
Sunday morning, it’s not raining anymore; 
let’s go for an utopist walk which takes us 
through the garden of Vaux-le-Vicomte in 
France as well as through the Yihe Yuan, the 
Summer Palace’s garden in Beijing, China. 
Two masters, Ji Cheng (1582-1642) and 
André Le Nôtre (1613-1700) are discussing  
gardening, landscaping and what to do after 
the rainy season in front of  Diane’s flower 
bed. To be part of it,  what a chance! I’ll be 
able to listen to them and confirm one of my 
intuitions: that there is no pure and simple 
opposition between their two approaches of 
the Art of the Garden…
Of course, when we discover Vaux-le-Vicomte 
(created in 1654) in the countryside around 
Paris, it’s obvious that it’s said to be done ‘à 
la française’. It is from the French gardens’ 
school! There are green embroideries near the 
castle, quiet sheets of water which look like 
mirrors, and a long perspective which gives 
the observer the pleasant sensation of being 
part of the surrounding landscape. With a few 
more curious steps, we are suddenly surprised 
to see the strip of light of the Grand Canal, 
which until that moment  has been hidden by 
a shady valley. 

CHRONOTYPE ©

CHATTERING WITH JI CHENG AND LE NOTRE
perspective, or by hiding some major piece of 
art for the joy of discovery. Both used all sorts 
of technical resources in order to master the 
elements essential in the landscape, employ-
ing any wizardry in order to perfume the thus 
created space with the fragrance of poetry.
When Ji Cheng mentions to his colleague 
his treaty about Chinese garden, the ‘Yuanye’ 
(1633), in which he postulates that a garden is 
a representation and requires a visit like to an 
art exhibition, Le Nôtre in turn opens the ‘Art 
de la promenade’ where Louis XIV describes 
an ideal walk around Versailles Garden. Both 
these approaches carry an incredibly wide 
variety and arsenal of cultural forms and 
attributes at the disposal of each gardener, 
from Extreme-Orient to Occident, for their 
creations. 
The garden is a laboratory to create 
a piece of world where culture and 
nature grow together for our own 
contemplation. 
“All the subtleties are inherent in the word: I 
see”, wrote garden master Chen Chongzhou…

Marie.

In the Garden of  Protected Harmony, the 
Chinese Yihe Yan (created in 1750), the lake 
Kunming is the first feature giving  a strong 
impression of the landscaped Chinese garden. 
It does that through a succession of  bridges 
which all echo differently to the surround-
ing topography, initiating a dialogue with the 
green background. Near the residences, in a 
delicate balance between contrasting yin and 
yang, we can walk into several courtyards, 
such as  the hall of the Happiness, or of the 
Jade waves, names which evoke poetry and 
painting, both intimately connected with the 
art of the garden in Chinese tradition. The 
Large Scene and the Long Corridor offer us 
some spectacular viewing points to the open 
neighborhood. We experience here the literal 
translation of the word ‘shanshui’: mountain-
water, characteristic to Chinese landscape 
paintings.
So, beyond the obvious differences, highlight-
ed by the forms of pagodas and the ‘folies’, 
the two landscapers both endeavoured to 
create some sort of  delicate intimacy near the 
palace by placing frames and sceneries as in a 
natural theatre, and by playing with existing 
natural elements in order to create depth or 
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 Whereas photography’s common character-
istic is to fix on film an instant of space-time 

continuum, most often reproducing on the 
two-dimensional surface of the final support 

an image that one thinks to be close to reality 
and that deeply stimulates those unconscious 

processes of reconstruction by similitude, 
constituting the base itself of human visual 

perception, - Chronotypes© fixes on the film 
a duration of sizeable importance. The dura-

tion is appreciable given a handful of seconds 
along with a space that is trapped within the 
two dimensions, through which the subject 

loses that perspective reference that is usually 
implicit in what is intended for photography. 

The reduction of a tri-dimensional subject 
on a plane that crosses it in a perceivable 

time, though remaining apparently still, is, 
I believe, the most adherent representation 
of that unknowable reality of which we are 
an inseparable part.  Although it may seem 

surprising, the result maintains a compliance 
with reality outside of any subsequent inter-

pretative intervention.

Giorgio.



November and December 2010 saw Au-
drey, artist in residence and Aurovilian, in 
several exhibitions called ‘Grandmother 
Sings’ at the Sathuran Gallery and Ash-
ram Gallery in Puducherry and  at the 
Pavilion of Tibetan Culture in Auroville. 
Each venue had a different feel to it. The 
Sathuran Gallery, near the big market on 
Rangapillai Street, was a surprise with its 
elegant, traditional Tamil interior. The 
Ashram Gallery with its expansive, white 
painted hallways was successful in bring-
ing  Audrey’s work forward with little 
distraction in its traditional white cube 
format.
The work itself is fully ensconced in West-
ern contemporary art concerns of the 
20th century, mixed with thoughts and 
poetry of evolution, a central feature here 
in Auroville. What does it look like when 
colors, forms, waves, textures, calligra-
phy overlap and converge into a thought 
abstraction? Audrey used aerial photog-
raphy as a starting point and applied in-
fluences from exploration of biomorphic 
resonance according to Rupert Sheldrake.
In 36 black and white ink drawings, 
“Gaia” morphs from rhythms, pulsations, 
waves, vibrations into different forms: 
her ruminations on how this process 
of evolution actually begins. The draw-
ings are also arranged into a mandala of 
evolutionary forms that interrupt each 
other on the picture plane. The “Mind” 
imagines itself across several canvasses, 
Audrey’s own conception of calligraphy. 
These drawings are reproduced in larger 
format on individual canvasses.

We catch glimpses of the vast 
universe and galaxies of 
shadowy constellations, star 
forms/bursts and possibly 
Grandmother’s song as 
calligraphy blending into the 
forms.

In a painting entitled “Satprem” we see a 
cloud-like aquamarine translucent mist 
making its descent, energy of Satprem’s 
mind drifting unresolved onto the 
canvas-ground of flat, muted forms.
All the canvasses bring elements of 
“Congruent Color” theories into play. 
Her sense of color is expressed by the 
vibrant colors of bougainvillea flowers as 
reflected in a swimming pool, or impres-
sionist color dots of light depicting a bird 
about ready to take flight. And there is 
the sensuous use of color in the painting 
“Congenial” that uses the  contrast of vio-
let and yellow and every tone in between. 
Or “Whispered Form”, a painting of high 
color values of golden-yellow brought to 
the verge of white, creating a veil that is 
almost not there.

After showing in two venues in Puduch-
erry, ‘Grandmother Sings’ was on view at 
the Tibetan pavilion, from November 27 
to December 14 2010, containing paint-
ings by Audrey Wallace Tailor between 
2006 to 2010.

A title such as grandmother sings nor-
mally would make one expect a certain 
narrative element in the work exhibited 
under it, but Audrey Wallace Tailor’s 
paintings are abstract, in the broad 
American tradition of modern abstract 
painting. They are unemotional visuals. 
Their creator does not tell stories through 
them, but inquires into thoughts regard-
ing morphology. They are visual records, 
probably of morphic fields, which Audrey 
got interested in after she attended one of 
Rupert Sheldrake’s workshop on the topic.

What are morphic fields? The theory of 
morphic fields conjectures that all living 
beings have a field associated with them 
which defines their entire biology. Mor-
phic fields provide a force that guides the 
development of an organism as it grows, 
making it take on a form similar to other 
species. DNA is not the source of struc-
ture itself, but rather a “receiver” that 
translates instructions in the field into 
physical form.
It is a term associated with parapsychol-
ogy and things like that.

Rupert Sheldrake is an English plant 

physiologist, known for having proposed 
an unorthodox account of morphogen-
esis and for his research in parapsychol-
ogy. His books and papers stem from his 
theory of morphic resonance, and cover 
topics such as animal and plant develop-
ment and behaviour, memory, telepathy 
and cognition in general. His publications 
include A New Science of Life (1981), 
Seven Experiments That Could Change 
the World (1995), Dogs That Know When 
Their Owners Are Coming Home (1999), 
and The Sense of Being Stared At (2003).

Audrey’s work is visually simple: flat co-
lour is applied, sometimes in thin layers 
and at other times painted thickly over.  A 
meticulous ‘writing’ covers certain areas 
in some, just as in others there are large 
flat uninterrupted colour fields. Audrey 
calls the writing calligraphy.  The term 
calligraphy means beautiful penmanship, 
but in Audrey’s work, although the ele-
ments are written down with brush, they 
belong to no familiar language. In some 
paintings they resemble hieroglyphs, 
but not Egyptian, but something more 
quintessential to writing. Perhaps the 
idea is to strip the script of all its accepted 
‘meanings’ and leave the bare form in its 
objective pictorial essence. In one par-
ticular painting called cloud shadow she 
‘wrote’ things, and later, when looking 
at what she had done, she realised that 
each individual character in the writing 
resembled a walking figure.

Some time back Audrey made a small 
black and white drawing in pen & ink. 
She then isolated one small square and 
enlarged it. From 36 such enlargements of 
parts from that same drawing a compos-
ite work emerged called ‘Convergence 
mandala’.

For a person who has worked in the art 
field since the early sixties, Audrey is a 
low profile artist. She studied painting at 
the Art Institute in San Francisco. She has 
had many group shows and solos, and has 
juried shows “in the Bay area ever since”. 
She has helped found a cooperative gal-
lery in Alameda, CA; and worked on an 
art installation honouring women, now 
permanently in the Brooklyn museum. 
She has curated shows; worked through 
art to raise the consciousness of commu-
nities with regard to conversion of mili-
tary bases into peaceful use, and taught 
drawing and painting in her studio.
In Auroville she has opened an atelier 
in the community Creativity in order to 
facilitate regular workshops reintroducing 
people to their  own self expression, and 
to paint and engage in community art 
projects. Her work is in many private col-
lections in India, Europe and the USA.

Charu.
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I left each exhibition with a delighted 
sense of Audrey’s life-time experiences, 
almost journal-like, explorations in form 
and color, dedicated to Gaia in her mul-
titude of forms, a glimpse of time outside 
time and the creative imagination.
Audrey is facilitating at the Creativity 
Atelier - a very good opportunity to 
explore your own sense of self expression 
and become inspired by the creative 
process. It’s a great way to go inside 
yourself, away from ever-present 
distractions, and focus on inner 
space - highly recommended!

Miki.


