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PRACTICING PRESENCE:
DRAWING NEAR AND FAR
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This paper takes the experience of drawing within two sites in states of transition, as a starting point tc
explore the changing nature of place as a catalyst for lived experience. Working from phenomenologic
perspective, propose an alignment of manual drawing practice with meditation (mindful awareness), tc
K2g GKS | OG 27F RNJI girdgyhat is # ¥uediida Sanrotibe detached 2rtidelyi fiors thed
aSyasS 2F 3SalGdNNBI Y20SYSyd 2NJ 6S02Y Argpiedettational | y
drawing practice and mindful awareness (counting the breath), | will argue that drawing@sprenables
'y SELSNASY(GALIf YR AyiliAYFGS SyarasySyid s6AGK
WILIINB&ESyO0SQ 0b23%8 HAMHUO® hyS GKIG ff2a dza (2
separate realities, but amdties that are thoroughly and deeply entwined, in which there is no separatiol
self, other and the lived environment. Dwelling (being present) and touch (making present) are key fac
this, as a means of understanding experience of the embodifdrsrelation to artistic expression and
resulting knowledge.
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with it' (No& 2012, p. 2).

Introduction
This paper aims through a figgersoninvestigation, to contribute and build upon discussions that

position drawing as phenomenology (Rosand 2002, Harty 2012). A Phenomenological approach in this

AyadryOS &414& K26 GKS OG0 2F RNIGAY3I WXchekS adl d

SYGANBt& FTNRBY (KS aSyasS 2F 3SaiddaNB:z Y2@SYSyi
focusing on a series of works titled Breath Drawings (2@H.9). These drawings emerged as a result of
a project to explore what the particulaaiue of drawing might be as an investigative practice,
concerning the Circus Street site adjacent to the main Grand Parade Campus of the University of
Brighton. This area was earmarked for demolition and redevelopment. Making drawings on site
challenged mén ways | wasn't anticipating and led to an artist in residence opportunity at Gordon
House, Margate where | would continue to develop these drawings

HGUREL: GORDONHOUSEMARGATEL9THIULY2018.PHOTO DUNCANBULLEN

1 Gordon House is the home of Dr Lucy Lyons, and a setting in which artists, writers and performers can make, test améshare id
https://gordonhousemargate.blogspot.com
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| intend to document and refléon the what, how and why of this specific series of drawings, to open

dzLJ 'y ARSI 2F LINBaSyOS RSAONAOGSR o0& GKS 02y dSYL]RN]
manifestly fragile' (No& 2012, p. 1). In order to discover presence Noé suggests wig feed?VI A @S  dzLJ G |
idea that the world shows up as remote contemplation' (Noé 2012, p. 3), rather, we need to find

A0NI 0S3IASa G2 tSi GKS 02Reé 02YS (2 GKS T2NBINRdzyR:
pervasive feature of our lives, ofoursev@& Ay (G2 F20dzaz GKSYy 6S ySSR X a2\
ONRGR Ayid2 GKS aLIl OS 2F 2dzNJ FGaGSyaAz2y yR tSaG Ada
such as meditation and yoga to enhance the kind of sense of self that arises out bfleawil from our

worldly engagements'. (Noé 2012, p. 12).

Throughout the paper | attempt to weave together different discourses, through an expeisss
methodology that is essentially phenomenological in approach, blended with Egwtidosophies,

notably Zen Buddhism (Kasulis 1985), Japanese aesthetics (Lomas 2017, Blaser 1963) and mindfulness
practices (KabaZinn 1994, Varela, Thompson and Rosch 1993/2016) as they have been interpreted in
the West. | situate this thinking alongsidéestern philosophy (Dewey 1934/2005, Noé 2012, Johnson
2007) and positive psychology (Lomas 2016, 2017), as well as thinking about drawing in particular and
creative practice in general (Hughes 2014, Fisher and Forthum 2013).

Experience, presence and minddirawing

In Art as Experience (1934/2005), John Dewey contends that art resides in our experience, rather than in
GKS 2062800 2NJ LISNF2NXIyOS AtasStFfo 58¢Sesx adqrasSa a
with building, book, painting, stag, or in its existence apart from human experience. Since the actual

work of art is what the product does with and in experience' (Dewey 2005, p. 1). Mark Johnson suggests
GKIG WGKS olFlara F2NI 585¢6Seua ARSI aallyinfemti®wWihSy OS A a
Ala ada2NNRBdzyRAy3Ia X FYR (y26Ay3 A& | YFGGSNI 2F Odz
Ffft2¢ dza (2 Y2NB 2N fSaa aldAratrOiliz2NRAfe NBO2y¥FAddz

Central to Noé's argument isahpresence is something we earn, and may achieve through experience

FYyR Sy3arasSySyidsx GKFIG WAa INRdAdzyRSR AYy | @FAfFoAfAGE
is to align repetitive, reductive and naepresentational manual drawing, withé practice of

mindfulness meditation, as a means to trace the physicality and presence of particular spaces and places.
W2Kyazy I NBdzSa GKFIG AG A& K26 WS INB Ay G2dzOK 64
"being in touch" that impaantly defines what our world is like and who we are' (Johnson 2007, pp. 19

20). Correspondingly, | aim to explore how space and place provide a situation for integrated lived

experience, in which mental and bodily experiences are imminent, entwinedransiactional with our

surroundings.

For me, mindfulness meditation and mindfully drawing act as a means of accessing a clearing through

the seemingly endless distractions of daily living to focus attention on present moment experience. In

the Embodied Nhd, Francisco Verela, Evan Thompson and Eleanor Rosch collectively suggest that
WYAYRTdzZ ySaa (0SOKyYyAljdzSa NBE RSaA3dIySR G2 tSIFIR (KS
from the abstract attitude, to the situation of one's experience its@lfirela et al 2016, p. 22). In the

introduction to the revised edition of Embodied Mind (2016), Eleanor Rosch suggests that mindfulness
originating from Buddhist practices teaches us to experience our bodies as grounded, in touch with the
immediacy of expA Sy OS® w23 OK LINRLI2&aSa GKFId WGKS fAQBSR 02F
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thus part of the same process, the process by which one enacts one's world (in phenomenology speak,
"brings forth a world") (Rosch 2016, pp. XXxXXiX).

In this conext, | see practices such as sitting meditation and drawing with repetitive mark making as

ways of consciously investing in and enacting¥eihg and welldoing. In this practice, making is an

embodied act in which one is engaged with instructional andhA  dzI £ LINF OGA OS&a a woO?2
doing' (Jacob 2004 mMccO® t F NI R2ZEAOI ff &% YAYRTdA yi@ngda KL & 0 S
(KabatZinn 1994). One sits and counts the breath, stares at a wall, and watches thoughts come and go.

In my cae, | align mindfulness with the drawing of horizontal lines or circling points one after the other

in sequence as a strategy that oscillates between contraries. By this | mean adopting a methodology that

is both near and far, that allows for mismbdy atunement, and that asks how do we get close to an

event, while simultaneously getting the self out of the way in order to let presence be felt? In these

drawings the author's hand is present, yet the act of mark making is subjugated to rule based instructio

YR OFtOdzA  GA2yS & F F2Af WwWoSieSP®Y (2dz0K FyR YSI .

Background

Before discussing the Breath Drawings, | would first like to mention, what | would regard, as my primary
drawing practice. | want to do this because there apee concerns that are relevant to a drawing

practice that emphasises the simple act of making the same mark, one after another in predetermined
sequences. In Chromatic Fields (2010), Gatherings 22016) and Constructed Drawings (2017

present) the dawing process is a balance betweenf®& § SNY Ay SR WLX I yYSR LINE OSRd
NBalLlRyasSQ o. dz f Sy -makmgigredudeavomaiset af poitaspisinit Goknectoks NJ|

through which | activate the picture plane via a slow and patient mgrkirthe surface of the paper

(Figure 2a, 2b, 2c). These marks operate on thresholds and explore boundaries between visible and

barely visible and as such, they have a clear hierarchical preference toward the visual and illusory

pictorial space, where thehite of the paper, the spaces between the drawn are activated (Bullen 2013).

5 AR w2alyR a4SSa RNIgAy3d Ay GSN¥Ya 2F LKSy2YSy2ft 2
make a mark or trace a single line upon a surface immediately transformsutface, energizes its

neutrality; the graphic imposition turns the flatness of the ground into virtual space, translates its

YEGSNRAIFE NBIFIfAGE XQ 6HANAH LI mMud ¢KS LAedOKz2f23Aadl
988 a0l OSRIZNBKF KIWtSA | R2dzot S NBIFfAGeUsT GKSe& NB aa
WL 6GSNya 2y | FtFdG aKSSdy FyR RSLIAOGAZ2yas NBLINBa

aSSy 020K Fa (KSYaSt@dSa I yR radaxesi HevgSes éniiofsytstinatA y 3 a
'Pictures are perhaps the first step away from immediate reality' (Gregory 1970, p. 32).

Gregory's writings on visual perception have contributed to our understanding of the eye and brain, in

terms of how seeing happeiis the brain and in particular how seeing is an active, not passive, process.

Noé takes an enactivist position and questions whether seeing is something that happens in our brain,

GKFG KIFLIWISya (G2 dzAaX 2N ¢KSGKSNJI (WER015 B xid. BMGgKA Yy 3 &
2y GKS g2N)] 2F 584Ses b23s OftlFAvya GKEFEG NI Aa SELS
the organised activity of achieving access to the world around us' (Noé 2015, p. 10). Experience for
Dewey,andliké A 4aS> b233 Aa y20 I WaSNASa 2F aSyaliAiazyas
FYR AYyGSaNrft X ¢S YIS GKSYe® 2SS R2yUd 2dzad KI @S Gl
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HGURBRA: CONSTRUCTHDRAWING ORCLING N@:17,PENCIL ON PAPEEX50CcM2017.FIGURE2B: DRAWING NGB 3,
HROMATIGHELDSCOLOUR PENCIL ON PRREOX40cM2010.FAGURE2C: DRAWING N@8, GATHERINFOx40CcMm, 2011.
PHOTO4ORRYEASON

Mindfulness

As someone whose mind is prone to wander and drift easily, | initially begexptore meditation as an

aid to concentration and a means of cultivating stillness, awareness and attention. | have found the
writings by Jon Kab&inn (2013,1994), the founder and director of the Stress Reduction Clinic at the
University of MassachugstMedical Centre a particularly helpful guide to developing a personal

LIN} OGAOS® 1'S RSaAaONROGSaAa YAYRTdAZ ySaa adzOOAyodte Fa
way: on purpose, in the present moment, nrfdgmentally (KabaZin 1994, p. 4)In Full Catastrophe

Living, KabaZinn provides straightforward, practical techniques as a guide to develop a formal
foundational practice. In exercise no. 1 KaBatn outlines seven basic instructions for mindfulness of
breathing. It asks us to sit, el the eyes, feel the breath rise and fall and that we focus on the

sensations of the in breath and out breath. When the mind wanders the guidance is to bring it back to
the breath, to keep bringing the mind back to the breath and to do this for fifteanutes each day,

whether you want to or not (Kab&tin 2013, pp. 553). Realising how difficult it is to do this every day,

let alone follow the seemingly simple instruction to stay with the breath, | became increasingly
AYGISNBAGSR Ay thnanpresérikeSof rifirid kad Belwbrie8 iith' Evarela, Thompson,

Rosch 2016, p. 24). | began to see how my interest in reductive yet visceral approaches to drawing could
be supported and nurtured by exercises for mindfulness practice, as expounded byZahathese
exercises were not just an aid to concentration but formed through a procedural and instructional

method in which | would draw in keeping with my breath.

It seems no coincidence that Dewey, whose Art as Experience has informed this texy dinelct

indirectly (through Noé and Johnson in particular), studied and mexttihe Alexander Technigue and

GNRPGS GKS WTF2NBINR (2 GKNBS 2F Co alddKAlLA ! fSElIyYy
Technique is not mindfulness meditatiorKR t A LJ 2 & WI 01 a2y oNARGSa GKIFG W5S
kind of advice that Kab&kinn offers. He knew what it was like to focus on the act of breathing and on

the posture of the body as a means of breaking old habits and establishing new ones' (128&aqp.

137-138).

Dewey's influence is also profoundly present in publications by Jacquelynn Baas (2005) and Baas and
Mary Jane Jacob (2004, 2009) in which they explore perspectives of pedagogy, contemporary art, and
Buddhism. Dewey's writingsdonotSny A 2y . dZRRKAAYX &SGX .l F&a OflAYa
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®w. dZRRKAAaY® INB X (Fy3ftSR 6A0GK {K@yklicd)Bhenst&NR OF vy LI
GKI G W. dZRRKA&AY A& SaaSydaltte SELSNRtyafAl U FyR G
experience', in which Dewey resolved the ontological divide between#®igdR& Wo& dzy RSNR Gl Yy F
mind as a product of natural processes and the web of interactive relationships between human beings

and the world (Baas 2005, p. 58).

In heressay, The Space of Art (Jacob 2004) Jacob draws interesting parallels between the practice of art,

the method of meditation and the mental space they inhabit. She interestingly asserts that both require

y2i 2dzad LINI OGAOS 0 dzin nWlza a.ddYy At 0ld LINKGSO U AAGSINIIGaW Ui 2K
2y G2 YF1S GKSANIIFNI X A& X F GNryaadaAzy aLlk OSxz |
0S@2yRX AdlYya 2LISyX Ly GKS aLI O0S 2F NI hReStfa (KS
. dzZRRKAAadG ARSI 2F 9YLIWiAySaa Ay 6KAOK akKS OflAvya (K
aAyRU O6WFO0206 HaAanX LI mMccOU® ¢KS IINIAAG 'yyS I FYAT
permissive and rigorous willingness to trusgdég knowing in suspension, trusting in possibility without

result, regarding as possible all manner of response' (Hamilton 2010, p. 68).

2 KIFG WF-O20 RSaAONAROSa Fa WwWovYLIie aAyR 2NJ ! yly26Aay3a .
2 F Wy 2 (valued Bydmanyg Bréative practitioners (Fisher and Fortnum 2013). My view is in accord

GAGK GKS 2yS 2FFSNBR o0& 5SIy |1 dAKSa oHnamnuI gK2 Of
necessary to creativity, subjugates a key element of its rhetoric.' Beoafuthis, Hughes, advocates a

AL OS GAGKAY Wy2i 1y26Ay3ab F2NIFy FOGGAGdZRS GKF G A
argues that an appropriate schema in which this practice takes place is through repetition and stasis, one
GKFG AYINRDIR 2YNB YR tAYAOGFGAZ2YU YR RgStta gAGKAY
¢CKS FNIAAG 2SyRe {YAOGK wasSSa y2 O2y(iNIXRAOGAZ2Y 0SS
WiGKIG 6KSYy 2yS A& aSNAR2dzat e mefhodickl'SSmRH-20ITB, D. 4) K SNBE A
After a visit to Japan, where Smith spent time copying the Heart Sutra, she was led to reflect in an
AYGSNIBASSG 6A0GK .Sy D22RAY3I WIKFG NRGdzZ t AaAy3 | LIN
Ad LISNFRNN¥YBIRSN A2y O2YYlFyRa 2ySUa FdAf FGGSyaaAzytc
traces the characters of the sutra, one could scarcely be more aware that this is not an exercise in self
expression: this is not about me; the world is not about me. divus thing about this is that it is not

as seldenying or seleffacing as it perhaps sounds. It opens one to the amazingness of everything that

isn't oneself, but of which one is somehow apart. In a way, the challenge is to be the best possible

nobodythat only you yourself can be' (Smith 2015).

This view seems to be in accord with an outlook expressed by Mark Epstein, a therapist influenced by
9FalGSNY LKAf2a2LIKeYI ¢gK2 oNARGSAT We¢eKS FoAftAide (G2 o
gredi RA&AO02OSNE GKIFIG YSRAGFEOAZ2Y YI1S8Sa LlaaroftsS X aStk
it shows us that when we achieve this we do not disappear, but we open to a more creative relationship

with our minds, our feelings, and the world'. (Epst2010, p. 48).
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Circus Street (AplJune 2015)

Circus Street, adjacent to the main Grand Parade campus of the University of Brighton at the time of
making the drawings, was a site soon to be demolished to make way for new educational development.
The ppoject involving staff and students asked two questions:

What can drawing offer as a method to explore changing urban spaces? Does drawing offer a valuable
means of investigating and recording not only the function but the presence and impact of butlthhgs
are about to be demolished?

When [ first went into the space with a group of students to draw, my response was that | could not
possibly document the entirety of the building to meet the proposition. So, while the students walked
around and chose plas to sit and draw, | found myself wandering around and just sitting. This initial
sensing of location outside of my regular drawing board studio was a challenge to my customised
practice. | remember in discussions leading up to this project sayingfiéslahb emotional attachment

to Circus Street, however, what | was not prepared for were the feelings that this physical space would
produce in me.

| felt a sense of not knowing what to do or how to approach the project and a feeling that | needed to be
fully present in my body, in the mometd-moment of the embodied experience of the environment in
GKAOK L KIFR LJXIOSR YeaStFfo Ly aAK2NIzX L FStid4x Fa A
was initially unsettling and disconcerting. Whdttad not anticipated was the way being in the space
provoked and collided with my emotional state. This empty shell of a building, which was once a thriving
marketplace, somehow resonated with my particular circumstances. | need to explain; just previous

this project | experienced the death of my father, followed shortly by the death of my mother, as well as
being reunited with my londpst, but not forgotten sister. At the outset of the project | had no intention

of speaking about this, and | am gggling as | write as to whether to include such personal material. |
have thought long and hard whether to disclose this information and to speak about this in a more
detached sense. It seems necessary to reveal this to capture the early phases of atpavj@as to

lead onto a new body of drawings (Figure 3a, 3b).

Dwelling, being present in the space, just sitting and being still was a small but significant part of how |
began to approach the project. This setting allowed me to connect to the spacthe space to
communicate to me. It allowed me to be exactly where | was in this moment in time, both my physical
and emotional state (Bullen, Fox, Lyon 2017, p. 133).

My notes at the time asked questions about whether these feelings coubdimenunicated. Was |

interested in attempting to share them? Is it even possible to fully share a subjective experience? What

was it about this place/space at this precise moment in time that triggered such an instinctive response?

| remember feeling inadagate, having a sense that my intellectual faculties trailed behind. There were
guestions, but | kept returning to a perception and that there seemed to be no separation between

being, doing and my lived experience and that | wanted to carry out an inguiry & WR2S&a y2d | &
separation of subject and object and does not observe a distance between the researcher and the

practice of art (Borgdorff 2007, p. 5).
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HGURE3A: BREATHDRAWING NA.6,PENCIL ON PAPERIX29CM, ORCUSSTREE,TBRIGHTOMAY2015. AFGURE3B:
BREATHDRAWING NA6,IN SITUPHOTA3LORRYEASON

My first attempts at drawing were graphite rubbings the frottage of surfaces to create a record of the

process, topographical translations of place and archival documentation. The resthigse, while

visually appealing, and capturing something of a sense of place, did not seem wholly appropriate. An
interestinreductiveandrul® F A SR | LILINB I OKSa f SR (2 | aAYLX S aead
WNBOSLIIAGAGeY | yR irended(Bullen,yFéxSandad fon, RAE S . £8Y). UsiyigRhisa dz

system, | made a drawing by placing paper onto uneven surfaces, upon which | attempted to draw a
A0NIA3IKG ftAYS FNRY STl (2 NRARIKIG SgAGK alek®Bmy AR 2F |
grasp because of the resistance and disruption caused by the surface on which the paper was placed.
Consequently, each line became a record of the moment of its making, determined by factors that sent

the line in directions beyond my controlhi§ act left a visible line but also a physical embossing and

occasional rupture to the surface of the paper. With the drawings made at Circus Street | became

particularly concerned with the necessity of a direct and physical prethegelationship betveen the

hand, the drawing material, the straight edge and paper; how my body was positioned in the space as |
1yStidz aid22R 2N alido W2KAfS tAySa RSYFENDIGS FyR R
O2yySOG X [ AySa S Ehidyssaét aporiokeSanother@ri uporyus' éDévieD2005(ipp.

104-105). Importantly, | began to draw with a rhythm that was concurrent with my breathing. | drew

each line on the ifbreath, as one might count the breath in mindfulness meditation.

TRACEY: drawing and visualisation research 7



HGURHA: BREATHDRAWING NA.7,PENCIL ON PARPERIX29CM. HGUREIB QRCUSSTREETBRIGHTONMAY2015:
PHOTA3LORRYEASON

Shortly after making the Circus Street drawings my thinking was extended and challenged by a research
project Touching the World Lightly | kegan to utilise the structures | had created for a set of drawings
called Gatherings (20£2016) and to formulate these as laser cut constructions in wood and card, upon
which | placed paper and drew. Primarily, | was looking for a means to continupltreeideas of

drawing, touch, and breath, by contriving my surfaces which directed composition. In these drawings, |
used a variety of different sizes and grades of graphite, from soft blunt chunky sticks, a flat Carpenters
pencil (sometimes with a notatarved into the lead to produce parallel lines), to finely sharpened

points. | used different rulers, from a standard straight edge to a French curve, to a ruler with a serrated
edge designed for tearing decal edges on paper. | tested different papefsamd 45gsm layout paper

was robust enough to hold the pencil line, while being fragile enough, allowing for the surface to be
broken. Making these drawings enabled me to build upon the drawings made in Circus Street, while
simultaneously testing materiglossibilities through handling of a variety of tools (Figure: 5a, 5b).

2Touching the World Lightig a project based in the School of Asniversity of Brighton, which asks: how we can understand the pivotal value
of touch and how do we articulate the generative nature of drawing pradieeged researchhttp://blogs.brighton.ac.uk/ttwl/
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HGURBBA, LASER CUT STENBIGURESB, BREATHDRAWING@2.06.16 PENCIL ON PAPEBOX30CM. PHOTA3LORRY
EAsON

Gordon House (Magugust 2018)

The main body of work in which tlehanging nature of a place, manual drawing and mindfulness are

fully aligned is through a set of drawings which are the result of two residencies at Gordon House,

al NBIFGSo tKSaS 6SNB YIRS Ll2aarofsS o0& Ayagateldl GA2Y
and dissect the real and fictional hidden within the fabric of the interior' of the soon to be renovated

Grade Il listed Georgian building. The house is asfiogy assortment of surfaces, a medley of original

architectural features and modificaypa G KIF G F NB LI NI A Odzf F NJ 42 LINSJA 2 dza
| SNB L RSOARSR (2 tAYAGEZ NBAGNROG YR ¢62N)] FdzNIKS
stay close to the physicality of the surfaces of both the environment and the paper. | wadtaiapting

to reside in the background, so to speak, to allow things to occur, to bring forth something into

appearance, through eemergence with materials, tools, and environment (Figure: 6a, 6b).

As in previous work, the drawings were made by pla@ggut paper cut to 30x30cm onto the uneven
surfaces. For these drawings, | cut an isolating gridded window of 20x20cm. | chose a square to avoid
choices of horizontal or vertical formats, thus leaving all compositional decisions to the subjective
determination of where to place the paper. Drawing a line was aided by the use of the gridded window
acting as a kind of viewfinder to frame and isolate a particular surface. For each drawing, | used the same
pencil (an HB graphite stick, in a holder), the samerraihd the same size and weight of paper, and

drawing each line on mybreath, while trying to maintain an even pressure. It was this correlation
between breath and the drawn line, each inhalation, and exhalation, each continuous action of finding
and centering the tracing of the next line, that enabled me to feel fully present in moA@moment

attention.

TRACEY: drawing and visualisation research 9



HGURESA, BREATHDRAWING NA.6 PENCIL ON PARPEFOX30CM. PHOTOLORRYEASON FIGUREGB,

Each drawing is produced in the time it takes to d@®horizontal lines with a 0.5cm space between
each. Every line takes approximately 3 seconds to draw, with an approximate gap of 6 seconds to
reposition the ruler before the next line. Separately each drawing took about 6 minutes from the first
drawn lineto the last. The drawings were made by using the following surfaces: oak floorboards,
plywood, hardboard, chipboard, carpet, underlay, plaster, brick, concrete, different wallpapers, Artex,
tongue and groove panels, ceramic tiles and formed plastics.

HGURE/A, BREATHDRAWING N@2 IN PROCES&ORDONHOUSEPHOTA.UCYLYONSHGURE/B, BREATHDRAWING N@ 2,

PENCIL ON PARE3OX30CcM, 2018,PHOTA.ORRYEASON

Reading between the drawn lines, one notices that the 0.5cm gap is never an accurate measuremen
nor is it negative space, instead, it is a fluctuating, pulsing, physical presence, actuated by the drawing
process. In fact, in these drawings the whole of the paper is activated: the reverse of each drawing holds
and reveals traces and indents, rupts and inversions, vying for equal status to the front (Figure 6a,6b).
Consequently, one can say that there is no back or front, left or right, up or down, and each drawing can
be displayed and viewed, picked up and handled in whatever way one choaagsgiven
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