachelard 1958, 155). An experience of fineness involves a detailed microscc;pic
focus which acts as a key to a world beyond. The key to the experience of a vast field, is something
very close, very fine and small enough for my sense of certainty. Perhaps | feel at home with the
small detail because it corresponds to the scale of my body with which | am familiar. Yet the
experience of Fine Resonance does not only describe a world of detailed ‘objects.” It describes the
Focus of Awareness which is not necessarily an object, but might be a rhythm or a puilse. With the
finely scaled, | might see the ‘passing of time’ in terms of a stream of continual tiny transformations.
As Bachelard says, the experience of miniature requires "ears subtle enough to hear the flow (coule)
of time"42 (Bachelard 1958, 167). | begin to see, and hear, the subtle transformations of my
Awareness as they coalesce briefly with the myriad motions and fragile rhythms of my context.
¥

What | have described first as the experience of Connection has been clarified and refined to
become the experience of Intertwining which in turn has been clarified to become the experience of
Interwovenness which has been further clarified to become the experience of Fine Resonance. Itis a
cumulative progression for the sake of clarity. The fourth experience is the first, but in terms of a
more explicit and detailed description. When | experience Connection, | am experiencing Fine
Resonance. They are merely two names for the same experience. | will adopt the name Experience

to emphasize that it includes all four descriptions.
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Four Qualities of Experience

I will close the Theoria of Experiencé with a description of the four recurring qualities;
Elusiveness, BodyMind Integration, Synchronicity and Clarity, as they have cumulated through the
previous chapters.43 Because the qualities emerge from the experiential descriptions of
PoemOrange, Right Hand and Light Rain, they are not conceptual properties or analytical
characteristics. Each quality is an experience itself. For example, with Light Rain 1 experience
Bodymind Integration which itself is a quality of the greater experience of Interwovenness. Each
quality can be seen as the experience of Experience.

The experience of the Elusive is strongly pervasive in Experience. Like the fly alighting for an
instant on my page, if is gone before | have fully realized it. 1 feel that, beyond my reach, there is
something ‘more complete.” Husserl explains that | can never completely grasp Experience because |
am in its flow. He says that, "the whole stream of my experience is a unity of experiences of which
it is in principle impossible ‘swimming with it’ to obtain a complete perceptual grasp (erfassung)"44
(Husserl 1962, 127). Any ‘grasp’ of experience is a glance back (ruckblick) while it flows onward.
The sense of incompleteness comes from things flowing too quickly and minutely for Awareness to
grasp. Husserl's word "erfassung," translated as grasp, means first 'b'to understand" and second "to
seize." There is a tension and anxiety involved in grasping. The seizing action comes from an
unbalanced mental effort to understand or to analyze (limited awareness). When | relax the natural
tendency to grasp, there is an acquiescence which seems to bring me closer to the unwilled in
Experience. | am not trying to understand. | am not trying to seize. | am allowing the Experience to
present itself to my integrated Bodymind (full Awareness).

Finding an integrated Awareness means relaxing the grasping action and suspending much of
my mental faculties. It does not mean | deny the play of logic, speculation, anticipation, analysis,
presupposition, judgement or recollection, but merely relax what habitually dominates my awareness
of things. In Chapter XVI of the Tao Te Ching, Lao Tzu speaks of a mind vacuous and tranquil when

it is free of the tangle of the biased and unbalanced.4> Ku-Ying Ch’en, an interpreter of the Tao,
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emphasizes that vacuity is "not an empty mind, but rather a mind wholly free from prejudice" (Ch’en
1981, 111). It means | find a balance and fine blend of physical sensation with mental mechanism.
With an integrated Awareness in place of a biased awareness, | can begin to relax with the
incomplete and accept it as inherent to Experience.

The Elusive in Experience involves a mysterious and tantalizing sense of something beyond
my will. Like the raindrop on my forehead, it catches me by‘surprise. J feel a lack of control over its
source and its duration. | cannot willfully turn it on or turn it off. 1 do not intend the fly to alight on
my page. The raindrop :and the fly are objects of Focus which inherently are beyond my control. So
too, | am at the mercy of many qualities of the Context. The position of the sun and the motions of
the sky are beyond my control. Of the Awareness-Focus-Context interdependency, there is only one
player which | can willfully reguléte; my Awareness. Bodily and mindfully, my own Awareness is
something | can actively and consciously tune-in. Because of the intimate interdependency of the
three players, willful Awareness is never an isolated activity, but is mutually active with the unwilled
Focus and Context. In Experience there is both the sense of the willed and the unwilled. It is like a
close coincidence between the intended sensitivity of Awareness and the soft surprise of the
unexpected.

The confluence of the willed and the unwilled has been described by Dogen, founder of the
japanese Soto Zen Buddhist sect, in one of the central concepts of his philosophy; "shusho." Shu
means discipline, study and cultivation (Shaner 1985, 136). Shu is the assiduous tuning-in involved in
the cultivation of Awareness. It is the minute detections of transformation in sight, sound and touch.
It is the intense focus on small detail like isolating out one instrument out of an entire symphony. If
shu stood alone, it would mean merely training toward a goal. Yet Dogen emphasizes that shu does
not stand alone, but exists in combination with sho. Sho means proof, evidence and
authentication.*® Sho is the unwilled instant of Experience. It is the powerful and synchronistic
instant which, without a doubt, is a validation and confirmation of something extraordinary. Shusho

means the close coincidence of cultivation and authentication.
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Shusho tells me that there is a subtle distinction between willed ’trainin-g’» and the unwilled,
unexpected instant. The fine tuning of my Awareness is. not a preparation for something beyond or
a means toward a goal. How do shu and sho live together within Experience? s it possible that the
unwilled and the willed are much more closely and finely related tha_n I have habitually grown to
think? Perhaps the unwilled instant catches me by surprise because 1 am habitually unfamiliar with it.
I am more acquainted with being in control of my situation and grasping for understanding. What if
the unwilled instant of connection becomes a ‘natural’ activity of everyday mind? The finely tuned
willed detections of Awareness might become a familiar ‘skill.’ just as the discipline involved in
learning to play the violin at some point falls away, so too the fine tuning of Awareness might
become subconscious or more accurately, "sedimented"?” (Shaner 1985, 62). Then the diligent and
keenly focussed tuning of Awareness might approach a more relaxed and unwilled ‘activity.” Then
the distinction between the unwilled and the willed might begin to dissolve. Experience might
become integrated with everyday living. The instant might be less of a surprise and more of a
familiar alertness. The ordinary might approach the extraordinary.

The merging of the willed with the unwilled is best recognized in the state of play. The Soto
Master Yasutani compares play to "samadhi." He says samadhi means "to live with the spontaneity
and joy of children at play. This is what is meant by a samadhi of innocent delight. Samadhi is
complete absorption" (Kapleau 1965, 82). The powerful coincidence of spontaneity with intense
absorption results in effortless concentration. In Experience there is a fine interplay of ‘grasping’ with
‘relaxation’ and of cultivation with authentication. It is a subtle acquiescence with the Elusive.48

* % ¥ |

Pervasive in Experience is a heightened integration of BodyMind. The experience of
PoemOrange involves acute taste, touch, sight and sound. The experience of Light Rain involves .
acute skin sensations, hearing, bodily motions, sight and smell. My Awareness of the physical senses
becomes sharp and vivid, highly sensitive and delicate. Paul Shepard describes the experience of
sensitized Awareness when he says the epidermis is "ecologically like a pond surface or a forest soil,

not a shell so much as a delicate interpenetration. It reveals the self as ennobled and extended"
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(Shepard 1969, 2). It seems that all my senses, not any one over another, gain this kind of subtlety
and ennoblement. The sense of vision is important, but unlike my natural (habitual) negotiations
with things, it is not the primary one. In fact the visual sense takes on a strange kind of seeing
beyond the visible; transparency. Furthermore, it is not only the five external senses which come
into play. Experience inciudes the internal sensations of pulse, breath, body temperature, nerve and
muscle.

Beyond the body and its sensing mechanisms is the experience of body-as-a-whole. The fly
on the page heighténs my sense of body in chair, facing south, in relation to shadow, sun and
ground. The sense of body-as-a-whole includes, but is beyond, sensual awareness. It is the sense of
bodily centre. Bolinow speaks of the natural zero-point of lived-space (Bollnow 1967, 179). 1
experience the world from my zero-point as it surrounds me, emanating outward, as if | am the
centre of the web. My body gains a kind of weight like being held on the ground, under the sky, in
relation to the sun, surrounded by Context.

Beyond the sensing mechanisms and the bodily centre is the experience of an equilibrium of
body with mind. It is the sense that everything, not only physical, but more-than-physical, has come
into play in a finely integrated way. In my natural (habitual) state, one faculty dominates over others.
The balance is skewed. The interplay is coarse. When | see Left Hand as a visible object, my
awareness is biased. It is primarily visual at the expense of the other senses. When | label.a sunrise
as ‘beautiful,” my awareness is coarse. It involves the mental faculties of generalization and
classification at the expense of a more subtle and integrated experience. The unbiased Awareness
involves an equilibrium of physical senses with the relaxed play of thought, judgement, speculation.
A balance is reached. The interplay is fine. When the fly alights on my white page, | feel highly
present bodily and equally present mindfully. With exquisite integration there is a sense that
Awareness is more than my Self, phvsical plus non-physical. Awareness seems to gain a reach or
emanating effect which interweaves with Focus and Context. When discussing the punctum, which
has all the qualities of Experience, Barthes describes an expanding effect and the sense of a field

beyond. For him, it is "a kind of subtle beyond-field (hors-champ) toward the absolute excellence of
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being, body and soul together (mele)"49 (Barthes 1981, 59). Barthes’ use of the word "mele" is
finely appropriate. He speaks of the mingling and blending of the corporeal and the psychic.

I find a strong paralle] between the experience of Bodymind and the experience of
"abhishyandita-kaya-citta" which is central to Mahayana Buddhism. "Abhishyandita" means
dissolution, "kaya" means body and "citta" means mind. D.T.Suzuki describes the experience as one
in which "we are no more conscious of the distinction between mind and body" (Suzuki 1959, xxxi).
He goes on to say that "it is the natural state in which we were born." Having been a child once, |
feel the presence of Bodymind experience. It is when | can no longer distinguish a thought from a
sensation and a sensation from a thought. A thought becomes more like a sensation when it is
unwilied. The sensation of touch, like the raindrop on my skin, is not willed or imposed upon my
Awareness. It comes to my Awareness. So too, a thought can be allowed to just present itself, like
the raindrop, rather than be imposed upon Awareness. Conversely, a sensation becomes more like a
thought when it involves a willed focus. Thoughts are habitually the focus of my awareness. Yet, a
sensation can be allowed to enter the highly focussed centre of Awareness. The relaxed thoughts
seem to gain the multidimensions of texture, colour, temperature of sensation. The focussed
sensations seem to gain an exactitude and streaming quality of thought. The utter complexity and
expansiveness of my thought processes seem to interweave with the highly specific and located

mechanisms of my bodily sensations.>?

Experience involves a sense of Synchronicity. It is the feeling of many motions ‘coming into
unison’ and connecting at once, instantaneously. The fly may have touched the white page for a few
seconds, but the experience of connection itself is immeasurable in terms of thé clock’s motions. It
is immeasurable in its utter briefness and its suspended, timeless quality. It is also immeasurable in
its utter fuliness and its intimation of an overflowing, streaming context. Roland Barthes identifies
the coincidence of both qualities, brief and full, in the punctum which he describes as "at the same
time brief and active, like a wild beast held"1 (Barthes 1981, 49). He speaks of a contained

wildness in a tiny stillpoint and thus identifies the two qualities of briefness and fullness in
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simultaneity. The experience of Synchronicity involves both the sense of a delicate instant and the
sense of a rushing stream.

The delicate and evanescent instant seems to be accidental. Paul Valery describes the poetic
state as "completely irregular, inconsistent, involuntary and fragile, and we lose it, as we find it, by
accident” (Valery 1958, 60). Perhaps it feels accidental because the causal and successive properties
of time have fallen away. The unpredictable and unexpected instant is outside my habitual insecurity
which likes to know that ‘this is because of this is because of this...” jung emphasizes that
synchronicity is the dissolution of causal relationships and involves meaningful coincidences which
are acausal (Jung 1960, 426). The instant of synchronicity is fragile and precarious.

The delicate instant seems to be suspended. Like the brief alertness of raindrop on skin, at
first it is a cool and clear sensation. It lingers for an instant then it is gone. The clarity quickly slips
away. Yet, it is precisely the power of the clarity which suspends and isolates it from the stream of
my Awareness and my Context. The synchronistic instant is a stillpoint in the motions of things. Yet
the instant seems to bring into presence a stream potentially full of other instanté of power. The
stream is a metaphor used widely to describe the continuous flow of Awareness.>2 The instant in its
stream emphasizes that Experience is dynamic and fluid and seems to move so quickly and deeply
that it eludes me except by accident.

Through the instant, 1 catch a glimpse of the quickness and depth of the stream and in that
instant, there is an experience of fullness. It is much like the visitation of the fly when, around one
tiny thing there gathers the integration and resonance of a myriad of things. It is the sense of
something vast and overflowing like a streaming web. When Kukai, founder of the Shingon school
of Buddhism, describes his experience of something "in toto," he likens it to the feeling of "water
overfl;)wing" (Shaner 1985, 124). Similarily, Mircea Eliade describes the state of samadhi, or the one-
pointedness of effortless concentration, as a paradoxical state which "empties being and thought and
at the same time fills both to sateity" (Eliade 1969, 118). Eliade emphasizes that the feeling of over-
fullness is coincident with the precarious quality of emptiness. The experience of Synchronicity

involves both the evanescent and the full.
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Pervasive in Experience is the sense of heightened Clarity. It is more than sharpness in the
visual sense. It seems to be a clarity of Awareness in the integrated sense. With the experience of
PoemOrange, the clarity seems crystalline. 1t is very sharp, vivid and certain at the same time it has a
rarefied atmosphere like a transparency. Husserl implies the same coincidence of certainty and
transparency when he describes "intuition," a faculty similar to the experience of Bodymind. In
Ideas, he says that "intuition is endowed with a feeling of clearness (Klarheitsgefuhl)*>3 (Husserl
1962, 79). A more precise translation of "Klarheitsgefuhl” is revealing. "Klarheit" means clearness in
the sense of lucidity or unhediated seeing. "Gefuhl" means feeling in the sense of touch or
concrete feeling. In the experience of Clarity, there is a powerful coincidence of both concrete
certainty and lucid transparency.

The experience of certainty involves a vividness which is highly concrete. With heightened
quily Awareness there is a physical sense of an utterly concrete world. Yet it is more than a physical
kind of certainty. It is a hardness or concreteness beyond the senses. Wittgenstein in Tractatus

Logico-Philosophicus describes the "a priori order of the world" as something utterly concrete. He

speaks of "the purest crystal, something concrete as the most-concrete, as it were the hardest thing
there is" (Weitz 1977, 36). Wittgenstein describes an inner or mindful certainty. There is no doubt
in the power‘ of the Experience.

With the experience of transparency | seem to see through things. I find an intangible world
of fine resonances which cannot be exclusively seen, touched, heard or tasted except by all in
concert. In my experience of Right Hand, there is a fine interplay of senses, motions and thoughts.
The hardness of the left hand view seems to dissolve away to reveal the inner or non-visible workings
of things. There is a dissolution of visible surfaces so that things seem to be more rarefied and
luminous. |

The luminosity already described by Sontag is strongly present in Buddhist experience.
Tibetan Buddhists describe an experience in which "all that appears to exist...is nothing but the

luminosity of the sems (mind)" (Tucci 1980, 65). The luminosity is not of the light of the sun, for
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that merely illuminates the surface of things. The Buddhists describe a light which is not visual and
not even physical, but they emphasize that the things themselves do not lose their physicality. Just
as my Right Hand itself is not detecting subtle changes in temperature, so too it does not itself
dissolve into transparency. The fineness and the luminosity is a quality of my Awareness, not of the
Focus. Yet it is coincident with highly tuned physicality that there is a dissolution of substance and
Awareness becomes clear.

The Clarity of Experience is a coincidence of the rarefied with the concrete. Like
Minkowski’s spider web, it is transparent but made out of the strongest substance imaginable.
Perhaps the clarity itself comes from an Awareness which is clean like an immaculate mirror. Dogen,
Soto Master, describes awareness which is habitual and limited as one which is concerned with "the
dusty world" (Shaﬁer 1985, 137). With the experience of Clarity | can begin to see beyond the dust
and obscurity to a world as fine as the transparent filaments of the fly’s quivering wings.

——

I have noticed again and again in working with the qualities of Experience a special kind of
behaviour. Each quality does not stand alone, but merges so inseparably with the other qualities, it
becomes difficult to isolate each. For example, the experience of Bodymind strongly includes
Elusiveness, Synchronicity and Clarity. There is an interdependence between the qualities which is
surprisingly analogous to the whole Experience they describe. | call it the phenomenon of Indra’s
Net. A Buddhist Sutra describes "an exquisite spiral shaped net suspended over Indra’s palace...on
each hole of the net is a bright pearl and all the pearls inter-reflect" (Hua 1982, 195). Each pearl or
part-of-the-whole manifests the whole. Christopher Alexander has found the phenomenon of Indra’s
Net in the fifteen fundamental properties he uses to describe "the field of centres">4 (Alexander
1988). Italo Calvino’s six memos show the same phenomenon. Although he silently implies that the
six qualities describe one single quality, he does not give it a name®? (Calvino 1988). What is central
to all the descriptors cannot be broken down into isolated qualities. The qualities themselves

inherently contain the whole and therefore, all the other qualities.
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The dissolution of categories emerges as a theme throughout the experience of Experience.
For instance, there is a recurring coincidence of opposites. 1 find the coincidence of the willed and
the unwilled, the grasping and the relaxed, the physical and the nonphysical, the stream and the
instant, the delicate and the full, the concrete and the transparent. | The presence of extremes and
tensions is habitually considered to be paradoxical and contradictory. Yet the extremes are not
concepts opposing one another like clashing forces. The ‘extremes’ are experiences and their
motions are part of the dynamics of Experience. There is an oscillation between opposites which is
like a fine vibration so that the limits between them dissolve and they merge. Mircea Eliade
describes the phenomenon of the union of opposites or "coincidentia oppositorium" as a hint of
primordial totality which is "a plenitude containing all potentialities" (Eliade 1965, 115). It is like the
emotion | feel sometimes which is most acute and fine; one of simultaneous delight and sadness.
The experience of the fine motions of extremes is not one of paradox or tension. It comes from
briefly touching my whole Awareness.

Experience may be brief, acute and fine but it is not necessarily extraordinary. The Latin root
for extraordinary is "extra ordinem; outside the usual order." Experience is extraordinary only if
ordinary living is the "usual order" of habits and limited awareness. As shusho emphasizes,
Experience is not outside the ordinary if the motions of living are considered to be potentially full of
the brief, acute and fine. Experience might become integrated with everyday living. Yet | cannot
willfully try to change my usual order. The punctum of Connection cannot be applied, contrived or
fabricated. It can only be spontaneously lived. When [ begin to live spontaneously with an
experiential stance, the ordinary approaches the extraordinary. Living (and designing) change shape
on deep and reverberating levels. | begin to find puncta in an orange or a fly, in the spoon with
which | eat my soup, in the baskets on the window shelf and in the broom with which | sweep up
the crumbs, in the simple action of turning on the light switch, opening the window and hanging up

the laundry...
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Part Two is the Praxis and the Thesis of Design Experience. Where Part One is the Theoria of
Experience as generic, embracing all facets of living, Part Two focusses specifically on one facet of
Experience; the Design Experience. Where the Theoria of Experience is about oranges, poems,
hands, rain and flies, the Praxis and the Thesis of Design Experience are about window sills, chairs,
thresholds, rooms and walls. The change of focus is directed toward the built environment. As [ will
discuss in the Thesis, the difference between Experience and Design Experience springs from the
instant of connection. With Experience the instant or punctum is powerful, but it is not necéssarily
an impulse toward making manifest built form. With PoemOrange, the punctum stays with me but it
does not motivate me to design a room. Design Experience, on the other hand, involves an instant
of connection (design punctum) which is highly. motivating and propels me to manifest the
experience in the form of.a sill, wall or room.56

Design Experience involves a vast context with social, cultural, material and functional facets.

I have chosen to focus on one facet of that context; the natural context.”” What distinguishes
natural context from other facets of architectural context? | am not focussing on the facet of context
which consists of the people, family and community around me (‘social’). 1 am not focussing on the
facet of context which consists of the flux of societal habits which shape my thought and action
(‘cultural’). The facet of context which | am calling natural is my relationship with the grain of the air,
the flux of the sky or the colour of the horizon. | am focussing on the natural facet, but | am not
excluding the other facets. The experience of a vast web of context means | can focus on one facet
and still see the others in the margins of my Awareness.>8

I might define natural context as that which is of-nature which surrounds me and interweaves
with my experience of built form. The word ‘nature’ itself does not describe this facet of context.
Nature is an abstract term which usually connotes visible things such as vegetation and land forms. It
omits that which is non-visual and disregards the play of all my bodily senses. The facet of context
which | am calling natural is best described by the Japanese word "Fudo." It literally means ‘wind-

earth,” but connotatively means "the natural ambience of place" (Liman 1988, 3). The natural

ambience includes the play of sky, earth, light, air, wind, sound, smell, texture, form and colour all
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interwoven in concert. The natural ambience does not necessarily exclude what is man-made.
Because light and sound cannot be experienced except through what they touch, | cannot extricate
the man-made totally from the natural. The experience of natural context will include, for instance,
the light which falls on the wall of my neighbour’s house and the rooflines, poles and wires on the
horizon. My definition of natural context is therefore, the natural ambience which interweaves with
the built form and my Awareness.

When the Experience of natural context is finely tuned, | find that from it springs a Design
Experience full of respect for the specifics of context. It is a Design Experience embedded in the
subtlety and richness of a fading peach glow on the horizon just after sunrise, the dynamic
oscillations from sharp to soft shadow on a wall in the late morning, or a white sky casting an
exquisite sheen in the early afternoon in autumn.

The following five examples are my documentation of the Praxis of Design Experience as
generated by fine experience of natural context. According to the Greek meaning of the word,
"praxis" is the doing of ex.perience as opposed to theorizing about it. The Praxis consists of a series
of five examples in practice; Afternoon Sill, Latemorning Shadows, 