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Abstract 

This paper describes and supports the development of the thesis exhibition, The  

Smallest of Ponds Becomes an Ocean. The challenge of communicating the artist's past 

experience through the construction and development of her visual ideas throughout the 

two years of her master's program to the viewer is undertaken. Having had the 

opportunity to research and develop the fly motif through three prior installations has led 

up to the most current ideas and work to date. Reading and looking at other people's 

research and regard for the fly, has helped inform my visual concepts. This support paper 

is an autobiographical account of the artist's process in the M F A program, and all that 

has contributed to her research through the course of the two years. The results being, the 

creation of "Small&Infinite", "The Bug", " A Lotus Dream", and the current master's 

thesis exhibition, "The Smallest of Ponds Becomes an Ocean". 
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Epigraph 

As we've become increasingly separated from nature in urban settings, we have come to 

believe that our intellect, manifested through science, empowers us with the capacity to 

understand and control the world around us. 

David Suzuki and Holly Dressel, From Naked Ape to Super Species 

The processes of making art as much as the finished work have brought countless artists 

the welcome sense of being in communion with nature, thereby realizing one of 

humanity's oldest hopes. By means of art, gifted individuals have put nature into a more 

personal or perfect order, offered poetic hopes for an ideal ecology, or realized intuitions 

of a great disorder. 

Albert E. Elsen, Purposes of Art 

Creative thought is forever precious, and all knowledge has value...we must understand 

nature, both around us and within ourselves, in order to set humanity on the course of 

self-improvement.. .observe the world around you as it truly is, and reflect on the best 

means of transmitting reality as you have experience it; put into it every fiber of your 

being. 

E.O. Wilson, Consilience: The Unity of Knowledge 
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I. CHAPTER ONE: INTRODUCTION 

i. Introduction 

My supporting paper is a means to inform the reader of my work as an 

interdisciplinary practitioner; one who links art with science, aesthetic experience with 

knowledge, and religious philosophy with a cultural style of representation. 

My process is one that I would describe as fluid. Even though I have been 

primarily concentrating on one phenomenon, one individual form -the common insect, 

the fly— this focus has led me on many pathways. This paper attempts to trace the 

origins and development of my work, its influences and derivations through first hand 

experience, readings and exposure to the other artists' works. 

My M F A research revolves around a personal fascination I have with flies. 

Beyond the fact that I think they are amazing and fascinating insects - the fly as an 

ordinary, peripheral being, has inspired the evolution of my work. Intimately engaging 

with flies supports my visual formulation over the past two years. The fly's imprint will 

be relayed throughout the paper in discussion of "Small&Infinite", "The Bug", " A Lotus 

Dream", and the final thesis exhibition "The Smallest of Ponds Becomes an Ocean". 

i. Flies And The Abject 

During my student exchange program at the Royal College of Art in London, 

England earlier this year, I had a critique done of my work with Professor Jon Staezeker 

who suggested I read Nicky Coutts' PH.D thesis "Insedile: An Analysis of Insect 

Imagery and Mythologies". The philosophy major had written on the topic of insect 
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imagery on human consciousness throughout history that attempted to framework the 

ideas behind the image today. She begins her thesis like this, 

My research was inspired by the observation that there has been a proliferation of 
insectile images within the cultural mythologies of the late twentieth and early 
twenty-first centuries. Drawing also on examples from periods that have similarly 
witnessed an ascendancy of such imagery, the thesis attempts to unravel and 
analyse why appearances and disappearances of this imagery have occurred 
focusing in particular on recent manifestations of the insectile in contemporary 
art, film, and literature. (Coutts, page unavailable) 

Coutts' thesis on bugs and their imprint on our human consciousness analyzed the typical 

abject and anomalous characteristics affiliated with them, which the fly is related to. It 

did not surprise me that I would eventually come across research that depicted insects in 

a darker light, one often associated with disease and abominable things. Coutts' interest 

and reason for writing her thesis is summarized in her introduction thus, 

This research arose from the observation that the twentieth century saw a 
proliferation of artworks which predominantly argues that the currency of such 
imagery has facilitated the expression of complex sensations such as 
claustrophobia, alienation, infestation and revulsion...This thesis is largely 
concerned with the sinister forms: it seeks to unravel a history of insects that 
have instilled a sense of foreboding in the onlooker. As seeds of abjection, darkly 
embedded in the history of iconography, human perception of insects will be 
traced back to periods, which, it will be argued, have exerted an abiding influence 
that continues to colour our response to the insect. (Coutts, page not available) 

Through insect imagery and mythologies, Coutts' depicts the psychology of the dreadful, 

apocalyptic misery associated with insects in general and their impact on human 

consciousness throughout history. Through her analysis of the fly's imprint from the 

Plaque Years to the present day, Coutts' thesis portrays the darker associations the fly 

embodies in human consciousness to date that was revealing. 
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The presence of insects and their unnerving proximity to the human cadaver had a 
significant impact on human consciousness...The inevitable spectacle of insects 
on corpses in such sudden and large concentrations triggered a new phase in the 
ways they were represented. Previous to their association with death and their 
depictions on tombs, insects most commonly adorning the margins of illuminated 
manuscripts and Books of Hours, appeared representative of wondrous, positive 
and fascinating aspects of Nature. They were portrayed in a similar way to birds 
and flowers, as colourful, ornamental and harmless to humans. However, with the 
spread of disease in Europe, perceptions of insects shifted from largely benevolent 
to malevolent. (Coutts, page unavailable) 

I do know a large portion of society dislike and think of bugs as dirty, disease ridden, 

loathsome pests. But my work regards the fly in a different sentiment, one of piety and 

humility and sublime. The historical consciousness of flies as sinister and death related, 

continues to be stereotyped in present day. Coutts' thesis also discusses in depth the issue 

of the fly as being an anomaly, which she affirms through its ambiguous status, which 

affiliates the insect with "life and death, form and formlessness" (Coutts, page 

unavailable). Being an anomaly, abnormal, is one that is heavily associated with the fly, 

The way in which the repellent insect both evokes the visual register and 
simultaneously denies it through its constant conspiracy with disappearance also 
adds to its anomalous, repulsive appeal in contemporary imagery. The ambiguous 
status of the insect continues to cause discomfort and alarm. They remain 
fearsome messengers of a future apocalypse, straddling real and imagined worlds. 
(Coutts, 50) 

The fly in my work can be easily perceived in this malevolent way as well since I employ 

the image of this "anomalous" and "repulsive" insect in my work. But the image 

depicted in Coutts' thesis of insects as heinous and miserable is not one I hold for my fly. 

To me the fly is not about being repulsive, discomforting, or fearsome but an intriguing 

and critical body that I hope to reveal. 
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iii. The Sublime 

The "sublime refers by definition to an object, or experience that is too vague or too 

powerful to be represented adequately, either mentally or materially" (Cheetham, 9). An 

idea I have always associated with my artwork. But as a theoretical model I continue to 

investigate and learn. 

The question is not that of pleasing them by leading them to identify with a name and 
to participate in the glorification of its virtue, but that of surprising them. "The 
sublime" writes Boileau, "is not strictly speaking something which is proven or 
demonstrated, but a marvel, which seizes one, strikes one, and makes one feel." 

-Jean Francois Lyotard, The Sublime and the Avante-Garde1 

I believe working in the stream of the sublime inspires creative and provocative work. 

Aiming to elicit those states of awe and astonishment through strange visual 

combinations that Jean Francois Lyotard discusses in his essay "The Sublime and the 

Avant-Garde" is one I aspire to in my own construction and making of work; 

The arts, whatever their materials, pressed forward by the aesthetics of the 
sublime in search of intense effects, can and must give up the imitation of models 
that are merely beautiful, and try out surprising, strange shocking combinations. 
Shock is, par excellence, the evidence of (something) happening, rather than 
nothing" (252). 

Two main reasons I thought of using the fly was to dissolve the stereotypes of the 

grotesque and repulsive typically associated with the bug and for its uniqueness of 

1 From "Postmodernism: A Reader" edited by Thomas Docherty. pg. 241 
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structure. These ideas compelled me to investigate, explore and develop this imagery 

along the model of the sublime. The viewer is led into the microscopic world of the 

insect, a world that is both attractive and repulsive. I also try to use the idea between the 

micro and the macro to create an experience, which evokes the infinite. The infinite 

being one of the many "passions" cause by the sublime explains Edmund Burke in his 

text " A philosophical Enquiry into the Sublime and Beautiful". Depicting an image, that 

is both abject and beautiful at the same time in order to sublimate the abject, has me 

thinking about the sublime as a theoretical model. 

II. CHAPTER TWO: PREMISE 

i. Buddhist Influence 

Zen existence is an inseparable whole, an overall unity, in which we 
embrace and are also embraced by the whole universe 

-David Brandon, Zen in the Art of Helping2 

Buddhist philosophies and teachings like meditating on nature, shedding the ego, 

and seeing yourself as an extension of the world translates into my work on a visceral 

level. Buddhism represents a state of being that disengages our human-centric egos and 

quiets the mind in poetic thoughts. Quieting one's mind, taking in the moment, 

meditating on the unconventional nature and the Universe at large, are nurtured and 

inspired by my own Buddhist influences, which imprints itself in various ways through 

my creative visions. It is an experience for the most part, that does not attach itself to 

2 pg.51 
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words. Like Yoko Ono has said about her work, "there is an organic element in my work 

that is not easy to understand. My work is just part of my soul, but there's no linear 

presentation of it" 3. I can relate. 

ii. Pandora's Box 

The first time I employed the fly in my work, was in a poster course I had taken in 

my undergraduate degree in printmaking. A l l the students were given a word or a phrase 

that was drawn from a hat. From the selected text, we were to produce a series of four 

small prints, which would express and interpret the idea behind the word or phrase 

chosen. M y phrase was "barely, controlled chaos, working slowly by falling apart". To 

start out simply, I concentrated on the idea behind the word "control". From this I 

depicted, in one of the four, a decimated image of an ordinary, black fly on one side of 

the diptych with rice paper. On the other side was a mirror image of the word "control", 

printed in red (Figure 1-1). During the printing process the "1" on the word "control" 

ended up bleeding accidentally. This incident however, enabled me to tweak the visual 

and conceptual idea of the print. 

Accidents, which occur during the printing process, often become part of my 

work. They mark the intuitive method of my process, as well as the artist's hand. To me 

the "Pandora's Box" series is memorable because it indexes the introduction of the 

ordinary fly imprinting my thoughts. 

3 www.kaapeli.fi/aiu/onolife4.html 

http://www.kaapeli.fi/aiu/onolife4.html


Figure 1-1 Pandora's Box III, Clara Kim, 1998 
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As I grew more intrigued with the concepts of the mundane and everyday being 

poetic metaphors for the profound, the image of an ordinary fly would resurface a 

numerous more times in my work. The motif is one that oscillates from being both a 

self-portrait to one that is anonymous in space. As an image and metaphor, the fly would 

be revisited as I explored the motif through installation. 

During my student exchange at the Royal College of Art, I had the opportunity to 

hear photographer Wolfgang Tillmans, talk about his work. Tillmans said that, "bland 

subject matters" were for him "most incredibly charged". I share that opinion as well. 

The main reason I chose to work with the fly was because of the loaded meanings it 

embodied, like the mundane and ordinary, which I appropriate and make special. A 

small, isolated being, floating in unnamed time and space, was how the fly had been 

established, by the end of my undergraduate degree. 

Feeling depleted visually and conceptually, it was time to take a different 

approach. I posed the challenge to extend the fly in another engaging and stimulating 

way. One that printmaking and installation combined could possibly offer. I decided to 

shift gears in the master's program, and try my hand at combining printmaking with 

installation. 

ill. Lyndal Osborne & Cornelia Parker Inspiring Installation 

Two artists' works in particular inspired me to consider exploring installation. 

Lyndal Osborne and Cornelia Parker are attributed in motivating my decision to 

investigate the visual language of installation. 
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Lyndal Osborne was a printmaking professor who taught me in my undergraduate 

years at the University of Alberta. Being exposed to Lyndal's work, particularly her print 

installations like, "Nature of Matter" (Figure 2-1) first hand, demonstrated that being a 

printmaker did not necessarily limit one within the boundaries of traditional, two-

dimensional prints - that printmaking was being channelled in other ways like installation 

in translating the artist's intentions. Lyndal also shared, that as a result of working 

through her installations, more ideas for her prints would arise. I recalled this and 

anticipated what I could come up with. 

Cornelia Parker's work first caught my attention when her installation piece, 

"Cold Dark Matter: An Exploded View" (Figure 3-1) appeared on the front cover of the 

September 2000 issue of "Art in America". Her installations, "Thirty Pieces of Silver" 

(Figure 3-2), and "Matter and What It Means" (Figure 3-3), that were also showcased in 

the magazine, inspired me to esteem to her level of craftsmanship and visual aesthetics 

that I aspired to develop. It verified for me that installation if successfully rendered could 

support the visual and conceptual imprints, like reflection. Starting the master's program 

at the University of Calgary was perceived as an excellent opportunity for me to extend 

and make work. 

In the past two years of I have learned from the process of three, earlier conceived 

installations, "Small & Infinite", "The Bug", and " A Lotus Dream", which have 

strengthened and informed the current thesis exhibition "The Smallest of Ponds Becomes 

an Ocean". A l l four installations will be recalled and highlighted chronologically within 

the paper, in attempt to convey the ideas behind the fly's imprint. 



Figure 2-1 Nature of Matter, detail, Lyndal Osborne, 1996 



Figure 3-1 Cold Dark Matter: An Exploded View, Cornelia Parker, 1991 



Figure 3-2 Thirty Pieces of Silver, Cornelia Parker, 1988-89 



Figure 3-3 Matter And What It Means, Cornelia Parker, 1989 
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III. CHAPTER THREE: ART AS KNOWLEDGE 

i. Definition of Knowledge 

The "Webster's New World Dictionary" defines knowledge as a "[r] ange of 

information or understanding", "learning", and "the body of facts, etc. accumulated by 

mankind - to (the best of) one's knowledge as far as one knows" (336). According to 

"Roget's College Thesaurus", knowledge is related to; "[f] amiliarity, comprehension, 

recognition, appreciation; intuition, conscience, consciousness, awareness, perception, 

precognition; light, enlightenment; facts of life; glimpse, insight, inkling, glimmer, 

suspicion, impression, learning, information, skill, realize, understand, appreciate, see, 

experience; feel or know in one's bones, have in one's head, have at one's fingertips, 

know by heart, be master of, know what's what, know one's way around, have been 

around, have one's eyes open, see one's way, discover, learn, study, ascertain" (309). 

Although Art's aim, if there is one, is to provide an aesthetic experience, the 

fabrication of art is intrinsically bound up with the search for knowledge, not for its own 

sake, but as a bi-product, as a parallel method and process. In my research I have come 

across a variety of information sources belonging to several disciplines, e.g. biology, 

museum studies, philosophy, perception, and psychology. This information, which is 

nevertheless secondary, has helped me realise the importance of using a single form - the 

fly - as a focal point. What I have discovered is that it is a point at which many 

disciplines intersect. This is perhaps the central reason the fly is used, in that it evokes 

many feelings and stimulates the imagination in many ways. When I think of the fly, I 

remember the images of Salvador Dali, like his painting "Hallucinogenic Toreador" 
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Figure 4-1 Hallucinogenic Torreador, Salvador Dali, 1969-70 
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Figure 4-2 Hallucinogenic Torreador, detail, Salvador Dali, 1969-70 
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(Figure 4-1 and Figure 4-2) which is suggestive of paranoia. The fly becomes an agent of 

mental agitation, buzzing around one's head - so small yet so powerful! 

ii. The Sublimity Of Knowledge 

Art is knowledge and experiencing an artwork means sharing in that knowledge 

- Hans-Georg Gadamer, Truth and Method 

Curious to discover what had been written and discussed on the fly, I ended up 

finding a book that has been influential to my work, "To Know a Fly" by Vincent G. 

Dethier. The title and the curiosity of someone else having an interest in flies intrigued 

me to find and read the book. Although, I admit I was immediately disappointment when 

I realised it was about science, the book ended up being extremely enlightening. To my 

delight, "To Know a Fly" not only described the interesting facts and scientific 

experiments done on flies (which I later discuss), but also the scientist's absorbing 

interest and passion for his subject, he calls the "humble" fly. Similar philosophical 

thoughts I had of the fly were surprisingly poignantly expressed by Dethier, which I share 

as thoughtful quotes throughout the paper. Dethier's philosophical inquiries were for me, 

deeply enriching. He has helped articulate impressions I had found difficult to express in 

words. Having read, "To Know a Fly" by Dethier has elevated the description, 

confidence and pride I was in search of and needed for my work. It has enriched and 

broadened my awareness and sensibilities as an artist. 

There is a search and inquiry for both Dethier and I for deeper meaning and 

discovery, no matter how insignificant the research may initially seem and no matter 

what discipline it comes from. For Dethier and I, the fly affirms that the sublimity of 
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knowledge resides in and of the smallest things, which are often taken for granted. 

Dethier, claims that "[t] o know the fly is to share a bit in the sublimity of Knowledge" 

(119) and that knowledge "however small, however irrelevant to progress and well being, 

is a part of the whole" (118). Ideas I hoped to translate into my installations. 

Dethier's compelling notion, "To know the fly is to share in the sublimity of 

knowledge," has impelled the investigation and translation of my own work that has 

resulted in the creation of four installations, "Small & Infinite", "The Bug", " A Lotus 

Dream" and the thesis exhibition, "The Smallest of Ponds Becomes an Ocean". Just like 

the above definition of knowledge states, researching the fly has been insightful and 

informative, with the reminder of the sublimity of knowledge. 

iii. Scientific Influence 

Art, like science, is a record of humanity's interaction with nature, of meditation 
on matter. 

-Albert E. Elsen, Purposes of Art 

Did you know, that the fly is "being used in the search for cancer cures; as an 

early warning system for global warming and climate change; in the study of 

neurodegenerative disorders such as Alzheimer's disease and Huntingdon's chorea; and 

in understanding the genetics of alcohol and drug addition, sleeping disorders and jet lag" 

(Brookes, 9)? Or that, "everything in modern genetics, from gene therapy, to cloning, to 

the Human Genome Project is built on the foundations of early twentieth-century fruit fly 

research" (Brookes, 7)? I had not fathomed, until this research, that the fly had been 

playing a key role in advancing our own knowledge into our own biological make-up and 

behaviour. Like Dethier, Martin Brooke's suggests, "maybe it is time to take the fly 



19 

more seriously" (11). In Brooke's book "Fly: An Experimental Life", a critical look at 

the fly's scientific history and its conception and contribution in the last one hundred 

years are revealed. It was amazing to discover some of the countless study and scientific 

journals that exist on the fly today. 

Scientific studies, research and observations provide interesting material that 

have further informed and fuelled the visual relationships I have created. The 

construction of my second installation, "The Bug" is an example of this, which will be 

discussed. 

iv. Working With Flies And Malaise 

Could it be the insects stir no pity in our breasts because they are mute creatures? 
Who know their feelings, if any? Could it be that they arouse no feeling of 
kinship because their great eyes are motionless, pupilless, and stare out blankly on 
the world? (14) 

-Vincent G. Dethier, To Know a Fly 

Warren Fitch is the museum of Zoology's collections manager in the Department 

of Biological Sciences at the University of Calgary. I met Warren last fall to find out if it 

would be possible, to obtain an abundant amount of real flies without having to wait and 

catch them myself. He kindly arranged that I be provided with samples of malaise, which 

is an ethanol (alcohol) bath preserving the prolific crew of "Diptera", the scientific name 

for the two winged fly. Since then, I have pinned and collected nearly six hundred flies 

(in hope that they may be exhibited someday). 

Malaise is used in the Biological Science department for lab studies. The 

specimens are caught around the controlled natural areas of the city, like in Glenmore 

Park, Bearspaw Dam, Nose Hi l l and the University of Calgary's Ecology Reserve on 
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campus. The flytrap, which is a "tent", is designed functionally with the upper portion of 

the mesh being white and the lower half dyed black. Flies, whom naturally fly up toward 

light, move up toward the top of the tent, where a plastic bottle filled with ethanol 

overcomes them and they then become part of the malaise sample. 

When I went to pick up my first sample of flies, I did not know what I was in for. 

Warren handed me two small, jam size jars filled with what look to me to be swamp 

water filled with floating dead bugs. I was first really grossed and hesitant to sludge 

through the malaise, which the flies came jammed in. Not only did the sample look 

repulsive with all the crammed insects, the smell of malaise was offensive enough to 

make anyone's stomach turn. But I was determined that I needed to observe actual little 

flies so I could engage with them, and possibly be inspired to create something more with 

them through that engagement. I have had a great chance to look closely at numerous 

individual flies, by examining each individual one as I pulled them out of the malaise. 

At this point one cannot help but wonder with awe and humility at the order, 
beauty and complexity of the universe. (35) 

-Vincent G. Dethier, To Know a Fly 

The Fly's anatomy is an astoundingly complex and intricate system, which defies its itsy 

bitsy stature. Take for example their multifaceted eyes and their amazingly iridescent, 

delicate and light wings. M y print work "Insectile", which is in the final show, are 

homage to the fly and its wings, and the wonderful places it takes me in my imagination; 

a metaphor for a journey. 
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Flies, Warren told me, naturally fly upwards toward light, which there is no 

known scientific reason. The fact that flies naturally fly up toward light is used as a 

metaphor for my journey, particularly for my two years of research. But also, because I 

think of flies as significant creatures— magnificent and divine beings— that coincidently 

translated in my installation " A Lotus Dream". 

IV. CHAPTER FOUR: INSTALLATIONS 

The body is the Bodhi tree, 
The mind is like a clear mirror. 
At all times we must strive to polish it, 
And must not let the dust collect.4 

i. Small&Infinite 

"Small&Infinite" was my very first constructed installation for an exhibition titled 

"Non-Existence/Existence" with my colleague, Susan Fraser-Hughes (Figure 5-1). 

Having to share a rather small gallery space in the Department of Art's Little Gallery, the 

installation that I had intended to situate in the centre of the gallery, ended up in the back 

corner of the room. "Small&Infinite" was built intuitively. It started with an edition of 

eleven prints that were layered with a subtle, all over, mark making, pattern that alluded 

to liquid. It would later be developed as a metaphor for intuition. During the printing 

process, I began to look at the possibility of employing the edition of eleven, as one large 

piece. 

4 pg. 34, Dumoulin, Heinreich. Zen Buddhism: A History 



Figure 5-1 Small&Infinite, Clara Kim, 2000 
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Butted together, the prints appeared like an illusion of a deep, visceral abyss I continued 

building onto. I began studying the prints on the floor, where I decided they would 

eventually be. For further structure, depth and reading, I chose to build a shallow, black 

grid on top of the prints (Figure 5-2) so that the bottomless "pool" had more structure and 

appeal. A corner section of the installation was fitted with a mirror for viewers to be 

reflected in. I suspended an actual fly that hung from above (Figure 5-3) the mirror so 

that it would also appear in the viewer's reflection. Incorporating sand came to mind 

when I decided that an organic material would enhance the dissociative aesthetics of the 

installation (Figure 5-4). I had initially planned to have sand, which was a metaphor for 

time, gradually cover the entire floor piece by the end of the exhibit. In the end, only a 

portion of the installation was covered so that the idea of the sand, cascading over the 

entire work was alluded to, and so that the installation matrix would still be available for 

visitors to experience. "Small&Infinite" was an attempt to convey the ideas of reflection 

and contemplation. I must also mention, that the title of the work is intentionally one, 

run-on word to compliment the idea of being one in the same -that the fly is 

simultaneously "small", as well as "infinite" in thought. The fly oscillates between being 

an observer and a participant in the experience. Presenting a grid was a way to reference 

and question the articulation of the ambiguous experience. A small, chine collé print of a 

fly hung askew (Figure 5-5) on the wall in the space as a personal question to the medium 

and materials I was investigating. 

My ideas and formulation for "Small&Infinite" were informed primarily by my 

gut reactions - my intuition. 
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Figure 5-3 Small&Infinite, detail 2, Clara Kim, 2000 



Figure 5-5 Small&Infinite, detail 4, Clara Kim, 2000 
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I put trust in my intuition to unveil to me, the honest intentions of my work. The 

significance of "Small&Infinite" is that it is where I would begin to clarify the meaning 

behind my process and decisions. Critiquing and refining the visual aesthetics of my 

practice would begin with this installation. An exercise I would continue to pursue in my 

second installation, "The Bug". 

ii. The Bug 

Although busy lives conspire against noticing ordinary things, the arts encourage 
openness and curiosity, seeing possibilities in unpromising material, and paying 
attention to the moment. Using nature as material or subject matter encourages 
recognizing one's connection to place, to the environment, to Life as well as one's 
own life. 

-Ellen Dissanayake, Art and Intimacy 

"The Bug" installation I constructed last summer (2001), came together quite 

unexpectedly (Figure 6-1 and Figure 6-2). An exhibition, which had initially started out 

being a group show, ended up being a solo exhibition. This gave me the opportunity to 

exhibit more experimental works I was exploring and developing, at the time. Viles of 

pinned flies I had been collecting, magnifying glasses, printed insects on window-screen 

mesh, printed insects on fly swatters, ornate gold frames with dangling insects and lots of 

printed bugs on rice paper, had suddenly accumulated in my studio. They became perfect 

candidates for constructing an installation. My premise was to blur insect imagery 

between science and art. With all the different snippets of work I had been experimenting 

with in my studio I arranged the gallery with orchestration in mind. At the main entrance 

of the room, I laid out a shimmering white carpet that led the viewer toward a white 

podium (Figure 6-3). On the carpet were repeated printed images of little, black, flies 

(Figure 6-4). 



Figure 6-2 The Bug, installation view right side, Clara Kim, 2001 



Figure 6-3 The Bug, detail 1, Clara Kim, 2001 
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Figure 6-4 The Bug, detail 2, Clara Kim, 2001 
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On top of the podium were glass viles with actual flies pinned in each bottle (Figure 6-5). 

A magnifying glass was provided for a closer look (Figure 6-6). This podium was 

positioned in the very center of the gallery to be the first viewing spot in the installation. 

From there I covered one of the surrounding gallery walls with a repetition of various 

insects and flies mono printed on different rice papers (Figure 6-7 and Figure 608). It 

was read both figuratively in reference to my working process and literally as fact, by 

establishing a sense of endless repetition and growth. 

These great numbers of insect species and individuals were created by a number 
of factors including their long geological history, the capability of flight, their 
small size that allows survival in many various habitats, their ability to store 
sperm for delayed fertilization, and their general adaptive abilities to the 
environment. Insects have remarkable fertility and reproductive abilities, which 
have usually led to the vast numbers of individuals in nature...To appreciate the 
population potentials of insects the example of the housefly is sometimes used, 
stating that the descendants of one pair of this insect, provided that they all 
survived during a five month season, would total 190 quintillion individuals. 
Recent figures indicate that there are more than 200 million insects for each 
human on the planet! A recent article in The New York Times claimed that the 
world holds 300 pounds of insects for every pound of humans. 

- http://www.si.edu/resource/faq/nmnh/buginfo/bugnos.htm 

In another part of the gallery I used the ceiling space to suspended several hollow 

gold frames. Within each frame, I hung a printed insect done on wire mesh. The 

arrangement of the frames hung like a floating gallery (Figure 6-9 and Figure 6-10) as a 

question to "what is art"? Then adjacent to these frames, opposite the wall of the rice 

paper insect prints, I hung printed colored fly swatters on this wall with hooks, so they 

could be detached from the wall and handled and examined (Figure 6-11). Setting up 

"The Bug" installation was a great opportunity to stand back from the work and gain 

feedback on the experiments that were in progress. 

http://www.si.edu/resource/faq/nmnh/buginfo/bugnos.htm
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Figure 6-6 The Bug, detail 4, Clara Kim, 2001 



Figure 6-8 The Bug, detail 6, Clara Kim, 2001 



Figure 6-9 The Bug, detail 7, Clara Kim, 2001 

Figure 6-10 The Bug, detail 8, Clara Kim, 2001 
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Figure 6-11 The Bug, detail 9, Clara Kim, 2001 
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Critiquing the diverse accumulation of works through "The Bug", I was able to 

further refine what steps to take next and which avenue(s) I would continue developing. 

It was discovered and decided in the end that I leaned toward the abstract and poetic and 

not the literal. The start of my next installation would be informed by this decision and 

followed through. 

Sculptor Katie Ohe said in her visiting artist lecture last spring at the Nickle Arts 

Museum, "innocence is bliss". Describing her process as one that is fluid and rich in 

meaning is one I reference, especially in relation to this installation because of the way I 

was working and creating last summer. I learned a lot from the process of setting up the 

"The Bug" installation. It was a body of work that was in the midst of progress, 

development and formulation. But having the opportunity to exhibit these different 

snippets of work allowed them to interact with one another that helped inform my 

decisions. 

Having the opportunity to investigate the fly from both a scientific perspective as 

well as an artistic one has strengthened the integrity of my visuals to continue developing 

figurative and poetic work. The feedback, critiques and ideas shared by individuals at 

this point provided a wealth of information I would take back, think upon and work out in 

my studio. As a result my third installation, " A Lotus Dream" would be realized. 

iii. A Lotus Dream 

" A Lotus Dream" (Figure 7-1) came from an idea I had in wanting to submerge 

the viewer in flies. I wanted to create an installation, which would get the viewer to 

experience a closer and intimate relationship with flies, an experience similar to my own. 
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Figure 7-1 A Lotus Dream, Clara Kim, 2001 

Figure 7-2 A Lotus Dream, Clara Kim, 2001 
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The entire surface of an industrial roll of clear vinyl was covered with little 

printed images of black flies. They were repeated all over the transparent surface to 

recreate the illusion of there being swarms of them everywhere suspended (Figure 7-2). I 

initially had the idea of constructing a structure that the viewer could enter and be 

enclosed in, completing the image with the viewer submerged within flies. 

Unfortunately, the structure I had planned to create, ended up being too expensive, 

complicated and possibly dangerous to a viewing public for me to engineer. I resolved 

my idea when I decided instead, to transform the entire Little Gallery; rising smaller 

hanging contraptions adhered with strips of vinyl that were dispersed within the space. 

The silk-screened flies on transparent vinyl sheets were cut into strips approximately one 

inch wide and twelve feet long that hung from ceiling to the floor. The flowing strips of 

printed flies layered between each other gave the impression that the flies were floating 

gently up and down from ceiling to floor. Suspending the vinyl strips from the ceiling 

down to the floor implied that the flies were extending beyond the space infinitely. Each 

cake rack hanging with numerous vinyl strips enhanced the space and depth of the flies. 

The central clusters of flies were highly lit from above, which illuminated the installation 

from the center out, suggesting a mystical and ambient state of sublime tranquility 

(Figure 7-3). 

The installation conveyed ideas about cities being parallel to the flies, as their 

great insect populations are just like humans going on with their routine, daily lives. 

Being an observer like a fly on the wall and watching others at work is an idea associated 

with this piece; a notion that a recent trip to London, England got me to think about. 

Travelling on my own for the first time in a huge city, made me feel small and invisible. 



Figure 7-3 A Lotus Dream, detail 2, Clara Kim, 2001 
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Being in a large, busy, unfamiliar city like London, on my own for the first time, 

allowed me to stand back and observe many of the activities that went on in the city like a 

fly silently observing. It also gave me the opportunity to think about my work beyond an 

isolated and personal incident. 

V. CHAPTER FIVE: THESIS EXHIBITION 

The final thesis exhibition "The Smallest of Ponds Becomes an Ocean" is a body 

of work that displays my current ideas and visual research. The installation " A Lotus 

Dream" has been included with new formal revisions that will be explained. Included 

also in the thesis exhibition is a recent print series "Insectile" and a print titled "Inside-

Out". The later links the development of my work from one that began as a personal 

metaphor for one's existence, to one that has broadened and developed its content and 

context to encompass a larger perspective, like a critique on our own mundane, common 

urban existence. Figuratively speaking, the title of the thesis exhibition "The Smallest of 

Ponds Becomes an Ocean" encapsulates the evolution of my visual research that has 

spawn an "ocean " of ideas and new information. 

/'. New Revisions to "A Lotus Dream" 

My installation " A Lotus Dream" has been refined and revised formally for the 

M F A Thesis exhibition "Link". The new revisions have extended my ideas, visually and 

conceptually in this piece. After the first exhibition of " A Lotus Dream", a lot of 

interesting and critical feedback was gained, pressing me to reconsider the sand floor I 

had with the fly sculptures in its initial presentation, because it read too literally as 

ground and a Zen garden. I chose instead to replicate water with clear acetate 



Figure 8-1 A Lotus Dream, detail, Clara Kim, 2001 



Figure 8-2 A Lotus Dream, revised, Clara Kim, 2002 
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(Figure 8-1), which strengthened the figurative ideas of infinity, and endlessness I was 

working to develop. I decided to create the illusion of pools under each fly sculpture by 

cutting large sheets of acetate. The acetate puddles were drawn from enlarged projected 

images of water I had spilled on an overhead projector so natural forming puddles could 

be mimicked. By manipulating the lighting, the acetate pools I placed underneath each 

sculpture in its revised form read like natural shimmering pools of water. Only in the 

central sculpture was the pool made out of mirror, as an idea of clarity and reflection. The 

fly sculptures were also heightened and lowered to various lengths to enhance the illusion 

of infinity within the space. 

With the "cooler" lighting and ambience of The Nickle Arts Museum, " A Lotus 

Dream" in its revised version (Figure 8-2) enhanced the ideas of anonymity, seclusion 

and city life that had initially inspired the work. The reconfigurations of the work ended 

up supporting and refining the visual expression I was aiming to achieve. 

ii. The Print Series "Insectile"& The Print "Inside-Out" 

Koichi Kiyono was a visiting artist from Japan who came and worked in our 

printmaking studio in the spring of 2002. Koichi shared an interesting soap ground 

etching technique, which I experimented with and used in the creation of the print series 

"Insectile" and the print "Inside-Out" that I will now discuss. 

The former print series "Insectile" (Figure 9-1) ended up being completed and 

resolved while I was working in London. I decided to take these unfinished prints to 

London to continue their development. Scouring through the library at the Royal College 

of Art I found and scanned a lot of fly imagery to include in my image bank. 



Figure 9-2 Insectile, detail, Clara Kim, 2002 
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From science textbooks on insects I found numerous kinds of drawings and colourful, 

detailed photos of the fly's anatomical structure. I ended up deciding to silkscreen an 

enlarged anatomical drawing of the fly's wing I had found in an entomology textbook, 

over the soap ground etching prints. I thought the metaphor of the fly's wings translated 

poetically for my move to Calgary from Edmonton to pursue my master's degree and 

then allowing me the opportunity to learn, research and create at the Royal College of Art 

in London, England too. The imprint of the fly's wing wedded with the inherent mark 

patterns of the soap ground (Figure 9-2) sparked a strange visual dialogue that spoke of 

the abject and the sublimity of beauty that I had been thinking about, as well as produced 

something that would visually please in a strange and mysterious form. 

Employing the marks of the soap ground etching used in my prints series "Insectile" 

and the print "Inside-Out" impelled the ideas of the microscopic and the macroscopic 

alluding to the inside and outside of the body. The technique of soap ground and its 

unique marks also conjured up the conceptual issues of cleanliness and disease associated 

with the fly, which added to the visual and conceptual tension of both pieces. 

Surrealist writer Roger Caillois according to Nicky Coutts "describes the mirror 

image of all devouring space in terms of 'insectoid pychosis' - when an animal is unable 

to keep the distinction between itself and its leafy background intact. He illustrates this 

through imagery such as Butterfly in which, camouflaged as a leaf, an insect can barely 

be discerned. The possibility for recognition within the image is simultaneously granted 

and denied. Caillois intimates the propensity - highly developed in insects - of 

collapsing into backgrounds, defying familiar and comfortable human perceptions of 

space. (Coutts, page unavailable). 



Figure 10-1 Inside-Out, Clara Kim, 2002 
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The abstraction of form and content being dissolved and elucidated in and of each 

other is an idea significant in my work, exemplified by both print works in the final 

exhibition "The Smallest of Ponds Becomes an Ocean". 

Although I have created installations in my past two years, the creating and 

making of prints remains an integral and important aspect of my artistry. I enjoy making 

prints because of the rich layering and diversity of marks that only can be found through 

its many processes. The print "Inside-Out" (Figure 9-1) is a tribute to my visual and 

conceptual idea of the fly that I think I will always find quietly floating in my mind. 

VI. CHAPTER SIX: OTHER ARTISTS AND THE FLY 

Other artists like Minh Nguyen, Caroline Chalmers, Yoko Ono, and Tom 

Friedman have been referenced for their usage of the fly in their work that intrigued me. 

It was an opportunity to learn from other artists who were also conceptually and visually 

engaged with the insect as imagery. Minh Nguyen, Caroline Chalmers, Yoko Ono, and 

Tom Friedman all have employed the fly in their works that highlights and parallels my 

work 

i. Minh Nguyen 

I am interested in exploring the visual and emotive quality inherent in the forms 

of dead insects. There is an unmistakable life that radiates from these strangely 

beautiful forms. 

-Minh Nguyen, III Simple Eyes. Truck gallery exhibition, 2001. 



Figure 11-1 Ommatidia, close up view, Minh Nguyen, 1999 
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I had the opportunity to see Minh Nguyen's still life drawings of flies last fall, 

which were exhibited at the Truck Gallery, in an exhibition titled "III Simple Eyes" 

(Figure 11-1). Her approach to flies was a subjective exploration that "challenges our 

notion of beauty and death in the natural world" (Nguyen, artist statement), similar to my 

own. Fascinated with insects since childhood, Nguyen's poetic still life drawings 

becomes "an expansive visual exercise in seeking a greater understanding of her 

relationship with the cultural, natural and social forces at large"5 

As with insects, we see what our eyes allow us to see yet with out mind we 

possess greater faculties to influence our own sensory experience. In so doing we 

continually create and recreate it's meaning 

-Minh Nguyen, III Simple Eves 

ii. Catherine Chalmers 

My interaction with animals is part of what I want 

-Catherine Chalmers 

Last year on the cover of "Art news" magazine's February 2001 issue, a vibrant 

close up photograph of Catherine Chalmers' staged cockroaches graced the cover (Figure 

12-1). I was delighted that an artist who was working with insects was the focus, as well 

as curious to what she had to share. In the magazine issue, Blake Eskin's article "The 

Roaches that Came in From the Cold" is an interview with Chalmers that provided a 

glimpse into the artist's work and process to date. 

5 "About The Artist", Truck Gallery. September 14 - October 20, 2001. 



Figure 12-1 Kalanchoe Beetles, Catherine Chalmers, 2000 
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Although Chalmers has photographed extreme close-ups of houseflies, those 

images were difficult to find thus unavailable. Instead I reference her cockroach 

photographs in substitution. 

Laura Heon, a curator at the Massachusetts Museum of Contemporary Art shared 

her thoughts on Chalmers' photographs in Eskin's article, that spoke of the abject and 

beautiful found in the artist's work, "her images are so beautiful and so repulsive at the 

same time. It's hard to look at them, and it's harder not to look at them6. Nicky Coutts' 

also described Chalmers' work in her thesis, which I thought was interesting and 

insightful, 

Chalmers engages with the impact and complexities of scale in the knowledge 
that the viewers of her work will understand the codes used and have an inherent, 
often emotional, response to the relationships posed. She operates in a magnified 
field, where what appears terrifyingly real and true, as for Gaspar Scott in the 
1650's, also appears as 'natural magic'... Enlarged, they seem even more 
ephemeral - invoked by magnification, like a temporary spell. Just as the sudden 
absence of a lens in front of a subject evokes disappearance, the enlarged insect 
also embodies the potential for a return to its former size, to recede like a mirage. 
Similarly, Chalmers' insects threaten to melt back into the familiar and acceptable 
physical world of relative value and scale. The enlarged insect is both 'real' or 
true and a temporary apparition. It both exists to the eye and is fundamentally 
beyond it. (Coutts, page unavailable) 

Like Catherine Chalmers' I too explored the magnification of the fly. In London, 

I enlarged through digital printing photographs of the fly found in various books that I 

had scanned and manipulated through Photoshop. Enlarging the fly's scale is one that I 

recently attempted in my print series "Insectile", although the image has typically been 

used in relation to its actual life size, tiny form. Having the opportunity to experiment 

6 pg. 142 in Art News magazine, February 2001 issue. 
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with the fly's scale offers other ways of rendering the work. What I really related to in 

Chalmer's work was her direct contact with actual insects and staging of them for her 

photos that paralleled my own pinning and collecting of flies and using the actual insect 

in installations like "Small & Infinite" and "The Bug". Having insects around her and 

physically engaging and manipulating them reflect my own process of working with real 

flies. 

iiï. Yoko Ono 

Let a fly walk on a woman's body from toe to head and fly out of the window 7 

-Munroe and Hendricks, Yes Yoko Ono 

Yoko Ono is artist I came across that had also explored the fly motif and its ideas 

in several projects like music, performances, films and billboards. One that I found 

intriguing in context to my own work was her "Fly" video (1970) of 25 minutes, I had 

hoped to have viewed but the video was difficult to locate by due time. But through Ono 

websites, catalogues, books, and her recent published retrospective "Yes Yoko Ono", 

images and written text on her "Fly" film were available for me to critique. The short 

film is a close up of a fly followed by a video camera while it explores the naked terrain 

of a woman's body (Figure 13-1). An interview with Yoko Ono in "Film Quarterly" 

(No.l , 1989) explains, 

Q: You did the sound (for the record album Fly) before you did the film. Had 
you had the idea in mind then? 

7 pg.218 



Figure 13-1 Fly, film still, Yoko Ono, 1970 
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Yoko Ono: I was always thinking about the idea of fly. Actually, I was always 
fascinated with the pun "fly" and "fly" in English. There was also a conceptual 
event about flies and where they fly to." 

Q: One of the interesting things about watching the film Fly is that one's sense of 
what the body we're seeing is about, and what the film is about, is constantly 
changing. 

Yoko Ono: A cartoon in a newspaper gave me an idea. There's this woman with 
a low cut dress, and a guy is looking at her, and the guy's wife says, "What are 
you looking at!" and the guy says, "Oh, I'm looking at a fly on her". I wanted the 
film to be an experience where you're always wondering, am I following the 
movement of fly or am I looking at the body? I think that life is full of that kind 
of thing. We're always sort of deceiving ourselves about what we're really 
seeing. 

iv. Tom Friedman 

Tom Friedman is an artist I also looked at because I wanted to know what kind of 

information I could retrieve from him. I have documented before you a snippet of an 

interview with Dennis Cooper in conversation with Tom Friedman that was recorded in 

"Tom Friedman" by Hainley, Cooper and Searle which glimpses into the creation of his 

"Untitled" fly piece: 

Cooper: Insects keep crawling into your work 

Friedman: The first insects I made were the fly sculptures (Untitled, 1995), which 
initially began with an incident where the artist Charles Long, who used my shit 
piece in a show he was curating call 'Critical Mass' (A and A Gallery, Yale 
University School of Art, New Haven, and tour, 1994-95), had to put a cup over 
the piece of shit because a fly was buzzing around it. He sent me a photograph of 
the cup over the shit and the fly on the pedestal. That sparked the fly pieces. (31) 

-Hainley, Bruce, Dennis Cooper, and Adrian Searle, Tom Friedman 

I was inspired by Tom Friedman's attention to detail in his stunningly real looking 

sculptures of insects, particularly his fly sculpture "Untitled" 1995 (Figure 13-1). 



Figure 14-1 Untitled (fly), detail, Tom Friedman, 1995 
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The tiny fly by Tom Friedman was made from plastic, hair, fuzz, Play-Doh, and wire to 

replicate an astoundingly real looking fly. Friedman's sculpture so small and detailed 

affirmed for me that anything is possible and that even something as mundane and simple 

as a fly can inspire creativity, ingenuity and attention to detail. 

VII. CHAPTER SEVEN: FINAL THOUGHTS 

i . A Sense of Place 

Having moved to Calgary from Edmonton (my home for the past 26 years), there 

has been a greater awareness of how much our sense of place in our immediate 

environment affects and deeply engraves itself on our bodies and senses. Learning how 

to adjust and cope in a different city and a different environment and studio has shown 

me how resilient I can be, and how much can be learned through that change which 

brings with it new experiences and opportunities. 

I ended up reading a great little book about place published by the University of 

Calgary Press called "OKIOS: a chronicle of place" by Wanda Baxter & Graham 

Daneluz. 

The impetus for OIKOS rises out of the need to explore meaning. For us, the 
meaning of place is essential; to experience where you are - and know it - to 
become attached (or know attachment). It is to care about a flower, or a room, a 
house, a yard, or mountain. It is to see yourself as an extension of the world, 
(intro) 

Exploring the meaning of place as an awareness of who and where you are, got 

me to think of the fly as a metaphor in context to my own personal journey. A journey 

that has brought myself to another city to pursue my Master's degree and the opportunity 
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of going to London, England for the first time to learn and work at the Royal College of 

Art. Visiting the Victorian and Albert Museum in London, I came upon a small section in 

the Museum that was dedicated to Korean history and culture. I found out through this 

exhibition that Buddhist religious texts compare the lotus rising out of mud to a soul 

passing from the transient world into a higher realm. For me this captures poetically the 

essence of my journey and research, which has evolved and matured. 

I wouldn't say that we are interested in destroying the barrier between art and life 
or even blurring it. I would say we are interested in observing there is no barrier 
between the two 

-John Cage 

The two years of studying, exploring and developing my ideas through 

installation has been overwhelming, challenging, and difficult, but in hindsight fruitful 

and rewarding. Having to write about the process, work and ideas I have recently 

undertaken in the two years of my research in the Master's program at the University of 

Calgary has been the most challenging and difficult aspect of it all. I am still processing 

and considering all that has been obtained and learned in these years that will inform and 

guide my future works. My goal was not to arrive at a destination in the work but to have 

enjoyed and learned from the process and the journey of creating art, which I have. 



57 

Works Cited 

Baxter, Wanda, and Graham Daneluz, eds. OKIOS: A Chronicle of Place. Calgary: 
Faculty of Environmental Design, University of Calgary, 1998. 

Brandon, David. Zen in the Art of Helping. New York, New York: Dell Publishing Co., 
Inc., 1976. 

Brookes, Martin. Fly: An Experimental Life. Great Britain: The Orion 
Publishing Group Ltd, 2001. 

Burke, Edmund. A Philosophical Enquiry into the Origin of our Ideas of the Sublime and  
Beautiful And Other Pre-Revolutionary Writings. Ed. David Womersley. 
London, England: Penguin Books Ltd., 1998. 

Cheetham, Mark A. Disturbing Abstraction: Christian Eckart. Catalogue of an 
exhibition held at the Artlab from Nov. 14 - Dec. 6. London, Ont., 1996. 

Crowther, Paul. "Introduction. " The Contemporary Sublime: sensibilities of 
Transcendence and Shock. Ed. Paul Crowther. London: Academy Group Ltd., 
1995. 6-7. 

—. "Postmodernism in the Visual Arts: A Question of Ends." Postmodernism: A 
Reader. Ed. Thomas Docherty. New York: Columbia University Press, 1993. 
180-193. 

—. "The Postmodern Sublime: Installation and Assemblage Art." The Contemporary  
Sublime: Sensibilities of Transcendence and Shock. Ed. Paul Crowther. 

London: Academy Group Ltd., 1995. 8-17 

David, Anthony. "Lyotard on the Kantian Sublime." 
web.bu.edu/-wcp/Papers/Cont/ContDavi.htm. (viewed 02,23,01) 

Dethier, Vincent G. To Know A Fly. San Francisco, California: Holden-Day, Inc., 
1962. 

Danto, Arthur C. After The End of Art: Contemporary Art and the Pale of History. 
Princeton, New Jersey: Princeton University Press, 1997. 

Dumoulin, Heinrich. Zen Buddhism: A History. New York, N .Y: Macmillan Publishing 
Company, 1988. 

http://web.bu.edu/-wcp/Papers/Cont/ContDavi.htm


58 

Eagleton, Terry. "But Is It Art?" 
www.n y times, com/books/97/02/16/re views/970216. eagletont. html, (viewed 
03,18,01) 

Evernden, Neil. The Natural Alien: Humankind and Environment. Toronto: University 
of Toronto Press, 1993. 

Feldman, Edmund Burke. Thinking About Art. Englewood Cliffs, New Jersey: 
Prentice-Hall, Inc., 1985. 

Haapala, Arto, Jerrold Levinson, and Veikko Rantala, eds. The End of Art and Beyond:  
Essays After Panto. New Jersey: Humanities Press International, Inc., 1997. 

Hainley, Bruce, Dennis Cooper, and Adrian Searle. Tom Friedman. London: Phaidon 
Press Limited., 2001. 

Hermes, Kristin. "Critic discusses art, problems of its appeal to masses: Guest lecturer 
Said people thirst for an art they can relate to." 
www.spub.ksu,edu/ISSUES/vl00/SP/nl07/cam-museum-hermes.html, (viewed 
03,18,01) 

Jean, Georges. Signs, Symbols and Ciphers: Decoding the Message. Great Britain: 
Thames and Hudson Ltd., 1998. 

Lyotard, Jean-Francois. Lessons on the Analytic of the Sublime. Trans. Elizabeth 
Rottenber. Stanford, California: Stanford University Press, 1994 [1991]. 

—. The Postmodern Condition. Minneapolis: University of Minnesota Press, 1984. 

—. "The Sublime and the Avant-Garde." Postmodernism: A Reader. Ed. Thomas 
Docherty. New York: Columbia University Press, 1993. 244-256. 

Madoff, Steven Henry. "Creative Chaos: Recalling the past 50 years of American art-
From the spiritually sublime to the subversively crude." 
www.time.com/time/magazine/articles/03266,34344,00.html. (viewed 02,23,01) 

McMahon, Cliff. "The Sublime is How: Philip Taaffe and Wil l Barnet." The 
Contemporary Sublime: Sensibilities of Transcendence and Shock. Ed. Paul 
Crowther. London: Academy Group Ltd., 1995. 18-31. 

Munroe, Alexandra, and Jon Hendricks. Yes Yoko Ono. New York, N Y : Japan society, 
Inc., 2000. 

Sim, Stuart. Postmodern Thought. Duxford, Cambridge: Icon Books Ltd., 1998. 

http://www.n
http://www.spub.ksu,edu/ISSUES/vl00/SP/nl07/cam-museum-hermes.html
http://www.time.com/time/magazine/articles/03266,34344,00.html


59 

Suzuki, David, and Holly Dressel. From Naked Ape to Superspecies. Toronto: 
Stoddart Publishing Co. Limited, 1999. 

Watts, Allen. The Way of Zen. New York: Pantheon Books Inc. 1957. 

Wilson, Edward O. Consilience: The Unity of Knowledge. New York: Alfred A. 
Knopf, Inc., 1998. 




