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TRANSLATOR'S INTRODUCTION

Spirituality, Rhythm, Form is a useful summary of the historical argument that was central to Gleizes' way of understanding painting and its relation to other branches of human activity. He presents two types of human society, each reflecting a different 'state of mind', one orientated toward God, and toward Man as the Image of God; the other towards the senses and the external appearances of the things that surround us. The first is religious, the second might be called 'scientific'. The difference between them is seen most clearly in the products - products of all kinds, not just artistic products - the societies have left behind. The 'state of mind' is revealed much more surely in the quality of the human act than in any amount of verbal reasoning. It is what the society does, what it produces, that reveals most clearly what it is.

For Gleizes, these two different states of mind alternate throughout all human history, all over the world. The products of the religious periods are 'rhythmic', the products of those periods that are based on a detached 'scientific' observation of the world, are imitative and lifeless. Of course in each of the two sorts of period there are always elements of the other, history is always going from a 'spatial' period to a 'rhythmic' period or vice versa. The Christian West has been living through a long period in which detached observation of external appearances has been lauded as the highest value. But the coherence of this state of mind is now falling apart. One of the signs of this - one among many - is to be found in the changes and uncertainties that have appeared since the turn of the nineteenth/twentieth centuries in the arts. Cubism, Gleizes believed, was one of the most acute expressions of these disturbances, a clear indication that: 'in a more or less short period of time, a rhythmic period is going to open up again, not just in painting but in the whole of western civilisation ...' (Spirituality, Rhythm, Form).

A first crude sketch of this argument can be found in Gleizes' as yet unpublished writings in New York, during the First World War, prior to his own conversion to belief in God, which took place in 1918. The whole case is presented in a much more coherent fashion in La Peinture et ses Lois,
 written in 1922. But the most impressive presentation is the monumental La Forme et l'Histoire,
 published in 1932, though it was completed in 1930. La Forme et l'Histoire is beautifully illustrated with drawings done by Gleizes' pupil, Robert Pouyaud - drawings which show various representative works of art from different ages and different parts of the world, emphasising their purely rhythmic, plastic qualities to the detriment of the mere imitation of external appearances.

 

GLEIZES AND THE ROMAN CATHOLIC CHURCH

Despite the 'revelation' at Pelham, near New York, when Gleizes was converted to belief in God, and despite his admiration for the Western Christian tradition, Gleizes did not formally enter the Roman Catholic Church until 1941-2. It had been the early mediaeval church - prior to the rise of scholastic philosophy and of representational painting and sculpture in the thirteenth century - that had excited his admiration. He believed that the church had, since, lost this 'spirit'. In 1941, however, he was persuaded that, despite many intellectual aberrations, the sacraments were still true and effective. In 1942, he was formally confirmed and took his First Communion.

It was about this time that Gleizes began to write his Souvenirs, extracts from which we have published in our pamphlets Key Words and Albert Gleizes in 1934.
 It is also the period of the 'Supports de Contemplation', which must certainly rank among the greatest of his paintings, the fulfilment of an ambition towards the spiral - the spiral lived, internally, not simply observed and copied - which he had expressed as early as 1915.

Spirituality, Rhythm, Form was written at the end of 1943 for a special edition of the Lyon-based journal, Confluences, devoted to 'Les Problèmes de la Peinture'. Although this collection of essays had been planned while France was still under German occupation, it was only after the Liberation that it was published, and it attracted great interest as a first indication of the directions French art might be expected to follow after the war. Gleizes' article, in particular, attracted considerable attention in Catholic circles. The mediaeval historian, Régine Pernoud, became, for a year or two, an enthusiastic advocate of Gleizes' ideas. A Benedictine monk, Dom Angelico Surchamp, still at the time only a novice, came on the strength of Spirituality, Rhythm, Form to study with Gleizes and it is thus that the essay can be said to have laid the foundation stone of the publishing house Zodiaque, established by Surchamp at his monastery, l'Abbaye de Ste Marie de la Pierre-qui-Vire, and well known for its large and impressive collection of books on Romanesque art.

Gleizes, however, soon found himself in difficulty with the French Catholic intelligentsia, especially with its influential Dominican, Thomist wing. In particular, despite the continued support of the Benedictines of La Pierre-qui-Vire, he excited the opposition of the Dominicans, Fathers Pie Raymond Régamey and Marie-Alain Couturier, the leading promoters of an alliance between the Church and Modern Art, responsible for important commissions given to, among others, Léger (Assy), Matisse (Vence) and Le Corbusier (Ronchamp and the Dominican convent at La Tourette). A controversy between Régamey and Gleizes - with the Benedictine, Dom Claude Nesmy, Surchamp's brother, intervening in Gleizes' support - broke out in the pages of the journal Arts and in Régamey's journal, Art Sacré. Right at the end of his life, however, (Gleizes died in 1953) he gained some support in Jesuit circles, most interestingly from the aged Father Victor Fontoynont, the inspiration behind the extraordinary collection of texts and translations of patristic literature, 'Sources Chrétiennes'. The Association des Amis d'Albert Gleizes have published an account of the commission Gleizes received for a painting in the Jesuit chapel at Les Fontaines, Chantilly, in our pamphlet (in French) La Fresque "L'Eucharistie" d'Albert Gleizes.

Fontoynont, a specialist in the transition from classical antiquity to early Christianity among the Greek speaking peoples, seems to have been one of the few who understood what Gleizes meant by the word 'rhythm'. In general, however, the enthusiasm for Romanesque art, which was very marked in artistic circles from the 1930s onwards, was more directed towards the whimsical treatment of external appearances than to the solid, plastic, 'rhythmic'principles which, Gleizes argues, are the real concern of the artist, or, rather, of the craftsman. If the appearances of the external world are 'distorted' - when seen through eyes formed under the discipline of single point perspective - it is because, for the painter or the sculptor, they were only of secondary interest. It was the same with Cubism. What is of real interest are the plastic, rhythmic principles that are seeking expression. The strange deformation of the appearances of the external world - which is all that has interested most of the many commentators on Cubism - is only an accidental by-product, a regrettable distraction. In itself, it is of no - or at last of very little - interest.

Gleizes' view, of course, has not prevailed. But the present state of painting and of art theory is not so healthy that we can take this as proof that he is wrong. His argument has at least this to be said for it. Very pessimistic with regard to the present, he offers an optimistic view of the future. He offers a sense of direction for the inchoate aspirations of modern art, and a practical means by which the rhythmic principle celebrated in Spirituality, Rhythm, Formcan be realised by those who share his enthusiasm for the way in which it has been realised in other places at other times. It certainly cannot be realised by copying the external appearances of the earlier work. But it is at that point that literature is obliged to recognise its limits and that the practical experience of the workshop must assert its rights ...

 

 SPIRITUALITY, RHYTHM, FORM

(Subheadings have been added by the translator)

 
Pater meus usque modo operatur et ego operor ' 

(St John V. 17)

At the end of 1922, I sent the manuscript of Painting and its Laws, with its subtitle'What should come out of Cubism', to 'La Vie des Lettres et des Arts'. I took the view that my own work and that of my fellow Cubists was important not just for painting, but, even more so, for Man, for human nature as a whole, at all its different levels of reality. This essay, perhaps a little prematurely, attempted a synthesis between, on the one hand, what there was in the disparate aspirations of Cubism that could be clearly understood, and, on the other, a historical, traditional, position that, suddenly, the understanding of these aspirations had brought to light. The study was divided into two parts. The first, briefly sketched, was a historical account of painting from the early Middle Ages up to Cubism; the second was an attempt to lay the groundwork for a plastic technique which stood in opposition to that which is still used at the present time, but elements of which could already be seen, put to work as the underpinning of all the Cubist works.

 

RHYTHM AND SPACE - TWO STATES OF MIND

There was no bias in this essay, much less any desire to defend a cause. Simply the joy one has in proclaiming certain truths that the right circumstances have enabled one to see and touch. One of these truths is that over many centuries civilisations grow under the guidance of a state of mind dominated by RHYTHM, and that afterwards a shorter period, a period of decline, flows by during which the state of mind is dominated by SPACE. All the different manifestations of these periods bear the marks of these two attitudes of mind. I can see them clearly in works of art in different degrees according to the purity of, or the corruption undergone by, its dominating principle - a principle which must finish by being overthrown to give way to its enemy, its opposite. These states of mind succeed each other alternately.

The rhythmic periods overflow with spirituality.

The spatial periods only recognise a rational value in whatever is based on the senses.

The rhythmic, spiritual periods look towards the realisation of form.

The spatial, sense-based periods look towards the imitative and spectacular.

Thus, the former are objective and the latter are subjective.

It is in the light of this truth that we can distinguish the products of the Christian Middle Ages, which illustrate the rhythmic state of mind, from those which mark the period that flows from the Renaissance to the present day, in which the spatial state of mind rules unchallenged. All sorts of errors and confusions will result if we judge the one by methods that are suitable for judging the other. In one of his works on Christian art, Emile Mâle expresses his regret that the Middle Ages did not leave a theoretical formulation of its principles of design so that we could learn how they understood it. But they have left us something much better than that in the works they have passed on to us. If we do not know how to understand them, it is because we are applying unsuitable criteria.

Equally, it is because we applied unsuitable criteria to the works of the Cubists that they appeared to be more disturbing than they really are. Above all, this has prevented us from seeing a modification of the spatial principle which occurred as a result of the introduction of elements which, properly, belong to the rhythmic period. It is so clear that there can be no possible doubt as to what it means. In a more or less short period of time, a rhythmic period is going to open up again, not just in painting but in the whole of Western civilisation, wearied as it is to the point of death with all the fantasies thrown up by the spatial state of mind.

In order to draw clearly the contrast that there is between the distinctive characteristics of these two periods, I advanced the following formula: the rhythmic period considers nature IN ITS LAWS, the spatial period IN ITS EFFECTS. What I understood by 'laws' had nothing to do with those mechanical laws deduced from effects that have been formulated by the rationalistic sciences - laws that can give rise to all sorts of practical applications, but which can never arrive at any real conclusion. I was thinking, rather, of the way in which Nature operates - through the successive living stages, each having its own particular essence, by which forms pass from the seed to their full flowering, and from thence return to their original unity. I did not know at the time that what I was saying was entirely traditional. And I was very happy to learn it later from someone who, unfortunately, is very little known by our specialists in the history of mediaeval architecture or by our professional aesthetes - Ananda K. Coomaraswamy, assistant curator of the Museum of Boston, a truly learned mediaevalist with a profound knowledge of oriental religious philosophy. After reading my book, Form and History, Coomaraswamy, interested, sent me some of his own writings which are most remarkable. One of the first passages that appeared before my eyes was the following:

'In contrast to contemporary western theories. scholastic 
 and oriental artistic thinking requires that art should imitate nature in its mode of operation not in its natural appearances. The things that appear in works of art are what they are by virtue of determining forms or ideas embodied in them, and worthwhile judgements are impossible without an understanding of these fundamental ideas. Christian art and oriental art. in other words, are languages; post-Renaissance art is a spectacle. The aesthetic experience, then, consists of an intellectual and emotional synthesis which derives from the viewer's identification with the content.'

This encounter naturally encouraged me to continue my researches along the path I had begun to clear - on the one hand using painting as an experimental means; and, on the other, trying to reason things out intellectually, which enabled me to move the debate into a more general field in which the painter was to become the servant of Man. I readily acknowledge that what I was painting at that time was very poor - my means were very limited. I had little chance of attracting the attention of a world that was more and more wandering off in search of purely aesthetic excitements, each day more and more convinced that a work of art could only be the product of individual eccentricity. Moreover, what I said or wrote could only barely be understood even by the best-informed intellectuals, since their opinions were based on all-exclusive formulae derived from a rationalist premise that was never discussed. I was not, then, ignorant of the immediate practical consequences of what I had undertaken. But what I had already glimpsed, across a thousand difficulties, was enough to awaken a faith so strong that I was enabled, unhesitatingly, to go after it.

CUBISM - A DISTURBANCE IN THE SPATIAL STATE OF MIND

Man has a choice between two intellectual approaches that mark indelibly all the manifestations to which they give rise. The one is based on the senses, the other on the Intelligence.
 Turn and turn about they dominate Man. But they do not have an equal value. When the state of mind that is ruled by the Intelligence is abandoned to the advantage of that which is dominated by the senses, it suffers a loss that is incalculable. At first, under various disguises, the basic values of the other age seem to have been maintained. It is only an illusion. An idealistic spiritualism, more philosophical than theological, counterfeits the religious spirit. But it does not take long before it declares its real end - scepticism, which is the price to be paid by reason when it goes astray, seduced by the external appearances of things, ready to become more categorically atheist and finally to collapse into mechanical materialism. Then, suffering from unspeakable maladies of which the worst are intellectual in nature, what panaceas will we not try to lessen the agony? Perhaps it will be the insinuating argument that tries to conjure the evil away, explaining it as a temporary rupture between what can be done by progress and the as yet inadequate adaptation of man. Will it be the dangerous suggestion that so-called reason should be rejected in favour of delivering oneself up to the wildest somersaults of an indefinable individual psyche? Will it be I don't know what promise of happiness for tomorrow whose immediate effect is to produce an atmosphere of apathetic resignation that allows time to be gained? Whatever it might be, these remedies clearly show the desperate state of that state of mind that has destroyed Man though we thought it capable of realising every possibility. Above all, they show what we neither want nor are able to admit, despite all our disappointments - that all that is no more than the perversion of a different state of mind which is better able to preserve Man because it understands him and is not based on fundamental errors as to the origin and end of his activity.

However, when the change from one to the other of these states of mind occurs, it doesn't take the form of a sudden transformation. The infallibility of the doctrines is disturbed, mysteriously, together with the procedures that are recognised as suitable for serving them. Worrying contradictions appear. In the twelfth century, the end of the rhythmic period, reason based on the senses begins to question faith, which is the reward of reasoning based on the Intelligence. Nowadays - another contradiction - the scientist is alarmed, having to admit that, under analysis, matter disappears into metaphysics. The dogma that corresponds to the state of mind of a spatially based epoch is under attack. Such strange combinations of disparate elements are even more obvious in the methods used for the production of works of art. The artists are less scrupulous than the theologians or philosophers, they have less respect for established positions. Perhaps they have less of a gift than the others for dissimulation, and also people take them less seriously. There are many works of the eleventh and twelfth centuries that bear the marks of the change that is being prepared: the rhythmic technique is modified by the figures and spectacles that crowd towards the front of the scene, assuming more and more importance. During the nineteenth century, the great painters are ALL troubled by worries about the practical and technical aspects of their work. Since the time of Delacroix, schools and isolated individuals have boasted a series of discoveries which are so many challenges thrown out in defiance of the spatial technique which is now only taught in its most formal aspect in the official schools. The twentieth century has yet further intensified the contradiction, and the latest arrival, Cubism, has brought the scandal to a climax. Painting based on figures and spectacles has given way to a painting in which only combinations of planes, lines repeated in a particular order, unfolding rhythms, coloured circles that suggest rainbows, can be identified.

A great change is prefigured in these apparent anomalies. The movements and particular individuals needed to be studied in the light of their implications for the future. But what have the commentators done? Even those who were best disposed towards them were incapable of doing other than to judge them according to formulae whose limits, being too narrow, had already collapsed - to appreciate them according to particularist aesthetic conventions. Another discipline, one that had already proved its worth in the past, could, however, have been invoked - a discipline in which FORM, the basis of the painter's craft, was realised other than by drawing the way things appear to the senses. What help the commentators could have given if they had really been capable of judging these works, all made up of premonitions of the future and, therefore, of uncertainty - if they had known what the artists themselves did not know. What light they would have been able to throw on our researches if they had only been capable of explaining the irreducible difference between the OBJECT and the SUBJECT! Then we would soon have been able to free ourselves from that superficial meaning that has been given to the word NATURE.

 

A FAILURE OF UNDERSTANDING

What, then, were the consequences for the painters of this failure on the part of their guides and of the influence of the world about them? Do I dare say all that I think? I should remark that I have no desire whatsoever to minimise the talent of certain painters, which is very great. I am putting the question solely with regard to the idea - still vague and undefined - which has been making use of painting and which I wish to isolate as having been the operative factor at work in all our collective efforts. With regard to this idea, we have to admit that few of the Cubist painters have remained faithful; most of them have preferred, to the sacrifices it demanded, those immediate rewards which all the resources of their talent legitimately led them to expect. The disconcerting appearance of the paintings of the ten or twelve earliest years prepared the way in circles which, ever more worn out and exhausted, were searching for new sensations at any price; and this led certain of the very first Cubist painters to slide into an exaggerated subjectivism. What a contradiction between the direction proposed in the first efforts, which clearly envisage the OBJECT, and that of the works of the present day in which the talent so liberally displayed is once again put to the service of conformity to the SUBJECT, despite the ingenuity with which it is travestied or reduced to an abstraction.

It is because they were not supported in their efforts that most of the Cubist painters abandoned the dangerous path on which they had set out at the very beginning of their careers. Who really believes that the U-turns made by one or the other of them are signs of independent-mindedness and initiative? No. It wasn't through lightness of heart that the team that existed at the beginning, that had common ambitions and a common hope, broke up; rather it was under the pressure of destructive influences that worked on individual temperaments which were easily excited and therefore all the more susceptible to losing the sense of discipline. The absence of real intellectual masters, initiated into an understanding of the truth and imbued with a sense of responsibility, was the real cause of the many abandonments and defections which occurred among the painters, more intuitive than deductive by temperament, more inclined to follow their own impulses than to submit to the discipline of reasoned argument. Nothing is more clear and easy to accept than that certain researches must begin by passing through a period of heroic disorder; but, sooner or later, method must intervene if they are to assume an order and thereby realise their fullest worth. Otherwise the initiative runs out of steam and, consciously or unconsciously, the researcher, dissatisfied, returns to well-established forms, even though his faith in them has long since been dead. For his part, the critic feels freed from the sense of anxiety that Cubism had provoked. Having already proved himself incapable of uncovering the idea that was beating out its path through the different living schools that followed one another during the nineteenth and twentieth centuries, he now just adds Cubism to the list and retains from it only certain individual names on which to exercise his imagination and his own talent as a writer.

And that is why, on the other hand, there was only a handful of Cubist painters who felt that they had sufficient reasons for refusing to abandon their first researches, for following them through against the winds and the tides, and for drawing out of them the most general and human conclusions possible. Were they arrogating to themselves certain privileges forbidden to painters? There has been no shortage of people prepared to say so, but nothing is less certain. History provides us with conclusive proofs that painters are sometimes able to rise to the level of Man without thereby damaging their art. On the contrary, they serve it even better in giving it an authority and power that it cannot embody if it is absorbed in superficial aesthetic pleasures or individual fantasies. And it is thus that we can justify the writings which have appeared under the names of painters together with their works - writings in which practical discoveries appear side by side with clarifications advanced in the form of theory. What could be more unjust than this label 'theorist' thrown like an anathema against the painter-writers? In the mediaeval rhythmic period, one who knew said: 'Theory is better than practice as the Intelligence is better than the body'.
 In the guilds of that time, the master was the one who knew the theory as well as the practice; the guild-member knew only the practice; the apprentice, finally, knowing nothing, aspired to learn everything. Is it by forgetting these truths that we have achieved the progress on which we congratulate ourselves and thereby multiplied the quantity of the 'masters'?

OBJECTIVITY OF RELIGIOUS SPIRITUALITY

The rhythmic periods are radiant with spirituality. We must be careful not to understand 'spirituality' as a sort of philosophic spiritualism more or less coloured by idealism; it is not thus that we will be able to escape from materialism, which is the inevitable end of that intellectual attitude that recognises reality only in what comes to it via the senses. We must give it its exact meaning, religious in the traditional sense of the term. For us, Frenchmen and occidentals, it is Christianity that is the religious reality and sole traditional spirituality. Since tradition is older than Christianity, as the beginning of the world is older than Christianity, Christianity was prefigured in everything that preceded it. Christianity radiated spirituality up to the day on which we stopped building the cathedrals, up to the day when the ARCHITEKTONIKE, who possessed knowledge of the sacred, gave way to the ARCHITEKTON, who knew only how to construct secular buildings. From that moment onwards, the West passed under the domination of whatever was accessible to the senses. A period of preoccupation with space began, with its illusions, its seductions, its splendours that dazzled without ever satisfying, with its inability to conceive of reality as anything other than dead matter, a tendency which, as the illusions vanish, no longer seeks to conceal itself.

Religious spirituality is objective. It is not deaf to the siren song produced by the vibrating antennae of the senses responding as best they can to a world whose reality as 'object' is inaccessible to them. But it is able to distinguish between that which appears to be and that which is. It knows how to free itself from the one in order to submit to the other. It does not mistake the path that descends for the one that rises. It does not mistake observation for experience. If a body manifests life, it is not so naive as to think of life as existing only in the body. Thus it is constantly concerned with Man, of whom the individual collections of dust are only reflections. The religious spirituality is able to distinguish the intensities of light given forth by the one and by the other. To help them to develop their qualities as far as the light that is unique and undivided, it ranges them in the right order and establishes a hierarchy in which each rank is given the role of raising up to its own level the rank immediately below it. Having no illusions about the natural inequality of the one or of the other, it tells Man what his duty is. It does not see culture as existing in a multiplicity of dead ideas but in those principles of identity that are affirmed by every movement that has life in it. It says to everyone 'Know thyself. Act.' It has summarised its whole teaching in these captivating terms: 'God made man in His own image'. God, the supreme object and the supreme living reality, transcending all the objects which are His images. If man should realise objectively what he is he will have found the royal way which, from step to step, will lead him towards the object, the object of his last end and of his eternal life.

 

OBJECTIVITY OF THE RELIGIOUS CRAFT

To realise oneself objectively is to be at once cause and effect - the contrary of those fantasies of subjectivity which are neither cause nor effect. The potter, the cultivator of the soil, the traditional painter, the sacred architect, act by virtue of common principles. They act, approaching their work in the same manner. They have the same stopping points on the same road that goes to the same destination. One can, in knowing the one, get to know the others. The person who makes a pot is not less than the person who builds a cathedral. Humble or proud, the value of everything is measured according to the degree of its quality. The spiritual work is not dependent on exceptional intentions. It is all simplicity and is nonetheless resplendent. It is popularly based even as it respects the hierarchy. What can be more modest and at the same time greater than the wall-paintings of Saint-Savin, of Montoire, of Berzé-la-Ville? Can we for a moment compare their objective spirituality with the subjective spectacles, marvelously arranged as they may be, of a Raphael, troubled soul whose short life was a failure to decide between Giotto and Michelangelo? Or with those of a Rembrandt, whose methods of chiaroscuro array his subjects in the most majestic effects of light, but cannot give birth to the light itself?

No. The spiritual technique has no need of formalities. Aspiring to live, it will use simply the situations of everyday life. Simply and with authority. The person who enters into it will adapt himself to it, appealing to his own personal experience, to his own daily work which has revealed to him its living realities. They are already there, at his own level, in his own body, in the beating of his heart, in an irresistible longing to go beyond himself. Isn't the pot made by the potter already integrated into the pattern of his life? It is not a representation, nor a spectacle. It is a real object which no-one can misunderstand. The wall painting centred on the image of the Head of the Church, or that made up of a combination of interlacings; the church where the Christian goes to gather himself together, that is to say, to centre himself on himself; are equally integrated into his daily life which derives from them a joy and a more intense reality which, in prayer, opens out and expands in a living light, a pure rhythm, a single form.

The relations between the artist and 'nature' can only exist if, when we talk of nature, we mean only its external effects. When we understand nature through its mode of operation, there is no longer any question of relations but rather of acts and of organic connections. The work is religious, RELIGARE - to bring together.

During the religious periods there is, consequently, a religious technique, held in common by every part of the whole diversity of human acts. It requires an apprenticeship in the course of which particular secret knowledges are passed on as tangible, intelligible realities. ARS IMITATUR NATURAM IN SUA OPERATIONE.
 That which is destined for everyday use is not fundamentally different from that which belongs to the sacred. In DOING, nothing is confused and everything is order and subordination.

 

A TECHNIQUE IN HARMONY WITH NATURE

What, then, are the steps followed by this spiritual technique, by this technique that imitates nature in its manner of working?

Life is the harmonious opening out of a seed. The living work is a germination. The seed has a knowledge of what it will be and its liberty is its ability to be what it must be. If the seed is separated from its destiny, its liberty can only be a bondage. It is the same with the worker, who is the seed of his work. When he undertakes it, he knows what it is, and his freedom is to realise it as perfectly as his abilities enable him. When the worker loses the knowledge of what he is doing, his work becomes a bondage. The worker is the centre of his work: that is the nature of the seed. He is at first the unmoving extension in the nature of the space of the work to be done. He acts. Then his gestures which, entering into the formlessness of his chosen materials, awaken them to the regular repetition of the cadences, impose on them different directions, change the effects of their extensions, multiply, by linking in a regular, measured fashion, those cadences that belong to the nature of time. Right up to the point at which the interweaving of space and time, of inertia and mobility, have realised the unity that had been planned in advance, the RHYTHM wished for, the FORM envisaged.

In a few lines I have tried to outline the technique of the traditional periods of history. An artisanal technique, deeply moving in its simplicity. A technique developed through action, unlike the procedures of those spatial, classical periods which only develop in reaction to external stimuli. A technique that can be turned to any purpose and that has the power to adapt itself as easily to the everyday as to the liturgical. Think, for example, of the 'Christ in Glory' of Saint-Savin-sur-Gartempe, from the twelfth century, a painting with a grandeur and simplicity of means, a clarity in its 'doing' and in its 'saying' which cannot be separated one from the other. What an object realised, to achieve the sacred with such apparent facility. The figure of Christ is the centre of the painting, the principle at the heart of every seed; its extension defines the undefined space of the wall. A word in passing. In the twelfth century, the representation of Christ had the effect of helping to advance that Nominalist realism that, during the course of the following century, was destined to triumph over the traditional, transcendental realism. Nonetheless, everything in nature's mode of operation is still respected. The figure opens up; in entering into movement it becomes an interplay of different currents; the folds of the robe give way to regular spiralling waves; they agree to die in space to be raised again in time; the individual that is shown in the undefined and finite moment is gently turned to the lasting and willed continuity of the person. The cadences become more urgent, the waves stronger, the determination to proceed holds firm, and a diadem of concentric circles overwhelms the image, which is reduced to being a vague memory - right to the point at which the transfiguration is realised, the cadences have achieved their end, the waves come together in the last of the circles, the perfect rhythm, the unique form, eternity. The Resurrection in glory of time and space. The halo is a result of the same operation. It is the fulfilment of the figure pre-ordained in the shape of the head; in its circularity, it spontaneously dominates the eddies of the cadences that have been generated by the different directions opened up by the extensions in space. Ever so subtly, it adds an element that troubles the supreme purity of the rhythm. The halo confirms the gloriole and blends with it unhesitatingly.
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Illustration from Albert Gleizes: Homocentrisme, Moly Sabata, Sablons, 1937 and Association des Amis d'Albert Gleizes, Ampuis 1997
 

MEASURE-CADENCE-RHYTHM

In my Homocentrism,
 I analysed the 'Christ in Glory' of Saint-Savin, drawing attention to the order of the natures which make it up. How else can we enter into a technique which imitates the operations of nature and understand its language? Have we the nerve to imagine that it can be done without totally renouncing the point of view that corresponds to the content and overall form of the paintings of the Renaissance? And in understanding its religious nature as a superficial detail that has no influence whatsoever on its formal structures? What errors such impertinence has already caused and will continue to cause! Following his religious formation and also his own experience as a worker,
 the Christian craftsman or peasant of the twelfth century knew how to rise to the level of such work. He did not reverse the order of his work - a journey whose final end is God. But the learned intellectual of the present day, by contrast, is completely ignorant of all that because his formation has been different and, consequently, does not enable him to see the same things. Worse, because he is thoroughly convinced of the inanity and sterility of religious teachings, he thinks that the symbols and signs employed are irrelevant to appreciating what is really valuable and important in the act of painting.

Reduced to its simplest, the spiritual practice which is built on the basis of the different planes of reality known to Man, may be expressed as follows: measure, cadence, rhythm. The order is determined by their autonomy and succession. Measure results from the body which gives rise to extension. Cadence results from the temporal soul which gives rise to the memory and to the future. Rhythm results from consciousness which confers on the soul the ability to judge the form that is derived simultaneously from the immobility of the measure and from the mobility of the cadence. The form is the OBJECT which is enfolded by the rhythm. The measures are infinitely variable, as are the cadences. Only the rhythm has a unique, transcendental archetype. In practice, so far as painting is concerned, it is the pure circle which prefigures it through its perfection and its oneness. It is the mediator between earth and heaven. By virtue of the flexibilities of the circumference, through the harmonious coming together of the measures and the cadences in their infinite combinations, one can endow the rhythm with appearances that can be renewed infinitely. The beauty is in the rhythm. The colour, organised in measure and in cadence, confers on it a fullness that is nothing other than light. Let us say finally, to clarify what must be understood by rhythm, that the rhythm in the circumference is the fully realised form. If it is not total, it is a thing of no consequence. Too many curved lines have been put to work that are said to be rhythmic, and that are not without a certain interest, but, by the mere fact that they are open, which is to say that it is impossible to know where they come from or, more to the point, where they are going, all that they have of rhythm is the name, since rhythm is organic, OBJECTIVE, while everything that is incomplete, hanging in the air, mere opinion, is SUBJECTIVE and incomprehensible .

The 'Christ in Glory' of Saint-Savin is hieratic, directly under the authority of the sacred. Its measure, cadence and rhythm proclaim the divine creation. But the spiritual technique is able to speak a language that is less sublime. It has in its own nature the gift of languages. We can find convincing proofs in Saint-Savin itself. In the scenes of the Apocalypse, the characters and animals which are represented, situated in space, are developed into mobile time through the activity of circular cadences skilfully placed and distributed. The interlacings of the paintings on the pillars attract the eye and compel it to put in action its mobile nature, thus reaching as far as the soul which, given the opportunity to fulfil its own nature, meditates, contemplates and rejoices. Here again we may regret that the commentators have seen nothing in these trampolines for the spirit other than clumsy aesthetic experiments and rudimentary decorative paint work. When one knows from what criteria they derive the basis of their judgement, one can hardly be surprised.
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'Measure, cadence, rhythm'

Illustrations from Homocentrisme
 

TRADITION AND CHRISTIANITY

This spiritual, religious technique, of which the examples I have given are taken from Christianity, belongs to tradition insofar as tradition goes beyond Christianity, as the beginning of the world goes beyond our particular age. The evidence is before us which outweighs all the arguments. It is that which explains those mysterious carvings on numerous Celtic stones, in France, in Ireland, in Scotland, and more or less everywhere in the West where concentric curves interweave endlessly. In my book Form and History, I have given numerous examples of these graffiti that have until now seemed to be inexplicable. I have even shown the undeniable identity of construction and of spirit which exists between the combinations of cadences and rhythms of a Celtic stone found at Gavr'inis in the Morbihan and the cadences and rhythm of the 'Virgin with Angels' of Cimabue which is in the Louvre Museum. When one knows that this technique derives from the imitation of nature in its manner of working, everything can be explained and understood. There is nothing about such correspondences that is out of the ordinary.

It is this that we find, just as we do in our Romanesque sculptures and our mediaeval wall-paintings, in a host of works which show the same spirit in the East. I have presented analyses of these in Form and History and in Homocentrism. The parallel is striking and easy to explain.

Let no-one accuse me of wanting to be too syncretic. There is no question here of an intellectual thesis but of certain objective realities. It is the works that bear witness, and with such eloquence! Is there any reason to complain if the states of mind which gave rise to them, stimulating the same techniques, should, for all their differences, be seen to have much in common? Do not the religious, Catholic works of art produced from the Renaissance to the present day evoke unavoidable analogies with the works of art of the classical ages of Greece and Rome? Do we not find in the East also, starting from a particular moment in time, works which bear a striking resemblance to those of the Renaissance and of the Hellenic and Roman classical periods? To state as much is not to express any desire to bring about a confusion between differing philosophic doctrines. It is not any offence given to the truth if we say that the explanation can be found in a common attitude derived from an identical state of mind. In fact it is truth itself that demands that we recognise by their characteristic signs the manifestations of the RHYTHMIC PERIODS and, equally by theirs, the manifestations of the SPATIAL PERIODS, which always resemble each other in all places in all ages.

FROM THE RHYTHMIC TO THE SPATIAL IN THE TWELFTH CENTURY

The contradictions that disturb the principles of an officially recognised technique, their persistence and their ever increasing vigour, are the signs by which a decisive change in the state of mind of an epoch can be recognised. The transition from a rhythmic period to a spatial period - from a state of mind that understands nature in its manner of working to a state of mind that understands it only in its effects - can be seen in the disturbances undergone by the techniques of the different crafts. In the twelfth century, we see the growing importance, and the individualisation, worked out on the basis of principles derived from antiquity, of the figurative elements, which, more and more, tend to evoke the appearances of things as experienced by the senses. Although the rhythmic technique is never questioned, it never ceases to dominate the work, the scenery in which the action takes place begins to attract the painter's or the sculptor's attention more than it had in the preceding centuries. Already, the representational elements are derived more from observation than from memory, which had previously been all that had been needed for the evocation of sensible images, considered as accessory and as having to be deprived of seduction and charm so as not to hinder the movement of the soul towards God. In the twelfth century, this law is still respected and no-one thinks of questioning it. But, all the same, no-one protests against the ever more lively advance of the figurative aspect and of its appearances which are ever more accurate, offering an ever greater satisfaction to the senses. The Kings of Judah on the royal doorway of Chartres are outstanding proofs! 

They are marked by the last rays of a light that is fading. In the twilight that is on its way and which is all the more developed in the thirteenth century, the figurative appearances are enough to show that the pact has been broken. The rhythmic technique, with its successive stages harmoniously arranged in a hierarchy of values, is no more than a memory. Barely does this memory convey a certain nobility of style to the effigies that are drawn wholly from the spatial technique, the exact expression of the state of mind that is in the ascendant and that will, more and more, be governed by the senses. The proof can be seen in the difference between the figures of the royal doorway of Chartres and those of the lateral doorways. Later it is still possible from time to time to find reminiscences of the rhythmic technique. They can be found even in the fifteenth century - the Virgin in the Rainbow in the Triptych of the Master of Moulins, for example - but its period of domination is certainly past, and that of the spatial period is well established. In the thirteenth century, the period of the Summa (which attempt to settle accounts with the earlier period), Saint Thomas, writing on the problem of religious art in his Summa Theologica, recalls the old order and reveals nothing of the thinking behind the art of his own time, which is, more and more, freeing itself from the traditional, Christian, popular and, as such, metaphysical technique. What St Thomas puts down on paper is what was taught by word of mouth and through practice in the workshops of the preceding centuries and, in doing this,he is at one with all those who are doing the same thing in other fields. Étienne Boileau, who writes down the statutes of the corporations which, up to that point, had been passed on by word of mouth; Vincent of Beauvais, author of the Speculum Maius in which all the reflexions of a caste of mind which has already disappeared into the past are fixed and frozen; there are many others also, drawn to the same task of retrospection, but it would be unwise to regard them as representative of the mind of the thirteenth century, which is already engaged in suppressing the religious tradition and entering upon an opposite path which is orientated uniquely by the requirements of the senses.

This transition from the rhythmic technique to the spatial technique did not take place behind closed doors. The moment one becomes conscious of the two casts of mind which alternate regularly through the history of human civilisations and of the technical principles they determine, one can recognise, each time one comes across them, the marks of the transition from one to the other. Nothing is more instructive in this respect than the album prepared by Villard de Honnecourt, an architect who lived towards the middle of the thirteenth century. Certain leaves - plates XXXIV, XXXV, XXXVI - show strange figures which are born, not from the self-assured imagination of the master-builder, but from his doubts and aspirations. 

Here we see him trying to justify logically what has been demanded by the new position that is being adopted as the basis of his work - the position which puts that which can be appreciated by the senses in the dominant position; and his justification cannot satisfy him until he is able to evolve the new technique out of the conditions imposed by the old; the sketches of translation/rotation,
 of surfaces and lines which are very geometrical in their nature, relegate the cadences to the background of the construction without, however, doing away with them. As for the rhythm, the form is born out of the geometry, taking advantage of the possibilities it offers, and one sees the emergence of figures - unadorned and greatly simplified - images which, without too much effort of the imagination, can begin to assume all the appearances of the things of the world.

The further we move away from the twelfth century the less important become the cadence and the rhythm in their own right and the more stridently the spectacle is asserted. All that remains of the spiritual technique based on movement is, perhaps, the continuation of a certain agitation evoked more because the eye still needs it than because it belongs to the logic of things. This is what explains the multiplicity of perspective points in a single painting which the commentators of the future, by reason of the premises on which their thinking is based, will see as proof of ignorance because it looks like a first clumsy attempt at that science of perspective which, finally, in the fifteenth century, was to adopt, definitively, the single perspective point.
 At that moment we can say that everything of the rhythmic technique has been lost, right down to the objective manner in which it arranged the space of the painting. In fact, in a spiritual, religious painting, it is the wall itself that constitutes the space; the extensions and divisions made by the planes and lines change nothing of what is already there, supporting them. They organise its time into cadences; the eye runs over the surface like the legs of a walker going from place to place over the plane surface of a particular piece of ground. The transformation of extension into rhythm is real, objective; it can be seen and touched. Of quite a different nature is the space of a picture that is offered as a spectacle - subjective, based on nature considered only in its effects. Single point perspective will stop the man who enjoys going out for a walk in his tracks. It demands only a spectator. The wall crumbles and a hole appears in it. Don't move, otherwise the illusion will vanish. The Renaissance has cast over its walls marvellous spells to hypnotise the senses. It was the songs of the siren that carried all before them. The West dreamed without sleeping an extraordinary adventure in space. Real life, it seemed, was only now about to begin. The past became a dead letter and even just to remember it was frightening. But, after a thousand troublesome ups and downs, of hopes too often disappointed, after having often thought that one was on the point of reaching the longed for object and having seen it vanish in the unreality of a mirage, have we not now reached the point at which, at the very basis of this state of mind, troubling contradictions are beginning to appear? They can be seen everywhere, disturbing everything, whether it is in philosophy or in the sciences or in the arts. Might it not be that the time is come when the classical age based on space must give way to a new age based on rhythm? In any event, the transition will not be sudden. The change will take place more by insinuation than by any abrupt transformation.

 

FROM THE SPATIAL TO THE RHYTHMIC IN THE TWENTIETH CENTURY

Once we have understood the nature of these two techniques, we can begin to see many signs of such a process of change in the disorders suffered by that spatial technique which is still the basis of the instruction given to painters - to all painters, to those of an academic turn of mind as much as to the rest, to those who pretend not to like such methods and think they are free of them when all they have done is take a few liberties with respect to them. Certain small disturbances, more serious than they seemed to be at first, took place in painting throughout the nineteenth century. They appeared in the work of that century's best painters. A tendency to renounce the spectacular side of the painting in favour of craft values, to apply the colour according to scientific principles, to make of the painting an object, to raise easel painting up to the level of wall painting. All Cubism did in the twentieth century was to accentuate such indications at the same time as, helped on by circumstances, it became a possible means of realising the IDEA, still nebulous, which was striving to assume a positive form. An idea that implied everything that had been forgotten at the time of the Renaissance and which truly involved Man, in his totality, with his differing natures and his destiny. An idea that, in the compost of the spatial period as it rots, was to bring on the seeds of a new rhythmic period.

As far as the idea is concerned, the very first phase of the history of Cubism was of negligible importance. It was still casting sideways glances at Ingres, at Raphael, at the Renaissance. It was conformist and not moved by any very radical impulse. A twist of the helm and all eyes turn in another direction. Another phase begins, more interesting. Single point perspective comes under attack, the 'subjects' are divided and shown from different points of view. The painters begin to talk about the 'total image',
 a vague intuitive awareness of the 'object'. Multiple perspective was in itself a protest against painting defined as an art based on space, that is to say, static. An aspiration towards mobility begins to appear and to appeal to the eye. The eye is required to enter into that collaboration which is necessary if it wishes to emerge from the torpor to which it had been reduced at the insistence of the single point perspective of the Renaissance; painting makes a legitimate claim to be regarded as an art of time. Without its having been consciously intended, is there not in this choice an analogy to be drawn with the multiple perspective which is regarded as an object of reproach among the painters of the fourteenth century? Starting with an understanding of time divided into cadences, the painters of the fourteenth century turned to a time divided according to natural appearances. The Cubists, starting with the static space of single point perspective, also turned, in order to break away from it, to a time divided according to natural appearances. A new phase was about to begin, a period of concentrated research into the OBJECT. Abandonment of images and attempts at a formal organisation using only the means afforded by the picture plane. Breaking up the plane into surfaces of different sizes reduced to geometrical forms. Sometimes certain indications of figures appear in this assemblage, obtained with the help of a few lines and several suggestive points. In the following stage what has just been acquired is accentuated. The means are perfected which eventually, will enable the realisation of the objective painting. First realisations of combined translations and rotations. The painters Juan Gris and Jean Metzinger are the first methodically to formulate their use. By the combinations to which they give rise we come back to the studies which I have just discussed of Villard de Honnecourt. The parallel is so clear that it struck visitors to the exhibition of manuscripts held in the Bibliothèque Nationale in 1937. I remember hearing someone exclaim in front of the sheets that were exhibited: 'Cubist drawings!' This remarkable similarity derives from the same state of mind. Villard de Honnecourt started from rhythm, but he did away with cadence - that is to say, with number; and so, to make drawings of the images and spectacles of nature which would appear to be logical, he passed through a stage in which he was interested in geometrical figures. The Cubists, going in the opposite direction, with a confused feeling that images did not hold the solution to the plastic problem - still at this moment searching blindly to make contact with the rhythm - reached those austerer regions of geometry in which the images of things seen in nature disappear.

I think that the transition from the spatial period to the rhythmic period has now been explained sufficiently clearly that there is no need for me to insist on it further. The signs can be seen in the conflict that is taking place between what belongs to the one and what belongs to the other. What occurred in the past is being repeated now in front of our eyes but in the opposite direction. And for any thinkers who are truly free there is material there for thought. Cubism, then, is something other than just a collection of painters. In it, there is AN IDEA which has been suppressed and which, since the nineteenth century, has been working its way through painting, attempting to emerge again into the daylight.

We could stop the history of Cubism at this moment at which translation and rotation have been formulated and applied methodically, since it is very shortly afterwards that the initial team breaks up for good. Cubism realised everything that it potentially embodied. That is a lot, but it is not enough. Neither for the idea, which is not yet sufficiently revealed, nor for the painters, who are not satisfied with translation and rotation. Their talent demands more. Since the commentators did not come to their aid, certain Cubist painters gave up and, by means more or less devious, returned to the image. All that was left of the researches in which they had engaged was a state of unbridled subjectivity. But there are many who will continue to serve the idea and, step by step, try to understand its requirements, willing, in order to do so, to dim the bright lights of their talent.

 

ROBERT DELAUNAY AND THE RECOVERY OF FORM

An element which will be called upon to play a role in the resolution of these problems has existed since 1913 - the rainbow. Robert Delaunay was the first to recognise its importance. Robert Delaunay, who died prematurely only two years ago, who has been thoughtlessly forgotten, and whose energetic temperament was better suited to colour than to the elaboration of form in drawing, painted since 1913, basing himself on the principles of the colour circle, canvasses in which rainbows danced and interwove with energy and vigour. Certainly, Delacroix, the Pointillists, the Nabis had seen the value of the colour circle, but they could only use it indirectly because they had to subordinate it to the spectacles and images of conventional drawing. Delacroix saw and understood what could be got out of it, plastically, by presenting it crudely, as the representation of a rainbow. The researches of the Cubists, being more intellectual and more abstract, could not be reconciled, above all at the point at which they found themselves at that time, with the exuberant turbulence of what was offered by Delaunay. That is why for ten years it seemed that no coming together was possible, neither for Delaunay nor for the Cubists. But as the possibilities of translation and rotation were developed, the need to go beyond them made itself felt.

Once surpassed they turned into circular, concentric movements. And it was thus that what had long seemed irreconcilable came together by virtue of belonging to the logical development of FORM. On one side the development of Cubism properly so called, starting from the SUBJECTIVE picture space of the Renaissance, created by perspective, to finish with an OBJECTIVE picture space derived from the totality of relations between the extensions chosen ON the plane surface of the wall. On the other hand, Robert Delaunay's anticipation of the moment at which the aspirations of the translations and rotations could be resolved. The difficulties, which had seemed insurmountable, opposing what was sought for by the Cubists and what had been realised by Robert Delaunay, disappeared. Colour and drawing became inseparable. Static colour relations corresponded to the measures; their development round the colour circle corresponded to the cadences; and the rhythm found its fulfilment in light, of which the resonance was given by grey, the fullness of black and white. Through the rainbow, the cadences, liberated, were able to affirm the totality of their nature. Around the central construction, based on preparatory combinations of translations and rotations, they gave rise to a crown of concentric circular movements which achieved their realisation in the rhythm. The object is thus reconstituted in its integral nature. The idea has emerged into the daylight. We can now see it clearly. It is not new, even if it really and wholly constitutes a revolution. Revolution: revolvere - to change - to integrate - to restore. It is the key to understanding the rhythmic, ascending, religious, traditional epochs of human history. It stands in total opposition to the subjectivism of the spatial periods.

The crown of concentric circles which Robert Delaunay used with ingenuity and passion became the normal means by which the combinations of translation and rotation could be resolved; and this is the means by which painting can rise to the highest level of the rhythmic technique. The analogy with the glorioles and halos of the Christ in Glory at Saint-Savin-sur-Gartempe is flagrant, also with the spiralling undulations of the oriental sculptures of the earliest periods, and with the lines organised in successive waves that we find on the Celtic stones. In the course of its researches, Cubism, in the service of an idea, has shown clearly, in the different stages by which it has passed, in a way that is unquestionable and in an order whose validity is strikingly evident, the transition from the spatial - classical - technique to the rhythmic - traditional technique. Against a state of mind dominated by the senses it opposes a state of mind dominated by the spirit. The secret of the spiritual work lies in the rhythmic technique, not in the adoption of more or less stylised attitudes. It lies in the object not in the subject.

At the time when I wrote Painting and its Laws: What should come out of Cubism, it was still possible to entertain some illusions about the future of the West. Is it still possible today? Now that it is no longer only in the spheres of artistic and intellectual activity that the contradictions at the heart of the materialist, spatial principle are felt ?

'THE RETURN OF AN IGNOMINIOUS SPIRITUALITY'

The pursuit of the IDEA, which Cubism seemed the latest to embody, has not been in vain. It has produced a traditional, objective technique. Universal and religious, it can only hope to find its full application in the service of a community that, itself, has also recovered its traditional principles - the sense of the Divine, consciousness of the human, a knowledge of objective reality from which derives a right appreciation of measure, of cadence, of rhythm and of their practical applications; in a word, all the religious, Christian values. We are not yet there; but this is what seems to be prefigured in the convulsions with which the world is shaken at present. Let us have confidence and hope, despite the violence of the storm.

And while we are waiting, let us try to improve - by which I mean to realise ourselves as far as possible at the stage we have reached and with the means we have at our disposal. Painters who are persuaded that we have some parts of the truth, let us act in such a way as to increase them, through a work that is disinterested. The rhythmic technique has not yet been used as it could be. So far, we have gained little enough from it. We must continue and try our own experiments with it. For it is essentially human, from the fact that it allows us to realise the object, which is the whole man. To make is something other than to speak. To act and to comment on our impressions are opposites, as are form and the figure.

From an engagement of this sort, convincing works can emerge, varied according to the different gifts, knowledge and quality of the painters. As useful for himself as for those who, full of good will, look at them with the desire to enter into them. 'Enter into them' is certainly the word. We cannot keep our distance from such works as we are obliged to do with pictures based on perspective space. We are compelled, by the action of our sight, reclaiming its prerogative of movement, to follow the different directions they offer to the mind. The individual soul finds in them its own recollections and out of these are born meditation and contemplation. Measure, cadence and rhythm have more to offer the mind than the exterior, spectacular appearances which, speaking only to the senses, can only engage the lower intellectual and emotional faculties.

Before 1914, one of our most determined enemies, in a moment of particular lucidity, declared that the reason for his detestation was that he saw in us: 'the return of an ignominious spirituality'.
 I admit that at the time we derived no satisfaction from this remark. We had too many inhibitions with regard to any kind of spirituality. Now I am obliged unreservedly to admire our enemy's clairvoyance. I have so many reasons to forget that he intended it as an insult and to remember it as if it had been offered as a homage.

                                               'Les Méjades', Saint Rémy de Provence, December 1943

� Albert Gleizes: La Peinture et ses Lois, ce qui devait sortir du Cubisme, Paris 1924 and in La Vie des Lettres et des Arts, vol xii, n° 5, nd [1922 or 3]. English translation, Painting and Its Laws, Francis Boutle publishers, London, 2000.


� Albert Gleizes: La Forme et l’Histoire, Jacques Povolozky, Paris, 1932.


�  Albert Gleizes: Le pouvoir des mots-clefs, Association des Amis d’Albert Gleizes, Ampuis, 1993. Extract from Gleizes: Souvenirs. English translation, Key Words, ibid, 1995. And ibid:  Albert Gleizes en 1934, Association des Amis d’Albert Gleizes, Ampuis, 1997. Extracts from Gleizes’ Souvenirs. English translation: Albert Gleizes in 1934, ibid. 1996. See also ‘Souvenirs: le Cubisme, 1908-1914’, Cahiers Albert Gleizes, Association des Amis d’Albert Gleizes, Lyon, 1957. Reprinted, Association des Amis d’Albert Gleizes, Ampuis, 1997. All these items should appear in time on this website.


� de Montrond, Henri: ‘Le cadre’, Atelier de la Rose, n° 9, March 1953. Reprinted in Gleizes et al: La Fresque “L’Eucharistie” d’Albert Gleizes, Association de Amis d’Albert Gleizes, Ampuis, 1995. For more on the controversies surrounding Gleizes and 'l'art sacré' see Peter Brooke: Albert Gleizes - for and against the twentieth century, Yale University Press, 2001.


� Coomaraswamy was a friend of the English Stonecutter Eric Gill whose own ideas on art were much influenced by the Art and Scholasticism of Jacques Maritain. Both Gill and Coomaraswamy often quote St Thomas Aquinas, the representative figure of scholastic philosophy. Indeed the formula that 'art should imitate nature in its mode of operation not in its natural appearances' - ARS IMITATUR NATURAM IN SUA OPERATIONE, often quoted by Gleizes, comes from St Thomas. Gleizes himself regarded the emergence of scholasticism as a sign that the religious, rhythmic spirit had failed but we will see later in this essay that he believed that on purely artistic matters, Aquinas' views were entirely'traditional'. See the essay on this site: Albert Gleizes, Ananda Coomaraswamy and 'tradition'.


� The quotation is very typical of Coomaraswamy's thought, but I am unable to place it precisely. I have therefore been obliged to translate it from the French.


� Gleizes distinguishes between intelligence and intellect. It is the latter that is the subject of our so-called 'intelligence tests'. The intelligence, in Gleizes' use of the word, is that which is in us that is capable of entering into a relationship with God. It is akin to what, in the Orthodox hesychast tradition, is called the 'noetic faculty'. It is for this reason that I generally translate it with a capital 'I'.


� This same quotation is attributed to Boethius in Gleizes’ ‘Souvenirs' - see Albert Gleizes in 1934.


� A quotation from St Thomas Aquinas. See the earlier note on Ananda Coomaraswamy.


� Homocentrisme - Le Retour de l'Homme Chrétien; Le Rythme dans les Arts Plastiques, Sablons (Eds Moly Sabata), 1937


� The traditional 'wise ignorance of the fool' ("docte ignorance de l'idiot") which was misunderstood by the dialecticians of the fourteenth and fifteenth centuries - Note by Gleizes.


� Technical terms developed by Gleizes in Painting and its laws. 'Translation' is static, based on the vertical and horizontal, 'rotation' launches the eye into movement beginning with the inclination of the picture plane diagonally to the right and/or left.


� I have shown elsewhere, in Art and Science for example, that Cubism, in opposing single point perspective. restored to sight its living characteristics. The eye is in fact an organ which when stopped creates space and in movement creates time. It is centred and it realises extension; it senses the fluctuations of a cadence and a rhythm and it realises periodical time and continuous form. When we recognise this, we can then understand how Cubism has to a large extent helped in the recovery of 'Man' that is talked about a little everywhere these days - and that people are still searching in the SUBJECT instead of recognising him in his own OBJECT, in his role as Man, consequently as 'living man', rejoicing in all his faculties put into action. - Note by Gleizes. 


See Gleizes: Art et Science, Moly Sabata, Sablons 1933; La Presse Universitaire, Aix-en-Provence 1961. Also Art et Religion, Art et Science, Art et Production, Editions Présence, Chambéry, 1970. In English, translation with introduction and notes by Peter Brooke, as Art and Religion, Art and Science, Art and Production, Francis Boutle publishers, London, 1999. 


� The term is used by Jean Metzinger in his 'Note sur la peinture', Pan, n° 10, Oct-Nov 1910


� The technique summarised here is described in more detail in � HYPERLINK "http://www.peterbrooke.org/form-and-history/texts/spirituality-rhythm-form/~PAGEID~78CC62015858412FBDC8" ��Albert Gleizes in 1934�. See fn 3 above.


� Louis Vauxcelles in Gil Blas - Note by Gleizes
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