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The development ofa sense ofselfthrough visual arts education is not a new topic. My
approach in this study however, sought to analyse the art-making process as a means of
exploring how this development may take place. Ontology as the study or consideration
ofthe reality ofbeing has been ¥r me, an area ofinterest Fr all ofFmy lif. In my view,
the underlying drive to create art is related to the individual's sense ofbeing and the
individual spiritual experiences, which occur during the &-making process. When m—g
about art and artists |1 ofen fnd myselfseking out those statements descrbing the
moments ofthe art-making process that are ofa more transcendental nature. This study
was Fcussed specifcally on the simple spiritual experiences, ("@®scending experiences),
that may occur during ar-making. | Flt this Fcus may add to the understanding ofthe
benefts ofvisual arts education in order to achieve the Overrching and Le&ag Area

Outcomes ofthe WA Curriculum Framework.

1.2 Philosophical framework

A philosophical famework outlining the practice of Transcendental Meditation (TM)
has provided the structure Fr e =< g spiritual experiences within art-maing. | leat
TM in the hst year ofmy art school course in 1977. Daily TM enhanced my experience
and understanding ofthe spirituality in my art-making and other areas ofmy lif. So
fom this perspective, the spiritual cd aesthetic experiences that may occur during art-
makng are related to the experience oftanscending that occurs more systematically as a
result ofthe TM technique. Trascending or the settling down ofthe mind, is a simple
and natural experience tiggered methodically during TM and to varying degrees during
various lif experiences like enjoyment of the arts. Traditionally, these aesthetic
experiences connected with art have been thought to occur through the adoption ofa

"disinterested interest™ stance to aesthetic phenomena.

TM is used in educational institutions around the world fom pre-school to university
level. I have visited several ofthese institutions and have some appreciation ofthe rnge

ofbenefts Fr the students. Roth (1994, p.179) stated the research on TM has been



conducted in “210 independent universities and research institutions in 33 countries
during the past 25 years” and compiled in six volumes. (For an example of recent
research see Appendix [). There were more than 500 research studies that indicated the
incontrovertible benefits of this technique. I have taught TM to all age groups in several
countries, in community centres, in business and medical settings, to very ill people and
very fit athletes and as Step 11 in Alcoholics Anonymous (AA) programs. I believe
change and diversity are part of the nature of life but the experience of the silent,
transcendental area of the mind can be experienced as a source of non-change, the regular
experience of which can create balance in active life and is a daily way to release stress
and fatigue. | believe that art practice is one of the other areas of life that can greatly
enhance the quality of life and aid the search for meaning through individual and

collective enjoyment.

In 1996, the Museum of Contemporary Art in Sydney held a large group exhibition
called Spirit and Place which was supported by a publication called Spirit and Place, Art
in Australia 1861-1996. This publication included essays and interviews with a cross-
section of artists representative of indigenous groups and diverse philosophical
positions. Spate (1996) wrote a “sceptical” essay in which she argued that the word
“spiritual” is often misused and “abused”. She reviewed the use of the word spiritual
from various angles such as; modern art movements, religious significance, and

philosophical positions. Spate (1996) stated:

Many artists speak of the experience when the material (their art)
shapes itself — in the common phrase, it ‘takes over’ — and tells them
what to do next. The forming of the material seems to act as a conduit
for some force larger than themselves. This kind of experience is often
described as spiritual. (p. 78)

Spate (1996) also considered the many reasons and understandings of these experiences,
some of which are traditionally to do with divine inspiration and others with the
workings of the subconscious mind, both individual and collective. She questioned if this

experience could provide a form of spiritual experience for the viewer as well. Some of



Spate’s (1996) comments in this arena of discussion are concepts that I explored in this

study:

The kind of experience I am trying to describe is not a human-centred
one — such as one might find, for example, in contemplation of the
marks of age in a Rembrandt self-portrait. Here the perceptual
experience is as intense as in the abstract works I have discussed, but it
conveys something that is more profound in a very different way. The
miracle of paint, which is manifestly paint but which manages to
convince one that one is looking into an aged face, allows one an
intense empathy with another’s human-ness that can scarcely be
matched with the real body (one can scarcely look with this intensity
and lack of self-consciousness even at someone one loves deeply). I
know many people think of such a work as spiritual, but it seems to
me that the word should be kept for that experience where the mind
breaks through into a sense of the unity of being ... there can be in
painting moments of perceptual experience so intense and so joyous
that one has to think why this should be so — and of the mystery of
our being that can respond with such intensity to matter. (p. 79)

Spate (1996, p. 80) posited that artists seek “the spiritual through their work” and that

the viewer may also at times find something that may be called spiritual in art works. She

concluded:

As a spectator, it seems to me that the spiritual experience in art
somehow make one conscious of one’s beingness on earth and of
feeling one with its wholeness, both human and natural ... The
experiences given by intensive involvement in the materiality of
painting and sculpture may explain the continuing significance of what
is increasingly presented as demoded modes of expression. Materiality
and stillness still have a role to play at a time when technology drives
us ever more towards dematerialisaton, towards the loss of
consciousness in the infinitely mobile. (p. 80)

Spate’s (1996) discussicn provides additional supports for this study to make a strong
case for and promote visual arts education as a major tool in education. It is claimed that
in schools, and in art education, there is not much emphasis on the development of the

student (except perhaps for TM based schools, Montessori, Steiner, and other specialist
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schools). I feel what is missing in visual arts education is an emphasis on the personal
benefits of art-making although this may change to some degree with the introduction of
outcomes-based education. The emphasis in visual arts education experience could
include more study of the aesthetic experience especially as it relates to individual
students’ cultural and artistic experience. The study of art from other cultures could aid

this process.

My TM background has allowed me to realise that the art-making experience can provide
an opportunity for an approach to education that is more focussed on subjective
experience, self-discovery and the personal development of K-12 students as well as
adults. Art-making can be a life-skill, timely and applicable in our lives and in an
education system which can be disturbingly impersonal for some students.
Compounding this sense of impersonality or alienation, is the focus within visual arts
education on the art produced (product) rather than the art-making process. This study
explored the benefits of transcending during the art-making process to develop a
justification for the visual arts in education and an approach to fulfilling the Curriculum

Framework requirement for the development of the students full spiritual potential.

It is argued that the ideas expressed in relation to my own art making and interests may
have implications for the wider community and for education in general. The next section

provides further insights into my experiences of art making.

1.3 Research questions

This creative project presents an exploratior of the transcending experience that may
occur at times during the process of art-making and includes an exhibition and written
document. The written document component of this creative project involved the
consideration of research questions and provided a theoretical study in the same area of

interest.
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The three questions considered were as follows: (1) Does art-making provide a
transcending experience similar to that achieved in TM? (2) Do visual artists across times
and cultures agree on the nature of spiritual and transcendental experiences during art-
making? (3) Does a focus on spiritual and transcendental experience have a place in

contemporary visual arts education?

The exhibition component of this creative project is closely linked to the first research
question as a perscnal response and research into this field. The concluding statement of
the written document includes some implications for art studio practice and art

education.

1.4 Key terns

Absolute value - unconditional, without restraint, not dependent, pure. Absolute
consciousness is transcendental, not relative and pure, the mind awake and alert
but without thought content.

Aesthetics — ideals, laws or principles that give descriptions and perspectives of beauty
and values in creative expression that are individually and culturally based. The
philosophy of art.

Aesthetic experience — subjective experiences during the viewing or making of art.
Disinterested interest described by Kant.

Art — (n) art objects. (v) Various skills related to making art.

Artist — one who practices art-making and is applicable to people of all age, cultures and
levels of applications and interests. The idea that everyone is an artist is the most
inclusive value of this concept and is the meaning that I wish to apply to the
term.

Collective consciousness — individual consciousness is the unit of the collective
consciousness of any society. The underlying field of collective consciousness

can be experienced by individuals and influences the structure of society.
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Consciousness — the state of being mentally awake to one’s surroundings or having the
fullest use of one’s faculties.

Creativity — original thought and creative expression.

Culture - cultivation, civilisation, mental training and development.

Hermeneutics — Crotty (1998): described as a theoretical perspective that stemmed
from historical origins in biblical studies in the seventeenth century.
Etymologically means to interpret or understand. The hermeneutic mode of
understanding assumed and affinity of some kind between the text and the reader,
not just semantics and of suared and applied meaning. It involved understanding
context, being and the influences of the author and interpreter’s influences on the
text.

Ideology - the body of the beliefs of any group, visionary theorizing and with reference
to philosophy, the science if ideas.

Intuition - instinctive and immediate perception of a truth (without reasoning), direct
understanding. knowingness arising from the pure consciousness level of the
mind.

Pure consciousness - transcendental and absolute consciousness, awareness without
thought content.

Relative - not absolute, dependent on relation to something else, comparative,
connected, related.

Spiritual (ity) — the aesthetic experience created through art-making, and viewing,
related to inner, subjective, personal and transcendental experiences; can vary in
description due to varying cultures, life experiences and frames of reference.

Talent — faculty, ability or natural physical function, individually and culturally measure
or gauged.

To transcend - to go beyond all levels of knowledge in the mind to experience pure
consciousness.

The arts — certain branches of knowledge and learning that are distinct from natural

sciences e.g. visual art, music, literature, and drama.
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The process — the actions or steps taken during the art-making process.
The product — the art object.
Transcendental consciousness — experience of the mind due to transcending all active

states of COﬂSCiOUSﬂCSS, S€€ pure consciousness.
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1.5 Personal context

From time to time experiences during the art-making process have reminded me of
experiences that are similar, yet different, to experiences in Transcendental Meditation.
During TM the transcending process is systematic and repeatable within both subjective
and objective parameters. Clear moments of transcending are subjectively experienced as
the mind awake and alert but without thought content. At times, during art-making I have
been reminded of these transcending experiences by similar moments of silence and
expansion in the mind and emotions. These moments in art-making are experienced
during an activity so they are experienced alongside the thoughts and feelings that are

part of the art-making.

This creative project, including an exhibition and this written document, incorporate the
concept of an exploration of this transcending experience in the process of art-making as
well as exhibising art products. The exhibition component attempted to present the
viewer with a visual account of various experiences related to transcending that can occur
at times during art-making. The journals that accompany the exhibition document
glimpses into the art-making process and experience over the last year. The written
document component of this creative project involved the consideration of research
questions and provided a thecretical study in the same area of interest as the exhibition.
The three questions considered were as follows: (1) Does art-making provide a
transcending experience similar to that achieved in TM? (2) Do visual artists across times
and cultures agree on the nature of spiritual and transcendental experiences during art-
making? (3) Does a focus on spiritual and transcendental experience have a place in
contemporary visual arts education? The concluding statement of the written document
includes some suggested implications for art studio practice and art education. This
approach presents my personal frames of reference and links my artwork with the art

education issues discussed in this written study.

-
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2.0 Research Question 1

Does art-making provide a transcending experience similar to that achieved in TM?

2.1 Introduction

This research question poses a key question for the project as a whole. This section wll
provide background information on several key areas, (a) the Transcendental Meditation
(TM) model, (b) Abbs’ view of the vertical axis of creativity, (c) creativity and the
unconscious mind, (d) clarification of the usage for this study of the terms transcending
and spirituality, (e) a consideration of post-modern practice in the arts, (f) relationship
between self-expression and transcending, (g) Efland’s Expressive-Psychological Model
of visual arts education, (h) the Rasa experience, and (i) a discussion about the benefits of
spirituality for individuals and the wider community. This section will conclude with a

report on the exhibition of my art works.

2.2 TM Model (Maharishi Mahesh Yogi)

TM comes from the techniques and knowledge revived from the ancient Vedic culture by
Maharishi Mahesh Yogi, who is the founder of the worldwide TM organization. Many
educational institutions around the world that incorporate TM into their education
systems use the motto knowledge is structured in consciousness which acknowledges the
importance of the development of the student. Roth (1987) quoted Maharishi as

describing the experience of transcending:

The conscious mind comes to a state of self-referral awareness, which is the
simplest form of human awareness where consciousness is open only to
itself, it is the unified field of natural law, the total potential of nature’s
intelligence. (p. 37)

16



The following model illustrates my interpretation of Maharishi’s Vedic Science

approach to individual and collective consciousness.

BEHAVIOUR

SENSES

}

MIND

INTELLEC?/IN TUITION

!

EGO/SELF

!

TRANSCENDENTAL CONSCIOUSNESS

Figure 1: Individual and Collective Consciousness (after Maharishi Mahesh Yogi).

There are three major states of consciousness that we experience as (a) the waking state,
(b) the sleeping state and (c) the dreaming state. A fourth distinct major state of
consciousness is experienced during the TM technique and is called rranscendental
consciousness. This model assists us to explain the sense of spirituality or inner
experience that is experienced during the TM Technique and that may be experienced to
some degree during the art-making process. The transcending experience is beyond
individual ego or sense of self. By becoming used to transcendental consciousness
through regular TM practice, subtle realizations about transcending through other
activities become apparent. The transcending during TM is regular and systematic due to

a structured technique. The regular experience of TM has allowed me to realize that
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during other activities, including art-making, some degree of this inward process is also
experienced and that activities that facilitate transcending may also facilitate and culture

self-realization.

2.3 The Vertical Axis of Creativity (Abbs, 1989)

Another model, well known in arts education is by Peter Abbs, an exponent of aesthetic
learning in education and a Professor at the Institute of Education at the University of
Sussex in England. Abbs (1989, p.1¢) described a “vertical axis of creativity” as the

movement between the conscious and the unconscious levels of the mind.

CONSCIOUS

v
PRECONSCIOUS

!

UNCONSCIOUS
Figure 2: Vertical Axis of Creativity (Abbs 1989)

Abbs (1989) related this axis to the transference of night-time experience of dreams into
the “day-time work of culture-making. In this transference the powerful unconscious
patterning processes of the psyche-soma are used and elaborated in the creation of art,
theory and science” (p.10). Abbs referred to Einstein’s understandings that for creative
thinking te occur “one must constantly step sideways out of the tracks set by logic and

downwards into the unconscious”.

In this model there was also a description of a horizontal axis that referred to the
inherited culture or the symbolic field in which the creativity or the symbolic

transformation take place. I believe Abhbs’ model of two axes represented innovation and

18



tradition and they have constant interaction. The unconscious mind discussed in the
Abbs model could also be seen within the TM model at the finest level of subtle activity
of the collective self just above the line that delineates Transcendental Consciousness,

(see Fig: 1).

2.4 Creativity and the unconscious mind — historical context

Although it may seem unwise to embark on a discussion of such a complex and
specialised area, there are some basic concepts, which need to be considered. Inevitably,
Freud’s work springs to mind when the conscious or unconscious mind is discussed.
Freud is well known for his development of psychoanalytical method, involving
techniques such as dream analysis and free association. Using these teciniques, he
attempted to gain knowledge about an individual’s unconscious or to make the

unconscious conscious.

Jung, a younger contemporary of Freud, further develcped the concept of a collective
unconscious. He founded the discipline of analytical psychology and established the
concept of archetypes that he believed were universal symbols present in the collective
unconscious. The concept of the unconscious mind is of interest to many people. Boeree
(2002, p.1) described Jung as having “a capacity for very lucid dreaming and occasional
visions” and as making “the exploration of his inner space his life’s work”. He went on

to depict Jung as being;:

Equipped with a background in Freudian theory, of course, and with an
apparently inexhaustible knowledge of mythology, religion, and philosophy.
Jung was especially knowledgeable in the symbolism of complex mystical
traditions such as Gnosticism, Alchemy, Kabala, and similar traditions in
Hinduism and Buddhism. (p. 1)

In Jung’s Collected Works he referred to the understandings of “inner” psychology in
China and India and felt that these cultures had been able to maintain what our western

religions and cultures had lost.
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in the East, the inner man has always had such a firm hold on the outer man
that the world had no chance of tearing him away from his inner roots; in the
West, the outer man gained the ascendancy to such an extent that he was
alienated from his inner most being. (1939, p. 785).

Jung (1939, p. 935), provided a useful description of the nature of consciousness and its

evolution from childhood:

Consciousness is a precondition of being. Our consciousness does not create
itself — it wells up from unknown depths. In childhood it awakens gradually,
and all through life it wakes each morming out of the depths of sleep from an
unconscious condition. (1939, p. 935)

In addition Jung (1939, p. 183) emphasised the relationship between individual and

collective consciousness:

Our personal psychology is just a thin skin, a ripple on the ocean of
collective psychology...where there are laws entirely different from those of
our consciousness. The archetypes are the great decisive forces, they bring
about the real events, and not our personal reasoning and practical intellect.

(1939, p. 183)
In a discussion regarding the vertical axis of creativity and its relationship to the
“unconscious” Abbs (1989, p. 12), listed writers such as Suzanne Langer, who were also
interested in the emergence of imagination from the dream-state of consciousness and the
“creative regression” back into the unconscious and dream state. Langer (1975)
developed and wrote extensively about a philosophical understanding about form and
structure, both natural and created within, our lives, and in culture. For Langer, form was
not just physical or material, but could be a sense of order within related items, like a
scale in music. She also wrote about symbols, rites and art. Ward la Cour (1989) cited
Langer’s belief that art was the objectification of feeling and had a kinship with the

collective natural world.

The concepts and research about the more subtle areas of the mind by these three

writers, Freud, Jung and Langer, represent understandings that live on in western
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cultures. Some of their ideas, like the Abbs model, can be related to the TM model. The
individual unconscious, the collective unconscious and the feeling level of the artist are
within the TM model just slightly above the line, which indicates the transcendental

consciousness area.

Transcending is a spontaneous and natural experience that allows moments of silence in
the mind. TM facilitates systematic transcending while during art-making transcending
may occur from time to time. We have religions and philosophies but desire more
experiential modes of knowledge for deeper, richer and more satisfying experience in our

lives. Art-making can facilitate subjective experience and personal development.

2.5 Transcending, and spirituality — clarification of terms

In this Creative Project, transcending means to go beyond all levels of knowledge in the
mind to experience pure consciousness or the silent area of the mind. Transcending, in
theory could occur at any time, as it is simply the gap between any two thoughts.
Transcending can occur at the junction point between the major states of consciousness,
for example on falling asleep or waking up from sleep. At these times there can be a few
pleasant moments of silence in the mind, which can be simple yet profound and
enjoyable. This can also occur spontaneously during art-making. Therefore the
spirituality being referred to in this study and as discussed by Abbs (1989) is the
aesthetic experience created through art making and viewing, which is related to inner

{subjective), personal, and transcendental experiences.

If the arts may then be said to be forms of representation of the inner experience of the
artist, then spirituality is an intrinsic attribute of art and the art-making process. Artists
working within various cultures throughout time have described the experience and role
of art as being concerned with spirituality. Both art-making and the viewing of art can

give access to a silent, inner experience of the human mind and being.
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The term spirituality can be loaded with religious or new age connotations but I would
like to focus specifically on the transcending aspect of the art-inaking process. In this
Creative Project, input from artists and art educators have built a mosaic of

understandings about the spirituality available through art-making.

Huebner (1999) is Professor of Philosophical Theology and Fellow of Berkeley College,
in the United States and is author of The Lure of the Transcendent, a collection of thirty-
five of his essays from 1959 to 1995. Throughout his career, he has sought to enliven
debate about education and curriculum through continuing research in the areas of

politics, phenomenology, aesthetics and theology.
Huebner (1985) explored issues conceming spirituality and knowing. He stated:

People experience moments when present forms of behaviour are somehow
transcended. These moments might be explained or depicted as growth,
education, insight, intuition, power...knowledge of oneself accompanies and
follows these experiences...these moments have been stored within various
traditions of these people. (pp. 166-167)

Huebner (1985, p.159) acknowledged in the past the tendency in education was to
“distance” language and philosophy from the Christian traditions and merge them with
scientific and more technical language. This is a complex issue, which encompasses many
historically important value changes that are continuing, such as, multiculturalism,
comparative religions, addressing gender imbalances and renewed interest in indigenous
cultures. In this article Huebner (1998, p.163), tackled the question of how the words
spirit and spiritual can be used in education. He also acknowledged the interest in “the

west”, since the 1950s, in the “suprasensory” and eastern meditative wraditions:

Talk of the ‘spirit’ and the ‘spiritual’ in education need not, then, be God
talk, even though tne traditions wherein ‘spiritual’ is used most frequently
are religious traditions. Rather, the talk is about lived reality, about
experience and the possibility of experiencing. (p. 164)
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Huebner (1985) found support for his position on spirituality in Heidegger’s (1962)
concept of truth as openness to being. Heidegger developed this understanding as the
field of Hermeneutics that is concerned with methods of knowing and understanding of
the whole person and extracting knowledge about dimensions of human experience from
historical religious texts. Huebner (1985, p. 172) believed that religious traditions keep
spiritual aspects of life alive in human consciousness but the openness to continual
recreation of “qualitative and sensory aspects of the world” was most important.

Huebner (1985) stated what he perceived as a problem in education in the 1980s:

Every mode of knowing witnesses to the transcending possibilities of which
human life is a part. All knowing requires openness and vulnerability. ...The
problem of course, is that schools and other institutions of education are not
places of knowing, but piaces of knowledge. Knowledge is the fallout from
the knowing process. ...To bring knowledge to life, to enliven it, it must be
brought into the living form of the human being, into the form that is a form
of the transcendent. ... By enlivening knowledge, the student is also
empowered. (pp. 172 - 173)

The philosophy of hermeneutics is further discussed by Patrick Heelan who is a
Professor of Philosophy, Georgetown University, Washington, D.C. Heelan has a
background in both art and science with: a Ph.D. in philosophy, Louvain; Ph.D. in
geophysics, St. Louis University; post-doc in high energy physics at Princeton; also
research fellow at the Institute for Advanced Studies, Dublin, and the Center for the
History and Philosophy of Science, Pittsburgh University. Heelan has published articles
in both philosophy and science, and consults for many journals and publishers. I found
his description of hermeneutics to be precise, lucid and supportive of the subjective
nature of this study. In his website, Heelan (2002) described hermeneutics
(interpretation) as concerned with the generation, transmission, and acceptance of
meaning within the lifeworld and was the original method of the human sciences.
According to Heelan, hermeneutic philosophy followed Heidegger's perspective of
analysis of meaning and interpretation. Heelan and Schulkin (1998) posited the purpose

of hermeneutical philosophy was to:
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Incorporate into the philosophy of science those aspects of historicality,
culture, and tradition that are absent from the traditional analysis of theory
and explanation, to re-orient the current discussion about scientific realism
around the hermeneutics of meaning and truth in science and to establish
some relationship between the current philosophy of natural science and
hermeneutical philosophy. (p. 269)

Hermeneutics has also been more directly related to education. In Applied Hermeneutics,
a website devoted to interpretational applications across disciplines (1999) the
relationship between education and hermeneutics is discussed. In an overview of post-
modem education the concept that all understanding is interpretive with many types of

texts and media being available is clearly established. One writer, Haley (1999) stated:

Education is all around us. It is what socially promotes, it is the vehicle to
Enlightenment. ... A hermeneutical approach to understanding education and
learning ... incorporates many perspectives that allow people to have a
more complete understanding of education. (p. 1)

The main approach in this study is to consider personal, subjective written material from
artists about the silent, subjective and transcendental experiences during their art-making.
This approach emphasised the need for considering the less tangible or quantifiable

aspects of the artist.

Transcending in art-making may be understood more clearly if it was seen as being
necessary in the process of intuitive insights that can also occur at times during art-
making. Intuitive response could also be seen as very much a part of the art-making
process for some artists. Amheim (1985) traced the history of intuition and the intellect
to establish the primacy of intuition in arts praxis. As a Gestalt psychologist, Amheim is
interested in perception and how art works to communicate meaning to viewers. He

referred to Descartes as believing that intuition was more certain than deduction.
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Amheim (1985, p.79) described the phenomenologists of the Husserl School ideas on
intuition as “the royal road to truth”. Intuition is part of the decision-making process
that occurs during art-making and is silent, non-linguistic and self-referral. In his
discussion, Amheim (1985, p.81) argued that *“aesthetic perception is a very special
case...the arts only... offer us the experience of watching intuition at work”. The training

of the mind to function more intuitively can be the purpose of regular art-making.

Amheim (1985, p.84) asserted that in art and science, or intuition and the intellect, it was
important not to “neglect one in favour of the other or to keep them apart” because such
neglect “cannot but cripple the minds we are trying to assist in their growth.” This point

highlights the ongoing relevance for balance in curriculum.

2.6 Beyond postmodernism — art-making and viewing

Bonshek (1996), an exhibiting artist and art lecturer at Maharishi International
University in Fairfield, lowa, in the United States, wrote a PhD dissertation based on
Mabharishi’s Vaedic Science about art being a “mirror” of consciousness. In her
dissertation, Bonshek (1996, p. 75) reviewed a range of concepts and writers in the area
or situation she termed Beyond Postmodernism. In common other socially aware art
theorists and writers such as Gablik, Bonshek believad that there was a need for art to
have some “social, moral, ecological or spiritual purpose to be meaningful and to
influence collective awareness”. Bonshek saw the artist as struggling {0 communicate

profundity and contribute to society and culture.

Bonshek (1996, p. 79) provided the example of Kuspit as a person who applied a
psychoanalytical understanding of aesthetics to arts response. This understanding was
based on Kant’s descriptions of a disinterested attitude as a type of direct awareness that
is inherently subjective. Kuspit (1990b) called it “aesthetic transcendence” like the “non-
attachment” of Eastern religion and “it is not the exclusive preserve of ert, state or

religion”. I believe that this aesthetic attitude can be experienced in response to anything
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but can be facilitated by regular art-making and responding to art works. As other
aestheticians have established, Bonshek (1996, p. 80) reported that art and art-making

“is a deliberately designed means of aesthetic transcendence™.

There can also be an aesthetic transcendence for the viewer. Winterson, a novelist,
described her discovery of what it means to have an response to artworks in her book Art
Objects: Essays on ecstasy and effrontery. Winterson (1995) described her aesthetic
experiences as a viewer of art and recommended that as viewers, people needed to leam
about aesthetics. She described the benefits for the viewer who facilitated the creation of
dialectic between themselves and an artwork. Winterson highly valued the richness of the
constant exchange of emotion between the viewer and the art object. This aesthetic
experience for the viewer and the aesthetic experience of the art maker are both valued

elements that can be available through visual arts education.

Winterson (1995) described the benefits she perceived were available for the art viewer:

We know that the universe is infinite, expanding and strangely complete, that
it lacks nothing we need, but in spite of that knowledge, the tragic paradigm
of human life is lack, loss, finality, a primitive doom saying that has not been
repealed by technology or medical science. The arts stand in the way of this
doom saying. Art objects. The nouns become an active force not a collector’s
item. Art objects. (p. 19)

She stated that art was in this sense a “biological necessity.” The experience and
understanding of the aesthetic experience available to the artist and viewer were the basis

for the experience and development of a sense of spirituality in life.
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2.7  The relationship between self-expression and transcending in the

visual arts.

[t has been estabiished that a number of writers believe that for many artists, the art-
making process encompasses whai might be described as a spiritual and transcendental
dimension. For the artist, art-making can be stimulated by visual experiences but also
from a need for self-expression. Perhaps both experiences are deeply related. Perhaps the
realist and the self-expressionist art-makers are equally experiencing and being driven by
an inner urge for self-expression. From dis perspective, art could be seen as essentially a

spiritual experience in the life of the artist.

These ideas are not new and are often found in books written about the lives and
philosophies of artists. Modjeska (1999) has written a significant novel called
Stravinsky's Lunch in which she collected anecdotal material and retold some of the
remarkable stories of the generation of Australian women artists, who emerged around
1910. Stravinsky's Lunch included a range of comments about the spiritual experiences

of these artists during art-making.

For example, Modjeska described Stella Bowen as avoiding the “prevailing taste for
abstraction™ (1999, p.98) while continuing her love and preference for figurative art and
the formality in the ancients, in order to work with convention and “penetrate further”.
Bowen wished to capture inner qualities like personality and emotions rather than get
caught up in meaningless detail. Later in life Bowen wrote an art column in which it was
obvious that she did not admire innovation for its own sake but preferred artists who

were “at home in themselves™ (Modjeska, 1999, p. 134).

Another artist mentioned by Modjeska (1999, p. 115) was Gwen John whose vision was

important because shc was “patient and recueilli” which meant “to gather in, to be
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collected.” This related to John’s sense of gathering in the “inner self’, the feminine

experience and expressing it on canvas.

Later Modjeska (1999, p. 195) described Grace Cossington-Smith as wishing to paint
“things unseen ... this other, silent quality which is unconscious, and belongs to all
things created.” Modjeska (1999, p. 308) said that this artist saw the essence of life
around her through “reverie”, like a meditative state, “evoking in us a state of
contemplation, opening us to another kind of thinking and being in the world.” This is a

very clear description of the transcending experience during art-making.

An extension of this glimpse of the variety of perspectives from artists and visual arts
educators about what makes art spiritual and descriptions of various experiences similar

to my definition of transcending is developed throughout this study.

2.8 Expressive-Psychoanalytical Model (Efland, 1990)

Modemism and post modemism have created a culture where a person needs to
understand the theory that is behind the aesthetic experience of the artist. Arthur Efland,
Emeritus Professor of Art Education, Ohio State University, has written extensively
about art education and most recently about cognition and the nature of learning in art-
making. Earlier, Efland (1990) reviewed the diverse concepts related to aesthetics, within
the context of what might be called, late post-modernism. His comparison of viewpoints
was particularly relevant as artists and educators started to iateract globally in the late
twentieth century. Efland (1990, p. 11) created a timely summary of what he perceived
to be the most recent prevalent and dominant aesthetic theories. One of his assumptions
was that the study of art theories and philosophies “plays a role in determining the

character of art instruction.”

Efland (1990, p. 13) tabled four main historic aesthetic theories in the field of art, (a)

Mimetic, or art is imitation, (b) Pragmatic, or art is instrumental conveying values of
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solutions to problems, (c) Expressive, where art is primarily self-expression, (d)
Formalist, art is formal order or “significant” form. Each of these aesthetic theories was
further discussed in relation to respective leaming theories and implied ideologies. They
varied in terms of their practical application for behavioural educational theory and their
influence is seen in teaching practice. Efland’s (1990) recommendakion was that a
successful art education program would endeavour to include and be open to all these

aesthetic theories for the benefit of all students.

Efland’s (1990) Expressive-Psychoanalytical Model dealt with themes such as
expressive aesthetics, where art is produced from within the artist’s imagination and
knowledge and education are personal constructs validated in the subjective feelings of
the student. The art-making process could therefore be seen as therapeutic, facilitating

personal growth and personality integration.

Although my study is closely aligned with Efland’s Expressive-Psychoanalytical
Model philosophically, it recognises diverse individual and culture-based modes of
thinking and expressing. So [ would go further to expand these concepts to incorporate
the other three Efland models and the eclectic nature of late, late post modernism. The
experience of transcending during art-making could naturally occur in students and artists

involved with any of these models or combinations of them.

One of Efland’s (1990) conclusions seems appropriate and simply fuses the diversity

into “the present”.

It could be argued that an art curriculum reflecting the conflicting diversity in
the nature of art, would not be eclectic at all; it would simply represent the
state of art at the present time. Understanding this diversity and its historical
and soctial bases is the challenge confronting the leamer and the curriculum
maker alike. (p. 20)

The consideration of aesthetic theories from non-western cultures is timely and more

relevant than ever in order to facilitate enquiry into the increasingly multi-cultural
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environment in which we live. It is logical to understand art-making as being open to the
diversity of theories and models from diverse sources for the following reasons (a) better
personal understandings and outcomes in art education, (b) to become aware of personal
narratives in art-making, (c) to allow for the continuing development of a sense of self
and well-being and (d) to allow for individual creativity and the development of intuitive

response.

2.9 Rasa experience

The Rasa Theory of the ancient Vedic culture of India explained that when art making the
artist transcended the thinking level of the mind and experienced an expanded and
transcendental level of the mind. Artists from different cultures have described this
experience in different ways. Tne word rasa could be described as an equivalent for the
western concept of an aesthetic experience. To explain this concept Bonshek (1996,
p.46) quoted from Pandit, a rasa aesthetic writer, “the role of art is to relate human life to
cosmic life through fleeting moments of rasa by engaging the viewer in life, and not
attaining the permanent nature of moksha through renunciation of life (as does the
religious person or yogi).” Bonshek (1996, pp. 45-46) stated that the Indian artist may
express individuality while at the same time, experience a taste of rasa that is universal.
According to Bonshek (1996), art also had a moral purpose through its ability to culture

a healthy civilisation and to create moksha or spiritual liberation.

The relationship between individual experience and universal significance was also
explained by Lifschitz (1999) in his PhD dissertation. For Lifschitz, rasa aesthetic
theory and experience may be seen as a mode of self-realisation and therefore a
forerunner of spiritual realisation. More importantly, Lifschitz (1999) argued that rasa
theory could provide a foundation for the global vision of art educators and the

development of cross-cultural art education. (p. 13)
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Three PhD dissertations that relate specifically to the field of rasa theory (Ferguson:
1991, Bonshek: 1996, Lifschitz: 1999), all discuss the connection between the aesthetic
experience and transcending experience in art-making as understood from the historic
Vedic culture of India. The rasa theory of the Vedic culture of India explained that when
making art, the artist transcended the busy thinking level of the mind and experienced an
expanded and transcendental level of the mind. The three writers understandings are

similar to the paradigms that [ bring to this study.

Fergusson (1991) explained in his PhD thesis, also from Maharishi International
University, that through the repeated experience of transcending in TM, and through
reseai *h developing a theoretical understanding of this experience, a person could
develop measurable benefits of enlightenment or higher states of consciousness.
Fergusson (1991, p. 367) stated, “Cosmic Consciousness is that level of awareness in
which the individual can maintain unboundedness along with the ability to focus

sharply™.

Fergusson based this understanding on his study of eighteen undergraduate and two
graduate students following an academic six-week art course based on the group practice
of TM and advanced techniques called the TM-Sidhi program. Included in the art course
was an introduction to the broad underpinnings of art study that was both practical and
theoretical. The students were assessed at intervals throughout their study for the
progress of their art outcomes and personal development traits. Fergusson reported
positive results in the areas of self-development and the enhancement of the quality of
life of students. Fergusson (1991) endorsed the incorporation of the practice of TM and
associated techniques into visual arts education to fully facilitate students’ personal and

art-making potential.

31



2.10 Benefis of spirituality

The Okinawa Centenarian Study that was commenced in 1976 by Suzuki. Found that the
Okinawa community to have the highest mortality rate in the world with the lowest
number of health problems. An interview with Willcox (2001, p.2) explained that this
Japanese community “where people have longer and healthier lives than anywhere else in
the world” have been studied for twenty-five years. Their “healthy longevity” was based
on four key elements that connected the mind, body and spirit. These elements were
diet, exercise, emotions and spirituality. Many cultures have maintained “spiritual”

techniques as an aspect of their daily routine.

The psychologist Steve Biddulph (1995) discussed religion and spirituality in his book
titled Manhood, which is one of a series of books he wrote about raising boys and being
male in contemporary society. Biddulph (1995, p. 191) cited the cave paintings of
Lascaux, the earliest records of art making, as “our earliest records of masculine ritual
and discussed Aboriginal society where “religions and cultural practices took up seventy
percent of the time of the mature men”. Biddulph (1995, p. 192) stated “the forces of
good” and “the most potent and effective men and women...are those with religious
underpinnings in their lives”. He argued that the style or technique of rituals, religion or
spiritual activity varied but that “to not have some kind of spiritual practice in one’s life,

however, is a serious mistake™ (1995, p. 192).

In contemporary society, the spiritual practices associated with the great traditional
religions can be considered from contradictory perspectives and questioned. The
undermining of traditional religious beliefs means that to some extent many people feel
like they are “on their own”. In many western cultures, religion has become like history
without experiential practices. Such causes such as ecology, feminism, the men’s
movement and anti-globalisation can inspire a sense of community which some people

consider is similar to being a member of a religious community.
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Suzi Gablik is an artist, writer and teacher. Through her extensive writing Gablik (1995)
has established a connection between visual art and ecology and proposed that the word
ecological will become equated with the word meraphysical. Art practice, in all its
applications, needs to be reinforced for its important role as a stimulator of individual
and collective consciousness, rather than being sidelined. Gablik (1991, p.11) discussed
the re-enchantment of art as being a “release from the affliction of nihilism, which David
Michael Levin has called our culture’s cancer of the spirit.” She goes on to describe a
change in society “toward a new pragmatic idealism and a more integrated value system
that brings head and heart together in an ethic of care, as part of the healing of the world”.
Gablik (1991) described the role of art as being part of this growing understanding and
sense of spirituality, which is part of a world movement drawn from diverse cultural
backgrounds to establish consciousness of interconnectedness that is needed for human

survival.

Historically, various cultures, aesthetic approaches and many artists have described
spiritual elements in art-making and viewing as a means of enhancing a sense of self or
spirituality that can be useful in all aspects of life. Individual artists and groups of artists
have been involved with specific spiritual organizations and practices, from mainstream

religions through the gamut of philosophical and theosophical organizations.

Tuchman (1988) discussed the “spiritual” in abstract painting between 1890 and 1985 in
a lecture he gave on the effect of various spiritual movements on the development of 20"
century western abstract art. Some of these movements were involved with the
symbolism, the occult, Theosophy and Anthroposophy. He presented a large selection
of artists employing a variety of forms of art who researched spirituality through their
art. Tuchman argued that the selected artists’ work nourished understandings of the

spirituality of life for the viewer. Art can be understood as an expression of the
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consciousness of the artist giving understanding and bringing more of their inner values

into the outer world set in the context of the life experience of the artist.

This study about the inherent spiritual experience in the art-making process may be seen
as dealing with the contemporary issue of curriculum relevance with repercussions and
influences felt in the areas of the enrichment and the personal development of students. I
believe the wider community is well aware of these issues as contemporary visual culture
becomes more complex. Artists throughout time have described this aesthetic experience
of transcending in many different ways and from varying perspectives. A study of

artists’ statements in the area of spirituality in art and art-making follows.

2.11 Outcomes — Exhibition and Thesis

The exhibition component of this study reflects my personal experiences of the spiritual
aspects of the art-making process discussed with particular relevance to the first research
question of this written document. The exhibition includes multimedia paintings,
drawings and journals that express elements of my personal frame of reference and to
some extent, documents my research in the area. Each aspect of the exhibition

contributes to a composite statement about my experiences during art-making.

There are parallel themes in each area of this project as the topic is considered from
various viewpoints. In this document, the first research question is answered through a
discussion of my personal frames of reference and my understandings of the experience
of transcending during art-making. The TM Model, the Abbs Model, and the overview

of spirituality in art-making relate directly to the philosophies that inform my art-work.

The second research question involving the study of a number of artists, expands the

topic to cover a variety of perspectives which, I believe, strengthens the validity of the
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