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the jagged faceting is replaced by a much tamer form of discontinuity, in which areas
of the composition are raised from the plane of the canvas, but always remain parallel
to that plane. The aforementioned extra-dimensionality follows a more scientific
approach in synthetic cubism than in analytic cubism. This proves interesting as
analytic cubism is generally the more scientific of the two styles. However, in this
case it seems as if cubists solved the problem of the fourth-dimension in the analytic
period, and in synthetic cubism introduced new problems, such as color. In this
particular painting, the separation of planes is highly pronounced. The subject mat-
ter consists of a table with various objects on it: a newspaper, a pipe, a bowl of fruit,
a glass, and the novel, Fantomas. The painting secems to “read” from the back out-
ward. The penultimate plane forms the background of the picce. Gris paints the wall
and floor of the room upon it, straightening the angle between them so that they
both lie in the same plane. This is essentially the same effect that allows the entirety
of a three dimensional object to be viewed in four dimensions where only part of it
would be visible in three. Additionally, the border tracing halfway up the wall, which
we would expect to have some depth, is painted with none. There is little variation in
color, and the shadows are unconvincing. This makes the wall and floor appear two-
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dimensional. At first this may seem to counterintuitive in a four-dimensional paint-
ing, but consider that there is a vantage point from which a three-dimensional object
will appear two-dimensional in a four-dimensional space. More specifically, this will
occur when our line of sight is parallel to the direction of the second-highest dimen-
sion. In the example of the photograph, it appears as a line when we view it parallel
to the plane (second-dimension). When viewing a painting, the canvas is two-di-
mensional. The third dimension is perpendicular to the canvas, in the direction of
the line between the viewer and the canvas. Considering that this painting is “four-
dimensional”, this third dimension becomes the second-highest. Therefore, three-
dimensional objects in the plane of the picture should appear two-dimensional, that
is, without depth.

Furthermore, with the exception of the background, it becomes challenging to
distinguish the planes from each other in terms of what they represent. Many planes
share one or two common edges with objects, such as the newspaper and table-top,
but other edges seem to be randomly placed, and include objects which we would
logically place on a separate level. This fact, even more so than the presence of the
planes themselves ties synthetic cubism back to analytic cubism, creating a sense of
chaos. The separation itself, however, also creates a sense of extra-dimensionality.
Were one actually restricted to a two-dimensional world, it would be impossible to
see things in the third dimension. An object which moved into the third dimension
would seem to simply disappear. By layering the planes as he does, Gris creates this
isolation between dimensions; an observer on one plane would be completely un-
aware of the existence of the other planes.

Another interesting feature of this painting is the white outlines that used to dis-
tinguish some objects. These outlines transcend the plane divisions, giving the im-
pression that these objects are entirely separate in time or space, essentially in another
dimension. The fact that no color is used gives a greater validity to the idea that they
represent objects in a different time, creating a ghost-like image of what was once
there. Additionally, these objects are not all shown from the same direction. The
bowl of fruit and glass are seen from the side whereas the newspaper and book are
viewed so that their titles are visible. In this way Gris has shown them from the most
descriptive angle as suggested by Riviere.

The final component that should be distinguished is the backmost layer. It lies in
the upper right corner of the painting, and is simply a non-descript brown field. As
both the floor and walls are shown in the plane above it, it seems to not represent any
part of the subject, but an entirely separate realm. This contributes a sense of other-
dimensionality as it seems completely unrelated to either the colored planes or white
outlines. Gris has destroyed what would otherwise be the illusion that the room
extends beyond the frame of the painting. Instead, the viewer sees that the room
itself also lies on a finite plane which is separated from the void behind. This again
fits with the overall cubist goal to paint reality instead of illusion.
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As suggested by Apollinaire, cubism indirectly displays the fourth dimension. But
is this actually a depiction of reality, or simply a geometric novelty? In the cubists’
time, relativity theory was just beginning to develop, but the concept of time as a
dimension was fairly well known. A spatial fourth dimension however, still seemed
unrealistic. Surprisingly, recent developments in theoretical physics suggest that space
may in fact have more than three dimensions. Additional dimensions existing only at
a quanctum level could play an integral role in unifying the four fundamental forces.
Perhaps these will someday reveal a deeper validity within the brushstrokes of cubist
painting,.
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