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ABSTRACT

tThe etudy of awareness as a source for CreatiVity
is a study of 1nsp1ratlonal creativity as opposed to inven-
'tlve creat1v1ty or problem solv1ng ThlS source-of Sre—
ative awareness is a center of balance and energy withln"'
hythe 1nd1v1dual,

- Recent studles in creat1v1ty malnly revolve around
persona;;ty tralts,ﬁgroup creat1v1ty in synectics and find-~
inge concernihg_the split brain ipvmano In a psychoanalyt-
'io_a@proach-to creativity the.eg0'woﬁld be seen as av
merging with the ﬁnconscious° Awareness_is.exp:esseavat
different leVels:» physical, emotional, mental ahd in
awareness itseif;A The‘role of heroic archetypes and humor

are'important in the-makeupvoflthe,Creative individual°
" The role of awareness has important. appllcatlons in the art
-world art educatloa and in art and soc1ety° Art and
science merge on a,higher.plane of thought and from'thisA
vantage point should work together to help mold the world's
'destlnyo Creatlve awareness has 1mp11catlons for the devel-
opment of currlculumvln'art education.

Sources of inspirational creativity.are examined

in the light of ecstasy.

vii



. CHAPTER 1
INTRODUCTION

Practieally all of the writings in the field of
creativity today revolve aroundrproblem solving or inventive
creativity. ?his‘paper'is an attempt to eXplere the realmb
of what might be called "inspired" creativity; awareness eé
a'source for creetivityc_ Creativity is examined as an ener-
gy that is released through‘the vehicle of awarenessQ

.AwareneSS‘is then a source aﬁd_goal for the creative
individﬁai?. Awareness 1s seen ae beiﬁg something that can
be experienced‘in and of itself and beyond the>perceptual
stetes of aWareness} physical, emotional and mental. Aware-
ness'eseenfially-is then so vast and chalienging in its
scope tha£ it_cennot be mentally grasped,AunderStOOd, or

" conceptualized.

Preparation of this paper involvéd examining the writ—

ings on creativity from=this fuICrum-Qf awareness. What has
. evolved is*ﬁainly a-study of creativity in the humanities
except three chapters, one on more recent studies in cre-.
etivity; Clinical Creativiﬁy, a chapter looking intoxpsy-

chology entitled The Mind and its Relation to Creativity,



.and a,chapter with some suggeétions for'educatiénal
.Vﬁrojects; Curriculum Notes. |

| The chapters_more directly cOhcerﬁed with creatiﬁ;
ity in the humanifiés are Archetypeé; the Creative Genius,
Whimsey, Snooté,:Somé Thoughts dniArt and Society, Beauty
and the Beast;bArt'and Science and Their Role ih‘the;Worid,
,,EcStésy'and Vibrations. The chapter on Archetypes is a
stﬁdy_of'the inherrspacé'model_that creative geniuses often
work,‘from° The chapter on'Whimsey is a look into the roler
of humor in creative expression. Snoots is a parody of
Roots and examines the gquality of the art world today in the
'light of ¢réativefawareness° Some Thoughts onrArt'and_So—
'ciety examines the‘role'of.art educationAagainst;a social
scale and the aﬁalytic'and intuitiVe modeé o_f.:th'ought°
Beauty and The Beast; Art and‘Science and Their Role in the
World examines the me?ging'of the artistic and scientific
conséiousﬁesslﬁo ﬁrdmote'greétéfféw&féneSS amid the collu-
sive forces in the world. - Ecstacy examines most closely the

sources of inspirational creativity.



CHAPTER 2.
CLINICAL CREATIVITY

Most of the basis for cteativity in the field of
education is'derived from the more_recent and'empirioalore—
searchoWhich,is referred to aS'aLclinical creativity.

Most of theee investigations'can be grouped into'threebcate—
gories; Personality traits, Synecticsvand Split-brain re-
search. o

Personality Traits of
- Creative People~

The creative person is often seen as sen51t1ve, able
to tolerate ambiguity and able to malntaln focus of atten—-~
tion as hypotheses are tested and reflned (Stein, 1953, pp.
311—322-)° Independent thlnklng is sometlmes thought of as
a‘foundetion for;creat1v1ty'(Crutchfleld, 1962, pp. 120-
140). Some of the gqualities of independent thinkers are
that they |

function effectively under stress, are relatively
unsusceptible to generalized anxiety, relatively free
of feelings of inferiority and inadequacy, open and
free in emotional processes, ascendant in relations

- with others, persuasive, able to mobilize resources
easily and effectively, active and vigorous, natural
and free from pretense,. expre531ve and able to seek
and enjoy aesthetic and sensuous impressions.
(Torrance, 1965, p. 5)
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',Some_haye seeh creativity as a search for truth and
ﬁhaﬁ livihg tfuthfully with oneself is a part of creativity
 (Aﬂderson} 1959) . .Creativity can be seen as advéntﬁroﬁs
.thinkiﬁg that,inVO1Ves "getting away - from the main track,
breaking éut of the mold, being open to eﬁperienée, and per-
;mitting onevthihg to lead_to another" (Ferren, 1953, p.éo3)1
Fantaéyiassociétioné and relaxation for unconscious play are
fundamental to ¢;éétivity (Taylor, 1959, pp. 151-182).
| Guilford's majOr'contribution to.thé field of cre- -
ativity is called divergent prbduct-ion° ,It is'défined as
"generation of.iggical alterﬁatives from_giveh information,
" where emphasis is updn variety, qdéntity and relevance of
outpﬁt ftom‘the Samersource“‘(Guilford and Hoepfher, 1971,
 p. 20). There are several miSconceptions about it. Some of
théiihtegérécyﬁdivérgent thiﬁking are)fluency, fléxibility,,
»originality and elaboration. Gﬁilfotd also adds the QualfA
ities of redefinitioﬁ abilitiés and sensitivty td prbblems
'to make‘up his scope of creative thinking. |
Denald-MacKinnbn_has done studies that have been
closely linkea with peoplé'in the arts. MacKinnon (1962)
found the highly creative to be discriminating; cufiéus, re—.
ceptive, reflective, and eagef'fof experience.
:MacKihnothas>charaéterizedfthefhighly.Creative
" architect as follows: dominant, possessed of those

qualities and attributes which underlie and lead to
~ the achievement of social Status,’poised and



spontaneous in personal and social interaction, not
especially sociable or participative, outspoken and
sharp-witted, aggressive and self-centered, persua-
"sive and verbally fluent, self-confident, self-
assured, and relatively uninhibited in expressing
worries and complaints. He is relatively free from
.conventional restraints and- inhibitions, not pre-
occupied with the impressions he makes on others,
and able to recognize and admit unusual and uncon-
ventional self-views. He is highly perceptive, ,
open to richness and complexity of experience, and
has a preference for perceptual complexity. He has
a greater tolerance of complexity and disorder and
a stronger preference for perceiving than for judg-
ing. He prefers intuitive perception over sense
perception and is more likely to be introverted
than extroverted. He cares little about being in-
cluded in a group ‘and in general prefers to be left
alone, yet tends to act in a dominant manner in
social interaction. His dominant values, as mea=
sured by the Allport—Vernon Lindzey Study of" Values,
are theoretical and aesthetic. (Torrance, 1965

~ Synectics: _Aereative'”f
- Group Process .’

We were disappointed to learn that most of the mod-
ern studies of the creative process were attempts
to devise test methods of identifying creative
people.  These studies were of little help to us
since they were on the one hand, related to a
theory about creativity which (a) outlined the
conditions of the test, and then (b) measured it-
self by the results of the test° (Gordon, 1961,

- P 24) ’ .

These are the flndlngs of a group of researchers called the_
Cambrldge.Synecths Group. They were alsol"d;sturbed to
noted that the sratements made by ﬁsychologisES‘aha philcse
ophersflean.towerd abstraction and overobjectivity“'(Gordon,

1961, p. 34).



The goal-ofvthe CSG‘wae to produce a format or
system by_Which a group of people with common intereets
ceuld."increase>the probability intheir creative sﬁccessv
(Gordon, 1961, .p. 25). It is interesting to note that’ini—
tially their ideas were derived‘froﬁ ertis.ts° "We had‘cone
fidence that new ineights could be gained from obser#ing e
'the;processes of artists because in the course of ouriseries
of interviews we found that artists in general Wereimere R
articulate than teehnical’people about their Sﬁbconscious
or subjectlve mental activity" (Gordon, l§61 p,’22):°

What eventually evolved 1n the flndlngs of the CSG
was a system of u51ng groups of people to work cooperatlvely
_and synergetically to attain creatlve solutlonsn These |
- groups functioned moet efficiehtlybwith a maximum of sixlﬁeAA
'seven membersg They speculated thatbthe”following_reason
head true° |

e o e few people are able to tolerate. the psycho—'

logical discipline of observing themselves over a

long period of time. The philosophical-

psychologlcal estheticians who hold that it is im-

possible to be at thé same time in the creative

process and aware of process are wrong: but it is
- indeed difficult. (Gordon, 1961, p?.26)

A watered down vefsion of group generation of ideas
in a given aree is commonly kﬁown in educatioﬁ.ae 'brain--

storming'. Unfortunately eduCators'have'miSSed the



operational keys uncoveredvbyjthe CSG;' What educators
normally‘do is divide their students into gréups and pre-
sent them wiﬁh a prbblem to work on.. The CSG would hand
piék thermost creative people to work in a éynectics groﬁp,
This might be difficult in a normal claséroom situation.
| ~ According to Gordon those'selecteé for Synectics
~groups wefe sélected carefully; They Weré'interviéwed for
hoursiand picked on a basis'bf having a wide number of jobs,
high_energy levél,'diversity‘of'experience, an3administraﬁ
tive‘capacity) and abbroad knowledge (Gordon, l96l,-pp° 58~
62). Many ofrthé.éelections were based on an individual's .
éreative’abilities to begin with;. "In'short—aﬁd contrary to
_thé usﬁél assumption,.it_was.désirable:in'theisynectiqs- |
~group to have too many éhiefsband not enough Indians"
(Gordon, 1961, p. 27). o o

. Gordon sees a major barrier to créativity.in‘that
uhuman beiﬁgétare heir to a’legacy:of frozen Wdrds‘énd‘ways
of'pefceiving which wrap'their world in comfortablelfamil~
Aiarity; ~This protéctive iegacy must be disowned,",'Gordon
bélieves that creativity is produced by séeing the fémiliar
as strange and.the strange as familiar. He asserts that
m . ; . maintaining the familiar as stranqe-is‘fundamental
to diéciplined creativity. The e#perience of sustaining

this condition can provoke anxiety and insecurity. But



j'maintaining the familiar as strange is. fundamental to v
”disc1plined creatiVity" (Gordon, 1961, pP- 36), This may be
'_why qualities of detachmenttare found‘in creative people. -

| -Gordon’expiains.that:"it iS'therfunCtioniof the
"mind,'when'presented with.a"problem, to make the strange fae
miliar.bYdmeans'of anaiysis":(Gordon, 1961, p. 34). There
are dangers in allowing.the mind to hinge-on‘understanding
in this manner. ‘"Thehgreat}pitfall, the traditional danger,
in’ﬁaking therstrange familiar is.in becoming so buried in
:analysis:and detail'that'these becoﬁe ends inlthemselves,
‘leading nowhere (Gordon;.l961,‘po734)} The purpQSeiof syn=
_ ectics lS productiVity, | o |

Synectics deals entirely with.problem>solving or in—
. ventive creativity, It is hard to imagine a}gronp ofi
serious artists attempting to produce a painting through
synectics methods,, There are'two reasonsAfor this. One is
that there are too many factors gOing 1nto a creative paint—
»ing that reqUire an’ orchestrated or comPOSitional creativ= B
ity. vThe other»is,that,the arts revolve aroundlinspired

creativity.

Some of the most 1nteresting research With 1mplica— ‘

tions for art: education and the field of creatiVity has been‘,“h

done in the attempt . to understand cerebral hemispheric



specializétion in different modes of thoﬁght° It is
commoniy known as. the 'spliﬁ brain theory'.

The two hemisﬁherés;§f"£hé‘brain apparently perceive
and{proéeSSiihfofmétidh in £W¢‘cdﬁpletely different médes o
that we couldvconsider'them to beftwo:diStihct and different
orgéns° In a normal right-handed persoﬁ fhé-left bréin con- 

lirols such functions as language,’inclﬁding speaking,‘readf
ing and Writihg, rational cognition, analyticalrfunctions,
and sense of time (Ornétein,v1972), For more diétiﬁctions 
see Table 1). |

' ,iThe right side of the brain is of intereét because

| “the'rightbbrainwseemsftolcontrdl'creativitY"'(Bfandwein and
Orﬁsﬁein;'1977;'pf.54)g The righ£‘ErainAfunctiéns inClﬁde:'
tactile, kinesthetic,_and‘auditory processes, as well as
musical funéﬁions iiké timbfé.recognition and diéﬁiﬁction«cf‘;“
melddy; facial reCOgnitioh and alsemantic'reCOgnitiQh that

"equals'the left hemisphere-(Bogen; 1975, pp; 26f27)¢ © Some
other néted.fﬁnctiohs afe intuiﬁiﬁe thinking, théfestéblish4
ing of spatial reiationshipsj'diréétion‘of_certqiﬁ bddy

| activitiés; and résPOnSé to rhythm and combinations of
sdunds-(BrandWeiﬁ and»drnstéin; 1977, pp. 54-57). "Paint- .
ihg, scuipting and dancing are'exampbes of right brain |
activities™" (BrandWeih and Ornsteiﬁ,‘l977, p. 54). The
right hemisphére doés hot'fﬁhctibn in a linear or sequential

fashion. . It is not a logically oriented or deductive



Table 1. A list of sources and their postulations

regarding the two modes of thought.

Left Hemispheric

'Right'Hemispheriq

Wells

Source Mode Mode
Austin convergent divergent
Bacon® argument . experience
Bateson & Jackson digital analogic
Blackburn®. intellectual sensuous
Bogen* propositional appropositional
Bronowski deductive imaginative
Bruner rational metaphoric
Cohen analytic relational
DeBono - vertical horizontal
Deikman active receptive
Deiudonne discrete : continuous
Donhio ££* right (side of body) left (side of body)
Freud secondary primary -
Goldstein abstract concrete
Hilgard - realistic . impulsive
Hobbes {(per Murphy) directed free
Bumphrey & Zangwill propositional . 1mag1nat1ve
I Ching¥® masculine, Yang feminine, ‘¥in
W. James differential. existential
A. Jensen transformatidnal associative
Jung®* causal acausal
Kagan & Moss analytic ‘relational
D. Lee lineal "nonlineal
Levi-Strauss pasitive mythig
Levy & Sperry analytic gestalt
Lomax & Berkowztz differentiation integration
Luzia® v seguential simultaneous
Many sources*' verbal spatial
Many sources* intellectual intuitive -

© Maslow . rational intuitive
McFie, Piercy (from Spearman) relations correlates
McKellar realistic auvtistic.
Neisser sequential mlutiple
Oppenheimer historical timeless
Ornstein: analytic holistic
C.8: Peirce expicative ampliative
Polyani ' explicit tacit
Price. reductionist " compositionist
Radhakrlshnan {per H. Smith) rational ' integral
Reusch discursive eidetic
Schopenhiuer objective subjective
Sechenav (per Luria) successive simultaneocus
Semmes* - focal diffuse
€. S. Smith atomistic’ gross
Universal sources* 1ight dark
Universal sources* day night
Vedanta buddhi manas

hierarchical heterarchical

Bogen, 1975, p: 25; *Qrnstein,

1972, p. 13s..
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thdught mechanism. Time has no relationship andlvice versa
with the right-hemisphereffunctions (Bogen, 1975, p. 27)a
| VThe perception Qf."part?whole relationships" differs
'aceording to hemispherea_:The leftesiae of the brain oper-.
ates'deductive1Y'tQ isolate ahd distihguish Specifies and
.singular aspects° The right side'Of the-brain registers an
overall gestalt formatlon;" sometlmes called "closure,"’fr'
Closure is also. the mode of’perceptlon that determlnes the
relatlonshlp of the part to the Whole (Nebes, 1975). p

Whlch hemlsphere w1ll be used depends upon the de;
mands -and nature of 'a glven task - It is the process re-=
qulred rather than the materlal (Bogen, 1975) that |
Jdetermlnes the nature of perceptlon and a851m11atlon and
which 51de‘of the brain will be registering theglnformatlond
Mathematics, for instance, ean be-studied.using.right brain
functions if such thihgs as visual aids are used; 'Aszeéen~v
points out " . ,., each hemisphere represents thevother and
the werld~lh complementary mapplngs5Vthe'leftsﬁapping the
‘; self'as'a subset-of the werld=and the:riéht mappinglthth
:World as arsubset of the self" (Bogen, 1973, p;r413); One
of Branaweinls mostlinteresting observationS'is'as follows:

Acquiring skills in the intricacies of listening
is part of the educational process. Associating
adequately with the diversities of listening calls

upon the use of both sides of the brain--the left
for differentiation, the right for integration;
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the left for deductive, the right for the
imaginative; the left for directive associa-
tion, the right for free association.
'(Brandweln and Ornsteln, 1977, p. 58)

ThlS would 1mply that the llstener is actively
'fllstenlng,_and not sleeplng,A Most educators belleve that
" the right slde of the braln-shouldwbe,developed so that it'..'”
- can form the most creative and complementary integration of
5ﬂboth'modes of thought*(BOgen}'l976’ Brandwein and Ornstein, -
1977) _ Educators also agree that our educational system

not only does not teach the rlaht side - of the bra1n but dlS-

_'_crlmlnates agalnst it. The three R's of readlng, wrltlng

vand arlthmetlc are all left brain processes (Bogen, 1976;

'Brandweln and»Ornsteln,-l977; Ornsteln, 1972);

After more than 50 years of strict behaviorist
avoidance of such terms as "mental imagery" and
visual, verbal, auditory "images," in the past

five years, these terms have come into wide usage

as explanatory constructs in the literature of
cognltlon, perception and other hlgher functions.
(Sperry, 1975, p-. 33) : :

Painting,Vscultplng,«dancing and making music are

examples of right brain activities that employ non-linear

 patterns of thought and_haVe‘appeal to those participating
(Brandwein and Ornstein, 1977). In understanding the arts

one has made the enormous step of understanding himself as

an individual and also in understanding'the world he lives

in.
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Conclusion ~

The analysbs of creativity havelunfortunately taken
~an uncreative approach to the subject. There is much_éup~_.
- port to the idea thar creative thouéhr is non=-linear and
_holistic (Ornstein, 1972) but most research on creativity
N

~has been analytlc and llnear in thought and treatment.

"When a. toplc llke creat1v1ty has been dlssected ‘and deflned

“'fwe have the 1llu51on of dlscoverlng the nature of creat1v~'

clty,{ Most researchers have been modest as to thelr conclu—
'sions, One<hasyto be.modest‘about reach;ng conclusions to
creativity. 'COnclusions-are more a product of logic and

- analysis.



CHAPTER 3
THE MIND AND ITS RELATION TO. CREATIVITY

I have chosen a besis of Freudian psychology to use
as an inner space construct for understanding the mental
processes involved in creativity. This is included in the
- sections The Psychology of Creativity~;end The Ego and thev
Id. In the chapter about .the ego and the id the idea of the
dissolution of the ego into tne unconscious is examined.

The section on definitions describes both creativity’and
awareness in’greater detail,; The-seCtion Nowness expands
upon thlS psychological process as an ong01ng inher commu-
nication system with the present° And the section Levels of
Awareness uses a c0nstruct to .describe the varying degrees
at which creative awareness is expressed.

The "mind" is not seen es a physical entity (al-
though products of the mind 1ike thought are registered
within the brain). The mind is seen-more in a Platonic
sense and that it is essentially an.emorphous disarray of
atoms that can be molded into thoughts, images and impres-

sions by awareness and the objective world.

14
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Psychology of Creativity A

Freudian psychology assumed that creativity arose
‘out of a conflict in the unconscious mind and that if the
confliet were resolved in an ego—centric manner creativity
wonld result. The creative individual would be able to sub-
limate the drives of the id and_use the energy moet effec-
tively; There are three basic diffieulties With this ori-
ginal notion: the definition of the unconscicus or id, the
definition of the consicous or ege, and the fancy that cre-
ativityvoriginates from a neurotic state,'

Modern psYChoanalYSts have rejected the view that
creati?ity arises out of an'emotionallyrdisturbed state.
SOme‘artiste suffer from emotional?disturbances, but modern
psychoanalysts contend that they create in splte of their
problems and that their creative efforts are less than they
would be if they tesolved their inner conflicts (Anderson,
1959, p. 248). One of the more elegent desctiptions of the
creative person wtihinvmedern psychoanalysis states that: -
.« . he must havetan.ego that is flexible‘and_securei
enough to permit_him to travel into his unconscious and re-
turn safely with his discoveries; ‘The Creative'person-is
~not dominated by the deliverances of his nnconscious; rath-
er, he uses them" (Kneller, 1966, P 30).

Psychologlsts llke E G. Schachtel and Carl R.

Rogers purport that creativity is not merely drive reducing
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~but is also thohght to be a goal in itself.r Man seeks
challenges or problems and then'resolves aﬁd redﬁceé them
(Kneller, 1966, p. 35). Schachtel points out that this urge
to explore and discovér is a natural tendency in a child and
that it is stunted by socializing forces like parents,
.teacherévénd'péerso R;VW, White develOpé this idea-futther
to say that the motivé for development in children is not

in any drive but in what he callsr"Competéncy motivation,"
the urge to interrelate with.his'environment-mostreffecti&e-
1y (Kneller, 1966, p. 35). Maslow describes this as the
"self—actualizing".personality (Maslow,-1954)° u

These approachés outlined above have dealt with how

-the creative individual operates-and some of his charéctér—
isticsAand the setting he operates in. It leavés unanswered
questions as to who he.is (the definition of the ego) and

the definition of the unconscious.

Ego and the Id

In mddern psychOanalysis-a person would ideally be
able to function so that no part of his ide or ﬁnconscious
was unfamiliar~to_him°' This means that he would not have any.-
difficulties in sublimating any of the drives and accepting
most experiences cOnfronting‘him;in‘hié inner or outer life.
Since the ego is that portion of maﬁ which determines his

identity is it possible that he is able to manage this
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relatiOnéhip with the unconscious‘without soﬁe form‘of
direct identification with it?

‘,How can thé:ﬁncthcious be grasped? Jung in
éttempting to undéfstand'fhé unconséious once said;v

As far as my observations go, I have not discovered
in the unconscious anything like a personality com~
parable to the conscious ego. But . . . there are
at least traces of personalities in the manifesta-
tions of the unconscious. A simple example is in
the dream, in which a variety of real and imaginary
people enact the dream thoughts . . . . The uncon-~
scious personates. (Jung, 19240, p. 1l6).

This brings to mind the operétional mechanisms of
Gordon's synectics. One of his majdr‘starting points for a
synectics session was called personal analogy. What it al-
lowed the_grOup to do was to step out of:their.normal ego
roles and step into a mechanicél'fdle inrsolution to a prob-
lem. His sytem of analogy is similar in concept to the in=-

ventive creativity described in Koestler's Act of Creation

called "bisociation." What is being pointed out here is

that consciousness is being‘uséd to take on certain‘roles
and functions and in this gense is imitating the unconscious.
The ability to do this has sometimes been isolated as a per-
sonality trait called "flexibility" (Guilford, 1971). In
reality it ié much more essential than personality and needs
to be examined in the light of the inner space potential of
the individuai4—thé conscious identification with the un-—

conscious (Bishop, 1977).
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Ovshinsky's observations of the human brain cells
led him to invent two types of semiconductive "chips." One
is to be used as a :écording device to aécept large amounts
of information or images. The other is to be used as a
semiconductor; a "threshold" switch that is turned on when-
, enéugh current is introduced in the circuitry. These ﬁwo,,
types of switches are patternedrafter the billioﬁs éf ﬁeu—.
rons that register thought in our brain. Any one of these
neurons has the capacity to send out messagés to as manf-as
one hundred other néurons that spread triggering waves of
impulses through the brain (Eccles,>1958)o
The function of the threshold switch operéfion would
serve to(eXplain theprocesses of ihcubatipn thaﬁ would
émounﬁ to chérging up enough energy for the eléctric’impulse
of illumination° (I»should point out that in the correla—
tions £hat I amldrawing with the human brain I do not in-
tend to purport that‘the brain is the source of creativity
or imagination as Eccles (1958) Would suggeét but rather
that we find a worthwhile analogy in our most~fefined tool
for reéistering the_érocesses of consciousness.) Koestler
éxpléins the process of this creative energy of awareness
as a trafficking stream: | |
o o ; there is a two-way traffic between coﬂSéious
and unconscious. One traffic continually moves in
a dwonward direction: we concentrate on new exper-
iences, arrange them into paterns, develop new ob-

-servational skills, muscular dexterities, verbal
aptitudes; and when these have been mastered by
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continual practice, the whole assembly is dispatched,
along the gradients of awareness, out of sight.

The upward traffic stream moves in the fluctuat-
ing pulses from the unconscious which sustain the
- dynamic balance of the mind--and in the rare,
sudden surges of creativity, which may lead to

a resstructuring of the whole mental landscape.
(Koestler, 1964, p. 181)

The mneumonic chips of Ovshinsky are patterned
after neuron structure in that they are amorphoﬁs'méterial;
disorganized atoms that register thought impulses. I be-
lieve that this is a more accurate way of looking at the
unconscious mind; as a field of'amorphous mind stuff that
has the ability to be molded, take form, image, to person-
ate) etc,, We consciously and subconéciously have the abil-
ity to mold it into ideas, emotions and things. But,
essentially it is like a jumbled disarray of atoms. .

In closing our eyes we seek darkness. But is it-

- simply darkness that we are conscious of? With patience ,
images and thoughts arise.. The grey fog has textures and
fugitive colors and.gives.way'to pictures and dreams. Per-
haps this is what Wagnher called "Die GOtterdd@mmerung" the
twilight of the gods; the direct perception of the uncon-
scious.

. » « at moments of unity, harmony and security in

his interacting with the universe, at such propi-

tious moments does one sense his originality, be-=

come creative.

Is this the meaning of the creative genius,
that only few persons are able to live in such
truth to themselves and to others? High intel-

ligence and talent alone are not sufficient to
bring out creative truth. 'Is this the meaning
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of the encounter, that one can shed the falseness,
the error, the trappings of his culture and be
open to the totality of his own experience and
even for brief moments live consciously with his
unconscious? (Anderson, 1960, p. 10)

This seems to be an experience that the creative
genigs is not only familiar with but activelf seeks. Her-
man Melville désc:ibed it so well in a chapter called "The
Mast Head" in Moby Dick,

« » o lulled into such an opium—-like listlessness
of vacant, unconscious reverie is this absent-
minded youth by the blending cadence of waves and
thoughts, that at last he loses his identity;
takes the mystic ocean at his feet for the visible
image of that deep, blue, bottomless soul pervad-=
ing mankind and nature: and every strange half-
seen, gliding, beautiful thing, that eludes him;
every dimly discovered, uprising fin of some un-
discernable form, seems to him the embodiment of
those elusive thoughts that only people the soul
by continually flitting through it. In this en-
chanted mood, thy spirit ebbs away to whence it
came; becomes diffused through time and space . . .
(Melville, 1950, p.: 152)

MelVille‘s“description of the consciousness expaﬁding into
greater states of awareness leads to additional ideas about

creativity and awareness.

DefinitionSt

Perhaps it is bécause creatiQity isAofteh,assoéiated
with individuality different authors on creativity have
dealt with diverse aspects in their own definitions of ére-'
ativity. Many find it easier to describe the indicators of

creativity rather than the sources for creativity. It
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seems necesséry to treat. a subjeét.liké creativitiy with
the Viéwpoint that essentially no one really knows what it
is. |

The definition from which I will be writing will bé
from Paul Twitchéll (1973, p. 104). Creativity is "the re—
lease gf energy through the means of anvimage, ritual, rite,
music, poetry, inspirational cognition;'sermon,"‘ And'some
others would be.viewing a work of art, contemplating heroic
archetypes, engaging in a favorité sport, or being with a
friend dr in a specific place. There is one major factor
,eésential to understanding this definition. There is an
implication that the state of mind brought about by the pro-
cess provides a setting for greater or unique states of con-
' sciousness. This being the case, the state»of awareness is
the source and goal and all other factors become somewhat
superfluous within this perspective. An.excellent example
is Tesla's invention of the AC electric motor. At dusk in
a city park in Budapest (February 1882) Nikola Tesla walked
with a friendq' At the:sight of the sunset he was inspired
. to recite from Johan Wolfgang Von Goethe's Faust:
| VThe'glow retreats, done is ﬁhe day of toil;

It yonder hastes, new fields of life exploring;
Ah, that no wing can lift me from soil,
Upon its track to follow, follow soaring . . .
(O"Neil, 1944, pp.48-50)
It was at this moment that he envisioned the electric motor

to be run on alterﬁatingcurrent° He had first been
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éxposed to the Gramme machine in 1876 which cquld be used
és a dynamo or a motor operating on direct current. It was
a clumsy and somewhat dangerous invention that emitted
sparks. "Watch me, watch me reverse it." Tesla was waving
hié arms in the air and swaying as he witnessed in his in-
ner vision the entire machine was complete and operating.
And in a state of awe and joy he operated it within his
imagination much to the befuddlement 6f his friend. |

Tesla was sufrounded by the thiﬁgs he enjoyed and
loved; Goethe, the park, his friend. He partdék of the
aesthetic experience bf the sunsét.aﬁd the cédence of
Goethe. All this helped trigger the energy-prOducing the
inner space vision. The strength of his vision set the
foundation of modern electronids-we enjoy today.

The value of using a definition like this is that
it is applicable to é wide'fange of cultures, concepts and
individuals. For example, a primitive tribe‘in Africa may
dance as part of a tribal ceremony. And a group of teenag-
ers in the United States may congregate to dance fbr enter-
tainment as par® qf a high school_dr college function.
Regardless of their_reasons,vgoals} méthods or cultural
backgrounds both groups may come'up with enough energy td
keep them dancing all'night,‘

There is an important qualiﬁy'in the definition of

the word awareness as it is used in this paper.
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ConSCiéusness would imply those areas of conscious
awareness or perceptual:awareneSS (being aware of something
in particular). Awarénéss in itself woﬁld cover all the
?ossibilities of C6nscious, subconscious and the normally
unconscious states of being. .The difference could be des~-
'cribed‘as peréeptive states of being (consciousness) and
the combination of perceptual and nonperceptual states of
being (awareness) . Awareness would then have én infinite
range whereas consciousness would be finite.

- We éan often be emotionally engaged with something
that is not necessarily germane to what is physically goihg
on about us. We can 1ikewisé be mentally involved with an
idea and detached from both'the objéctivé and~émotibnal'
worlds. In like manner awareness can befexperiencedAinAand
of itself apart from‘the perceptual states'of3awarenesss;
physical, emotiohal-and mental. The creative individual
expresées‘these different levels of awareness as a continual

process depending on his experience in the now.

Nowness
Originality, a freshness or newness of idea is usu-
ally ihtegrated into the philosophy'éf'many authors in this
field (Stewart, 1950; Thurstone, 1952} Stein, 1953). With-
in this perSpectiVe creativity is ofteﬁ thought to take

place in a wide variety of situations and in many diverse
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and séemly insignifican£ ways as lohg as it is a new and
novel approéch ér insight for the individual'engaged (Stew¥
art, 1950; Thurstone,-195250 Bﬁt-it-ié'sometimes‘thoﬁght
that the creation is to bé considered in the light of the
‘culture in which it was produced (Steiﬁ,'l953)? It would
' within this coniext gain a wider recbgnition aS‘béingrére—
ative. The creéﬁion would be "acceptea as tgnable or use-
ful or satisfying by a'gfoup in time." But of course within
this context the salt shaker.would be one of the éreatrcre—'
ativezpfojécts of»all times° Also one can easily see today
that many brilliant inventions have beén and are constantly
being developed that will never see general use.  1) Large
industry will not risk chanéing its successfully marketed
produéts and‘gamble losing the semieguafanteed money that
it alreadyAsbaks from the public. 2) Becausebof large in-
dustry control_over ﬁarket products, independent inventors
and small comPanies'are often squelched out of public ap- |
peél;"3) Thevéeneral public often lives in éuch a coﬁpla—
cency'of'habits and status quo they failytoArecanize the
benefits of new inventions in their homes. |

. If a scale of values is to be applied to creative
éndeévors than perhaps a scale based on the effectivenss of
communication would be most ap‘propriat.e° .For‘instance ov=-
shinsky (Bishop, 1977, .p. 1) would be an‘excélleﬁt example'

of creative genius with his invention of ‘glass transistors’
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in 1968. Briefly, Ovshinsky's observations of the human
brain with“its infinite possibilities for sending nerve im-
pulses led him to COnpare this to the switching devises in
automated machinery. He speculated that sihce the neuron
mnemonics were regietered in an'"amorphOus"‘material thatr
he would diverge from the nermal_semi—conductor-crystalline
solids and use an amorphous solid. These amorphous solids
are now called "ovonic" and instead of having to be grown
like erystals can.be mixed, pured and spread out by the
equare foot. These memory chips have:upset the micrefilm
business and market beeause they have the potential of being
erased and added to. They have‘potentiai applications as
low cost material to eonvert‘heat and light directly into
ielectricity, and.all—amorphous-solid—etate:devices, - (Tobey
would be:a_éood eXaﬁple of generating nowness and the amor-
phous quaiity‘of'higher States'ef mind in his painting )

If the human brain is the most senSitlve physical
communicatlon system we know of, an 1nvention patterned
after 1t would be of the highest order.

- Newness seems to be linked w1th using-a living image
from the present rather than living in the past with a dead
image_(Gross, 1975; p. 1). Creativity should be an open and
workable frame of reference in context with the now and gain

the.greatest survival qualities for the future. A creative



- 26
individﬁal will synthesizé the factors of survival within
his environment in ACCOrdance with his ideals, and ﬁore im-
poftantiy his capacity of awareness. What we look for in
thé past and plan for in the future are inextricably woven
by the forces of the "now." It could be considered to be
the fulcrﬁm of balance between everything that has past and
everything that will be. | |

One quality of nowneSs‘is expressed in what is
called the "pfinciple of prignanz" desCribed.by'Helen Rees.
"The ongoing process of achieving equilibrium will always
be as'good and as simple as préVailing conditidﬁs_allow--
depending upon the frame of reference of the individual”
(Rees, 1942, p. 155). It implies that the“individﬁal
chooses first a frame of reference to work from and aiters
it accofding t0 prevailing conditions. But the achievement
of equilibrium as a process of the "now" is the.ongoing
_éoal, |

Alfred North Whiteheadndescribed'nowness as the
present. "The presént contains all theré is. It is holy
‘ ground;_er it is the past, and it is the future . . ."
(Burnett, 1957, p. 227).

Even when using more traditional methéds in some
endeavor the creative individual will bebable-to see the
work with a freshness of application,_'This would include

the countless stories of creative geniuses who were able to
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" arrive at important stages in their work duriﬁg the odd
moments in théirAdaily lives: like Archimedes easing into
thebbathtub to.discover the mass of the Heiro's gold crown,
Beethoven's splashing in é tub to attune himseif with the
sound of qualities of water (only to upset the people down-
stairs who were drenched at theirrsuppet table) , Newton ob-
- serving an apple fall and sparking his{later theéries of
~gravity, or even the stories of Leonardo da Vinci wandering
through the streets and seeing in the pedestrians the faces

of the disciples of Christ.

Levels of Awareness
Anothér majof construct in an ontological study is-
the idea of levels of awareness. Koestler recogniéed this
~and wrote:

These underground, in normal states subconscious,

- levels or planes in the hierarchy of mental func-
tions must not be confused with the linear scale
of awareness. The latter forms a continuous gra-
dient from focal awareness, through peripheral
awareness to unawareness of a given event; where-
as the levels of the mental hierarchy form quasi=
parallel (or concentric) layers, which are
discontinuous, and are under normal conditions
kept separate, as waking is from dreaming.
(Koestler, 1964, p. 180)

What Koestler describes is an inner space reality.from
whiqh the individual expresses himself and manifests his
outer reality. These levels of feality we are familiar
with as the physicai, emotionai, mental, and awareness it-

self (Twitchell, 1973, pp. 101-103).
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Creative energy can manifest on any of thése»planes
of awareness. The ability .of aﬁ iﬁdividuai to reach higher
'states dfﬁawarenesé relies on what is known as sublimation.
Sublimation'is: ﬁéccording.to Freud a psyChiC'précess; ¢ o e
'by means of which more primitive and socially less-accépt—
able.forms.of motive gratificatidn are replaced and theh'
further developed by socially more acceptable forms" ("Sub-
limation,” 1972, p. 286-7). Sublimation is thought th.en,: :
“to be a productive usage of the id, basic drives ahd ener—
Qies, the 1ibidoifor instance;_ Ffeud lived his 1ife as an’
example of sublimation° VIt ié thought that he was not in-
volved in sexual»interéourse aftér the birth of hisvchild—
‘ren. And so it could be said that he sublimated his
physical and emdtional,energies into his mental involvements.
By this example I do nbt wish to make a plea for celebacy
but only to point out that Ehe‘creative,individual.ié able
to some extent céntrolvhis energies and within psychoanaly-
sis this isrcalled sublimation. |

An example'of these levels of awareness would be in
' the sculpture of the ancient Greeks and Romans. Surround-
ing the-timé,wheh the Parthenon was built (c. 440-430 B.C.)
Greek sculptﬁre Waé~in the high classical'period° The
éculpture was ideatiénal and the figures portréyed,were he~
roic, stately énd poised,} Their expression was‘oﬁe of Se- 

rene detachment. They were figures of ideal physigue and
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would then correlate ﬁith the mental or ideational iével of
awareness. As'Greek civilization continued it is said that
i£S'sculpture degenerated because of its expression of feel-=
ing and emotionai'inVOlvement, This is thevHelénistic art.

exemplified by the Laocoﬁn‘GrOup, It depicts a father and

" his.two. sons being attacked by a giant snake and about to -
be devoured. The central figure, the father is an overly
muscular'figure who Seéms to be flexing all of his muscles
at once in an aﬁtempt to ward off thé‘snake° With his eyes
'looking heavenward, his brows wiought and with much pain
and énguish written all o&er his face he awaits his death.
This is a ¢lear exampie.of a work of art created from thev
‘»’emotional level. |
) * The‘Rbﬁans whose ért did not reach the development
of the Gréeks were still more down to earth in their accomp-
liéhments$ The Roman trend in the portrayal of man in
sculpture was to copy an éxact'likenéss from the sitter.
Generally if a senator set out to have his portrait done in
stgﬁe the sculptor would attemﬁt to capture him with any
facial blemishes, scars, Warts, etc. This WOuld be a work
of art cfeatea from the phyéical level of awareness (Janson;
1969) . |

| But how then are we td understand creativity from
the level of awareness itéelf? It is probably easiest to

understand from a human model. This is why many creative -



geniuses have used an archetypal hero as an inner space

model and guide.
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CHAPTER 4
ARCHETYPES, THE CREATIVE GENIUS

Most cfeative geniuses have reliéd on an_achetypai’
figure*to measure the sténdar&é of their own success. The
_geniué often uses an archetypal model in his psychological
ﬁnderstanding of life. |

PR gll higtbry resolves itself very easily:
into thé biography of a few stout and earneSt persons"
fEmerson,.l905,.pa 19). These are indiViduals who have
had a far reaching insight of the universe we live in.
Through the awareness they afticulated they'teaéh the world
ana lend humanity the understanding ﬁo‘gain the causal view-
point. Itbcould be said that.these people haVe-erécted the
tent poles that have determined the ceiling level ofrhuman
consciousness. | | |

The creative archetype could be said to have con-
sciously mastered the dark forces of the unconscious.  The
individuals who have determined the'scope of human knowledge
have been geniuses and mythical beihgs, heroes and gods.
They have fashioned.an image out of the wild unseen forces
of the world and domesticatéd them for the human endeavor.
The_gods we see have been anthropomérphic,‘ But the humans
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too, perhaps have been fashioned out of God. Our culture
sees a figure like Einstein in a light of awe and super~
stitious reverence.

The question remains, did Einstein fashion the theory
of relativity out of a refined subconscious, process,:and
“give it to the world? Or did his refined subconscious, pPro-
cess,and give it to Einstein who passed it on to the world?
Einstein seems to have had the devotion to allow himself to
operate by his inner sensibilities. Otherwise it would be
difficult to imagine him writing such a message as this:

I maintain that cosmic religiousnéSS-is the strong- *
est and most noble driving force of scientific re-
search. Only the man who can conceive the gigantic
effort and above all the devotion, without which
‘original scientific thought cannot succeed, can
measure the strength of the feeling from which

alone such work . . . can grow. (Seelig, 1954,

p. 44). o :

Creative geniuses have often been found to live with
the image of SOme ideal figure in their minds and have made
a conscious effort to identify with it. They have imagined
an archetypal figure and allowed thenselves to express them-
selves with this image in mind. Emerson (1906, p. 42) wrote

"My giant goes with me wherever I go". Van Gogh was

very much aware of the great artists and of the devotion it
would take to congeal this image within himself. "It is
possible that theseigreat'géniuses are only madmen, and that

one must be mad oneself to have boundless faith in them and
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a boundless “admiration for them. TIf this is true, I would
prefer my insanity to the sanity of others" (Van Gogh, 1963,
p. 308).

The process of transmuting this inner reality into
that of creative genius is a great and ongoing struggle for
the creative individual. Creative expression involves trans-
formation which takes‘place in the individual as he ohanges
and reorganiZes_within himself. " Van Gogh described it say-
ing that:

.+ - . things are 1nf1n1tely more compllcated, and.

right and wrong do not exist separately, any more

than black and white do in nature. One must be

careful not to fall back on opague black--on de-

liberate wrong--and even more, one has to avoid

the white of a white-washed wall, which means

~ hypocrasy and everlasting Pharisaism. He who

courageously tries to follow his reason, and es-

pecially his conscience, the very highest reason--

the sublime reason--and tries to stay honest, can

hardly lose his way entirely, I think, though he

will not get off without mistakes, rebuffs and

moments of weakness, and will not achieve perfec-

tion. (Van Gogh, 1963, p. 156)
His_goal throuoh this effort wastequally apparent to him.
Van Gogh (1963, p.: 156) was convinced that "one will suc-
ceed in developlng one's conscience to such a point that it
_becomes the voice of a better and higher self, of which the
ordlnary self is-but a servant."™ Paul Klee once wrote: "My
hand is wholly the 1nstrument of some remote power,- It is.

not my 1ntellect that runs the show, but something differ-

enty something h;gher, and more distant--somewhere else. I
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must have great friends there, bright ones, but somber ones
too" (Grohman, 1960, p. 15).

These giants in the arts have created selfportraits
of their inner consciousness by which they live. And as
- Lawrence Kaplan observed:

These4spiritual portraits are of natural nobility.
They belong with mythical heroes, saints and gods.
Man the unbeliever, still needs the assurance that
the fate that awaits all can be faced with dignity;
that it need not be faced alone. Without the per-
sonifications of visions such as these we would
stand at the brink of the void. It is this power
to communicate nobility that gives to . . . art
its sacred force. {Kaplan, 1976, p. 47)

These archetypal figures have been a liaison'between
the creative individual and higher states of awareness.
These realms of awareness which might ordinarily seem diffi-
cult to grasp are made tangible through an archetypal model
of an outstanding individual. This inner construct need
not be seen as a genetic product but can be taught and built
. upon.. This is one of society's greatest contribution to the
develOpmént,of the individuél and to the development of cul-

ture in society.



CHAPTER 5
" WHIMSEY

How can an individual carry the burden fo an
archteypal genius within hiﬁself?f-To lighten this load of-
heroism one must have a sense of‘humoro_ This is4a require-
ment of creativity.

"I shun mf father and mother and wife and broﬁher,
when my genius cails me, I would write on the lintels

~of the door-post, Whim" (Emerson, 1905, p. 8). -

Whimsey and the tﬁeory-of games both piay_an importantrpart
in creativity; Whimsey eould be calledAthe element of poei-
tive feeling that*eccompaniee‘a change.in awareness. Whim-
sey is a joy that attends a change in a cpncept.ef |
limitation. Whimsey is the.excitementAone feels as one
- looks beyond_fhe threshold of one's péet experience and
- meets and challenge of new ﬁhought and circumstances. Whim;
sey is the rise of the occasion. Whimsey is a force th;t
hasvaccempanied every majOr‘break—through of the inventive
mind. This enthusiasm_is en ice'breaking force that allows
an inroed‘Of'these new ideas into the collective‘conscious~
nese of mankind; it has often been Ehis emotional balast
that helped the creatiﬁeﬁindividual‘endure the fect that

35
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humanity is not always thrilled with new perspectives on
life. -

| People who are. hlghly 1nvolved in a531mllat1ng knoﬁ-

ledge, or in some project are able to hold their interests
and 1nvolvements because ofrenjoymenta This enjoyment has
made their gardehiofVCreativity fruitful. "Sometimes walk-
: ihg down the étreet I sbmetimes-fée1,unaccountabiy héppy,
and then I Welcome_that_happiness because I doh't know where
that happinéSs comes from, but still it should'be welcomed.
I think hapﬁiness should always be weldomed“ (Borges, 1977,
P-.2). | o > 

Pleasure and energy are élways invited to £he occa-
sions of huﬁor and whim; They provide a motiVating force
and satisfaction that allows an individual freedom forAin—
sighfful obéérvations aﬁd understanding that has produced
creative achieVehent,' "Play generates energy because it is
abpleasure in itself, an intrinsic end. Kant's notions
about the intrinsic vélue of art viewed asrpléy:withbut pur-
pose evoked in Schiller the hypdthesis that art derives from
‘pure play'’ énd excess energY" (Gordon; 1961, p. 119), Per-
haps this is the go&l ih'creativity rather than a byproduct.

The conscious mind is a fuhction that is capable of
assimilating new iﬁformation that it was not conscious of
béfore) and storing it away in subconscious levels. With

this information are numerous sensory observations but
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»perhaps the mOst»important factor accompanying this
infbrmatidh.is the emotional value which is attachea to it.
It may determine whether the subconscious field is a fertile
_COﬁpost heap=or'filled with ehgréﬁs which atetmentally dis—
__tradting and eﬁotionally ﬁpsetting, Humor csuld then be -
'ccns1dered a necess1ty for creativity. o |

The foundatlons of humor are reglstered in the
functions of the right s1de of the brain (Samples, 1975,
P. 27)° All humor is llnked with the right side of the
brain. Even such humor that revolves around word games llke
puns'are;hihged_on basic semantics which are comprehended
Within the right hemisphere (Bogen; 1975). Most humor re-=
volvés arqund viSual images tepresented by picthres;or hy‘
'3 words. Further it revolves around standing back from a |
situatisn so that it can.beiseen as a Whoie for its essen-
tial humor. Thése are also»fﬁnctions‘of the_intuitive—
holistic mode of thought. The sighs of humor in an
individual are also,signs of an individual who knows his way
around the bsck—woods of his mind. ". . . combinatory play

- seems to be the essential feature~in productive thought"--

- Einstein (Reiser, 1931, p. 116) (see Figure 1).

. The reciprocal function of art is that it produces
this enjoyment. as it is apprehended by these inspired quai—
ities of thought. "I think if things are beautiful, well,

. Keats said it. He said it in too flowery a way, perhaps,



Figure 1 " . . . combinatory play seems to be the
essential feature in productive thought."”
— Einstein



but T think it was true. 'A thing of beauty.is a joy
forever.' I suppose he méant that, no?-IIf he meant any-
thing" (Borges, 1977, p. 14).

The classic‘example of the theory of games is thaﬁ
of the Roman games (Twitchell, 1973, pp. 59,60). Originally
theAgames were played by citizens and were not life and
aeath struggles. As they beéame more serious they took thé-
~challenge of facing a lion or.some animal in_the areﬁa-° He
took_ﬁp the éhallenge with the enthusiasm and the self-
confidence that he wouldbwin; As the gaﬁes became more se-
'ri0us-professional_gamesmen the qladiatofs arrived on and
dominated the scene. No citizen in his righﬁ mind would of
his owh free will, take part any longér°‘ Thé_gamés at this
point lost their appeal of personal involvement. As the
gladiators were pitted againét each other they lOSt.many of
their valuable contesiants; It was at this point that
slaves were brought to the arena to fight for their freedom.
When the,Christian slaves were brought into the arena they
did not subscribe to the .Roman games because they were or-

- ganized in their own game plan. They did not,caré”if'they
were killed becau#e of their belief in heaven.  There was

no enjoyment in watching people let themselves,be butchei:ed°
And so the new struqture-of the Christian_game not only cre-

ated disintegration of the RomanAgémes but also the Roman
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civilization: So the quality of games can be seen on a
scale of play-—-—work——slavery°
| Creative individuals have always operated indepen—

dently on the level of play and have always subscribed to
thelr own involvements—-their gamesg

Mark Twain once sald, "Humor is only a fragrance,
a decoration" (Meltzer, 1960, p. 150). And perhaps Whimsey
- is only-a.tool; a handly little todlrcreative pedple use to
stay aleat in life and that creativity-is somethihg more.
"I hope that it is somewhat better than whim at last, hut

we cannot spend the day in explanation" (Emerson, 1905,

‘4 p. 8).

Whlmsey is a characterlstlc of the creatlve genlus
_ that he uses for himself to lighten his obllgatlons in life
and play the game most effectively. Everyone uses humor in
life but 1t is the quality of creative genius to a551mllate
upsets in llfe with humor and thereby reassign them a p051-

tive value°



CHAPTER 6
SNOOTS

- The folldwing chapter is presented as an example of
a creative approach to wrifing_inthe field of aft.educa—
tion. it is also -an example of aﬁ outlook on the art world
of todéy from the perspecﬁiﬁe of creative awareness.
Snoots is the saga of one individual's search for
her-aesthetic.origins amid the'snobs: sophis£ boors, nou-
veau intellectuals, the art racketeers;“their acompliceé

and dupes.

The[Keeper of the Carrot

Maybe being born and raised in the fifties in Ameri-
ca is a somewhat rude andrunsettling idea in itself. For
Dorothy it was in féct manifestly disorienting, She real-
ized that to look into the maﬁy reasons why thiS'waé so waé
far toorambitious,a project for her and somgwhat outside
her interests. After working in and walking through scorés
of arﬁAgalleries, spending endless hours pouring over art
magazines, seriouslylstudying art for years, potsing around
for several more, teaching classes, searching and research-

ing the field of art, she was quite dizzy indeed. So dizzy,

41
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in fact; that she faiﬁﬁed dead éway. Her normally torpid
state bf mind was afirevand she began to dream. Even in
her dream while she was out, her indignation over the past
events upset her so much that she wanted to fake_a poke at
one of the sburcés of all the cohfusioﬁ in society. But
;Whefelto‘start? it all seemed so confusing. VSuddehly"a :
nice man in a bright blue suit took her by the hand and led
her aside; -

| "Listen,ADQrOthy, it could be‘said that,there-i%ha
carrotvthat>keepsVsociety moving}aiong much inrthe saﬁe'way
that a carrot can be tied on the end of a fishing line to
~give an uncoOperatiVe jackass enough inspriationrto move.
That carrot, of course, isvthe imagination. It'is the
imaginatioh because one must have'an image in mind before he
. can expound'uponfdr undefstand anything; One must have an
image in mind before he can even do anything. For instance,
'the‘Chfistian Church never héd much influence over the WOrld
until they startediincofporating pictures of events written
in the Bible in their meeting plaées° Then the public--
even the people who wére illiterate—-could‘grasp some of
the‘ﬁiblefs m,eani'_ng‘= Seéing is believingc"

| "Ofvcoursei" said Doroﬁhy.as she awokélfrom her
~dream with a surpriseoj "The role of fine art in society is
an important one in that it éould, if it were aﬁ integrated

organ of society, direct society much in the same way goals
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and attention direct the individual." She picked up-her_7
Alittle dog, placed him on her lap, and told him, "It seems,
Toto,.that art could be directly relational to the proto-‘
typal’imagination within the collective consciousness-of
society." | |

. ,Pondering furthef,.Dbfothy,ﬁhought to herself, "But
comparing what art is today with what it ﬁight be is not
éimply difficult but it owns up to the fact that somethin§
is décidediy awry." She wrinkled her'creamy brows, tilted
her head to one side, and stared through the ceiling. |

HerAmind was filied with,quéstions° Where'ahd whén
in history did art depart from its role of responsibility
and goals within the evolution of human consciousness? And
who is responsible for ﬁhis? Who creates and molds the
thoughts and values surrounding the trends in art, the mu-
' seums and galleries, the economic ebb and flow of the art
markets, the education of the art public and ﬁhe young art-
ists? Who is the tastemaker? Who is the Keeper of the

Carrot anyway?

' Etiology of Mid-20th Century Art

When a widely accepted authority on art, perhaps
the most internationally known art historian and aestheti—
éian of our times, takes a position on the art of our times,
what does he.say? - KRenneth Clark was interviewed (Clark,

1973) and the following conversation ensued:
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ARTnews: Do you feel that the experience of the
art of the last 25 years can provide new insights
into the art of the past?
Clark: No.
- ARTnews: Would you like to elaborate on that?
Clark: No, because much of the art of the past
.25 years I don't understand. There are good
painters in America--I like the work of Jasper
Johns. I like a lot of the work of Rauschenberg,
but when it comes to some of the very pure modern
artists, my heart does not beat any faster. That
may be a sign of age, or I might be right. One
can never tell. :
~ARTnews: Which artists, under 45 years of age,
say, interest you? Say, artists who began paint-
ing after the war? . '
Clark: No answer to that at all, I wouldn't know.
All the ones I like are over 45, so I can't say.
(Clark, 1973, p. 13) '
Dorothy closed the magazine, and shut her eyes.
"Now what could he mean by that?" she wondered. Certainly
she was going to see art that would give her many new in-
sights done by avante~garde young artists in New York City.
She was on a train bound for 'the art capital of the world’
and she was taking her dog too.
But she had once heard a lecturer. And what did he
' say? Oh yes, Alfred Frankenstein (1977). He said some-
:thing to the effect that the field of art criticism (and
maybe artists and the art audience) should steer itself to

examine the broad, major significant issues of art.

"Well," said Dorothy to hexr little dcg, "I wonder if we'll
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find any broad, major and significant issues in New Yofke
I'11 bet the Keeper of the Carrot could éhow them all to
us." . |

Tom Wolfe (1972) made some very poignant observa-
tions regarding the stétus_of art today starting with the
rise of Abstract Expressionism. It seems fhat this movement
.was trafficked (red and green) by a pair of tasté makers
named Rosénber§ and Greenberg. They operated out of the
Land of Oz of the art world, New York Citya One of Green-
berg's initial notions regarding the evolution of painting
was that since painting was a two dimensioﬁal art form and
that other two dimensional art forms were dealing more di-
rectly with thrée dimensions (like TV, film, and photOe 
graphy) it would be 6bvious that the end goal of painting
would be‘té capture its strictly twoédimensiénal qualities.
Painting should be flat. R0senberg’s great contribution
was in describing and defihing "action painting," the idea
that painting should be a record of a painterly event. -
Péint was flung, dripped, rubbed and scrubbed, stroked as it
had never been done befdre,‘ ‘

What really made this trend feasible was the notion |
of Art For Art's Sake: the claim that "art is more impor-
tant than anything else and sometimes a flaunting of the
arfistfs freedom from responsibility" (Art for Art's Sake,

1967) . Another inherent pfoperty of art for art's sake is
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that it originally was intended as a sort of code of
excellence within the artistic domain. This ieéds to the
idea that the artistic domain should~be autonomous. There.
afe several ﬁatural problems which could arise from this,
bne'bf the more obvious being fhat of riarcissism°

| Narcissism'was one of the most imposing>featurgs of
the 1960s Pop art mo&ement, Not in an_alluring‘classical 
senée but more in a ridiculous, petty way. -The notion of
Vglorif¥in§ commercial household items (Campbell's soup cans,
'Brillo-padsj, scenes from comic boéks, and snapshots of
movie stars lent itself so easily to a study of the petty
and the diverse. Pop came on as sweet and drooly-good as
soda popAahd was‘iapped up by a culture that loved that
.beverage already, as weil as the Madison Avenue images, the
big, thé loud and the obviousoA 0ddly enough Pop fit rigﬁt
into the idea of flatness. The surface quality Qf paint
was appiied in a smooth indusﬁrial way, sometimés with
'silk-screen, The subject material was almost alwayé taken
froﬁ.a tw’o-—dime-n_sional’so‘urce° ’The people represenﬁed and
. the ideas expressed were likeWise tondimensional,

' ’Puttinévpeople and ideas aside, Ehé art movement
-launched'itself again intolthe blatantly materialistic
realms of art for art's sake, focusing’on the quality of
edge of one arearof paint to the next as in Soft and Hard

'-'Edge Abstract. There was the Color Field Abstract. This
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déductive process of examining art led to the Minimal art
movemeht (Wolfe, 1972),‘ With premeditation, these‘move-
‘ments aétually attémpted to take away the notion that art
should_bé coﬁtemplafed'and wanted to present the mosﬁ bland
images‘possible in order_thaf they might be taken in by the
viewer_all at one glance. They went on to examine the
shape of canvases, the framing, the.wall%, thergallery
space’and‘ali:with similarly overstated observations. All
the little things. Allvthe,little things.

o - The next stége is as difficult as it isvobvioﬁsp'
It may be called the removal of any commitmént of the art-
ist to describe cleér ideas or.to actuaily follow up his
ideas at all. Or_éerhaps it ié an acceptance of the state
of the ideas:of art becoming so fuzzy as to notrreally be
there. One could’éay that it is the removal of art from
even a two—dimensiohal area and into what is known as "Con-
ceptual” art. This one-dimensional epocﬁ of art is hqt
what the name implies. It is not ideational but- rather a
sort of ﬁainstream for puns, witty affectations and the
like. Often times it haé-no; thought behind it whétsoevér
but is called conceptual art for lack of a better category.
| fo give an example would benbest (but some might
argue whether fhe eXample'is purely concéptuai art or not.)
Claes Oldenburg wés visitingrAnn-Arbori Michigan and being

a prolific individual he was drawing even while riding
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about in the car. He contrived a sculpturé via a drawing
thaf would beré giant saw—hofse spanning the entire city
and the 'A' shapedrsuppOrts Wdu;d stand for Ann Arbor. The
thought is in the realm of the’verbal andvanalytic, It is
not meant -to be constructéd for obvious reasons. It could
be considered complete in the.sensé of conceptual art.

On the one hand, it should be accepted that‘artists
(oxr anyone else) have never been fully able to express
every idea aﬁd observatibn théy haveq But it is farcical to
strive for this as an ideal in art. Leonardo da Vinci once
wrote, "The supreme misfortune is when théory éﬁtstfips per-
formance" (nicolaides, 1969, p. v).  Pérhaps the conceptual
art should be considered funny poetry to be compiled'in
jéke books . - | | |

"Come back, Toto. Come.back!"‘ Dorothy WasVWalking '
through an art gallery in New York when she looked up and
noticed that her dog had bitteﬁ the pant legrof a conceptual
artist who was trying to  drape garbage bags erm a plank.,

propped out of a window. "Oh dear."

" Nouveau Intellectuals, Who Will'Cure,Art
- of the New York Smarts? '

Art has the capacity to be both therapeutic -and in-
spirational for those involvedvinrit. But why do we find a
figﬁre like Kenneﬁh Clark saying that his heart does not'b
beat faster at seeing the art made by artists who were

born' since World War II? .ICotild it bé that the peculiar
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ideas surrounding thevart world today have cut off the
natural erge for expression within us and left us high and
dry on the shoals of indifference? Have they been subcon-

- sciously a'suiciaal attempt to caetrate the very conscious-
.ness~of maﬁkind? |

"Excuse me, sir, Toto aidh'fc mean it. It's just
that once-When i was in art echool I told him that my gener-
al"im@reseion of modern arﬁiets is that,they are a'group of
people who got involved with art for its healing §f0pertiesc
And Yet becauserof their queer precepte‘they were never
cﬁred," | |

Yes, this strange matrix of thoughtsrand:ideas of
art rests on the shoulders of those whe~suppert=art es some
sor£ of black cloua° And someone who is not‘trainedieither
by himself or SOmeone'else as to how to climb through it is
-stuck in this quegmire of mentality. It could be said that
the etatus of the arts today'is a mentai condition and is
now ready for an institution. (Abmuseum might not>be
enough.)

| So those nouveeu intellectuals are those university’

artiets,:art critics et al. who have arfived at the table
of thought end.reeson in the arts, ready for a feast and
expecting to get spoon-fed. They afe those in the arts and
elsewhere who are highlj trained to think and yet display

no capacity for original'thought;
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Sophist Boors--Bareback on a
'Bosten Brahmin

.. The lords of the art machine have been steeping and
brewing in such7tediouS'ideas and the artistic products of
this era became so abstracted that the man on the street
balked at the doors of the museum and turned away. The per-
pectuatlng illusion is that art is no longer a thing that
can be enjoyed and appreciated with a universal appeal.

Perhaps one of the great shams of the art world is
that many are called but few are chosen. _This'accounts of
course for all the amateurs_and dilettantes, right? Ama-
teur in its original sense meant 'one who loves'. And dil-
ettante originally meant 'one who delights' (Lynes, 1966).
It would seem odd that these two'terms would have a nega-
tive connotation in the realm of the arts,: (The argument
- is that to simply love or delight in art is not always
enough to fully appreciate it.) Does it mean that the art
establishment has:no rbom'for Iove or delight?

In his youth, '1mpre531onlst painter Pierr-August
- Renoir studied with Gleyre, a classicist master

who advocated the antique style. When Gleyre ,
- first saw Renoir's work, he remaked dryly, "There

is no doubt that you paint simply to amuse your-

self." :

~ Renoir's reply: "I want you to know that
when I cease to be amused, I will no longer
palnto", (Wechsler, 1977, p. 193)

Who were the orlglnal sophist boors and what is the

great need in 5001ety»to bessophlstlcated? Of all the
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two-thousand-year-old states of consciousness our society
‘dons each daf, éophisfication is one of the most per&asive.
Theleducatioﬁal machines, the news and other journalistié
media,’thelbusiness world, médiciné,'law,'séience, politics
and the arts all strive within their domains for levels of
sophisfication, The Sophists were ancient Greeks who cbuld_ 
be called philosophers. The name implies 'professional
ﬁeacher' ("Sophists", 1973). Plato and Aristotle were oppcsed-
to them for the reason that they were a group ofrpeople who
were more concerﬁéd with winning in argument ana in debate
-than in the discovery of truth. They taught.their.students‘
to be capable of winning for their own ends whethér they N
>Were honofable or not. They gave their tiﬁes a new ﬁwist,
which méy_helpvaccbunt for why society is so screwed up to-
day. |

- But those known as art educators in generai do not -
fit_neatlyvin the aforementioned categories because they
have beeﬁ‘invmanyrways the Pied Pipers who have sponsored
'the rise of'the.folk'craftstIAmerica again. This is worth-
while because the arts certainly.have ihspirationél value
if others are‘moved to take up the brusﬁ, take up an. instru-
ment, take to song or dance. And if it does not it may

simply be taking you for a ride.
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"Little girl, I fiﬁd you and your little dog
disgusting, rude and uﬁcouth° What would he look like if
he were bitihg the left pant leg? VA-little mere to the

left.”

The art museums often set standards for the worth
ef aft in the art markets. Buf the standards set by the-
museums are often set by the board of.directorsg‘ Many of
the difecﬁofs are wealthy people wﬁo have invested in art
and’ set museum standaras to make a profit from theirréollec—
ﬁions.(Burnham, 1975, pp. 214-227). This ﬁay ﬁot always be
the case but ‘the éossibility of it is too deadly obvious.

The'idea that art should exist ae an‘investﬁenteis
'ofbedufse'a;possibility, Bﬁt it is not»nearlylas true as .
seeking.greater states of awereness through the insight of
a gifted artist. Perhape wheﬁ art is sponsored as an in-
'_vestment it is worthwhile. But it'should be considered an
investment and essentially not aft°: And those who ere look-
ing for their-aesfhetic erigins in art should look else-
where. | |

Suddenly cameras began flaehing everywhere. ~ Artists
and'repqrters for art megazines were there to document the
scene. Before Dorothy could say,‘ﬁOh my!" the gallery owner

slapped a couple of bonzolas into her hand and said, "You'll
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have to leave now, little_giflu That manrover there justl
bought the whole sculpfure including your dogo"‘ |

"Oh no, now what have I done?" Dorothy was just bé—
yond herself. "Toto, Toto( speak to me." But the'dbg juét
looked at'héi with:glassy eyes down his long'snoot and
~thought, "Who's the kid with the pigtails?”

' 'As Dorothy Wanderéd, a'figure alone through.thev
crowds at the airport, é.véridical.thought suddénly-dawned‘
on her, "Weli, if that kind of art doesn't speak to me then

I'11 go find some that does."

Conclusion.

"Creativezawareness is thé ihspirational source of
art. idur atﬁentioﬁ could beicailed "the keepér'ofAthé car-
rot" Qr‘theAimagination‘which,directs’the individual. The
' guality of ért is determined by the attention the artist
pays to his creativé'awafeness. The guality of art in so-
ciety is determined by how ciosely ﬁhe art-wérld follows
thése artists.who express inépiraﬁional creativity from

higher states of awareness.



CHAPTER 7
SOME THOUGHTS ON ART AND SOCIETY

- This chapter attempts to describe a general social
and mental scale that could be of‘use in understanding the -

roles of art in society.

Role of Art Education

-One 'of the major problems oﬁ:a'field like art edu-

Cation is.that it deals with twb-forces thaﬁ are 6ften in
fconflict'with one another. Pﬁblic education is supposed (in
épite.of its irrespoﬁsibilities) £o prepare people to oper-
- ate within society. Art need ﬁot deal with society at all
and might be considefed'at best to be an individualizing
force that transcends the human condition_°

| The basic integer of society is the family unit and
- not the individual. Although some of the greatest contri-
butiqns made for socigty have been made by individuals, so-
éiety tends to act for the’general_gédd soﬁetimes at the
exéense of individuais° rAlso, what Qf the so called anti-
éécial institutions that ﬁave given.much in the dévelopment
of individuals who used their experiences there as positive
character buildihg éircumétancés} Pool halls are often seen .
as negative environs but both Mozart and MarK Twain enjoyed

54
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pool.for_the state of minde_ At the same tiﬁe many of
sociétyis most npheld institutions like football dd little
to build'a_civiiization and fér the most part simply en-
courage masses of people to become involved bawling over a
sméll'group of fully.grqwn men who are wearing colorful out-
fits)and'plaYing>gameso

What art education has become or could play»an ef~
fective role as is.the personality of persona of art. Every
individual- in developing and eking out a role in society has
develbped a personality_that hé weéfs like a mask to deal
with the outsiae world. This particular factor in the make-
up of the individual acts as sort of a liaison between our
inner énd outer space. The more_that this personality rep-
-resents thé inner space the more that we séy that it has
.chaiacter. -Art would describe or réflect this inner aware-=
ness and art edueation-as a persona'wouldvhelp in assisting
society's comprehension of art; - l

Society is out of balance inbour conntry because too
much.emphasis is placed on the verbal and analytic téalm of
thought. Perhaps this is what géve rise to art education;
when society again accepts thé intuitive and imaginative
trénds of thought the ard educators will be consumed by
their art work,’bPérhaps no orne will be needed to explain

or prompt this creative expression.
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I would like to examine in brief two aspécts of
society and their i:éspective-ménifesﬁations° They deal with
étructures of looking attéociety from influénces; interest
- scales and thought patterns. I should‘make a strdng point
initially that all of these treatments ére not carefully

isélated or strictly defined bu£ are recognizable.

. Ana_l_ytic;’irs° Intuitivg

An impdrtant reference that Linderman>(1976f used
was his differential that he called'form orientatiqﬁ and
content orienﬁation° In relatidn to the split bfain fheory
it correlates form orientatidn to the intuitive and content
orientation to the anaiyﬁic° The right hemisphere controls
the left side of the body and funﬁtions-in the intuitive-
synthetic mode of thought and the left hemispherevof the
brain.controls the rightlside.of the body and functions in
the verbal—anélytic mode of thought,'

The Qérbai—analytic mode.of thoughtrmanifests in so-
cietyvas a»colleétiVe consciousness,‘_Linderman noted three
influences of society-that he described as inherited poteﬁ-
tial, attitudes and the perpetuation of mediocrity (status)
quo) . |

.I have recognized theée influences as thevpower
istructures, archet&pal images>and habitual attitudes to be

‘seen as a construct for looking at society.
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The artistic problem of dealing with the power
structure is that essentially organizational:functions are
those which sometimes limit rather than promote creativity.
They also limit the potential of human awareness and the
vast renging capacities of the mind. They take these two
‘ queiities of life and organize them and eynthesize'them in-
to Sequences, patterns, classes, systems, sets, differentia—
tioﬁs and paradoxes. And then on the other hand something
musévbe made of:the confusing-array of thoughts, impres-
siohs, memories, people:and things-with which we aresbeset
from day to day. And this process of ordefing the world
areuﬁd us could fescinafeior occupy en individual indefi-
nitely. This urge to structure is perhaps what is commonly
called wiil powef_and is found as affunctien within individ-
uals, groups or nations. And will‘is always used within us
as en effect rather than a causal etate; | |

The other two influences would be refleéctions of
this force of will thatbhave_taken'ferm iniless.general man- -
ifestaiions, Afehetypal imageanOuldebe the Seciof
personality Creationsrcf a tfain of mentai will (i.e., Uncle_:
Sam iepresenting the United States or even in an individual
Who has taken on traits of his brother to be used within
his own personality).

The influence of our habitual attitudes is so

strong that it is difficult to assess them. We learn
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psychomotor processes until they>are second naturé tb us
and we reaét to them only subcbﬁséidusly, An experiénced
driver,lfOr example, dées not think about or'stay'conscious
of all the minute details of driving-éo he can be more |
'aleft, Hé did when he wés learning to drive but now that

knowledge has become second nature or subconscious.

Social Levels

Warren Aﬁderson (l976)*déveloped a écale borrowed
" from Gans (1974) that’was;rsocio-eéonomic look at taste cul-
tures. It gavé a general outlook on'culture,that-fanged in
cléss.ffdm high, ﬁpper middle and low to yddth and.éthﬁic;
The key to understanding:tﬁislmakeup is that the high class
ré?resénts_a_qroup'of peop;e who;éfg ideational in their
thinking;f‘One.pfobiem of using a socio-economic scale like
tﬁis';s‘that ﬁhefé are individuals whoAdo>not fit into any
ohe.categdryAexactlyo~ I have-adopted aAgenéral_séale pre-

: sentéd by Paul Twitchéll (1973, p. 92)‘§eople who are ori-
ented‘in,idéais, people Whé are'oriented around people and
people who are oriented around'things. The twd scales -
'roughly tie together as high class =+ ideals orientation,
upper middle and lower middle class -~ pebéleuorientatioh'_
and low class - thing orientation, We must accept that
there are many Mavericks who do not fit neatly into any

category.
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This does imply a causal quality of success?‘ People
who héve goals in ideals are beﬁter able tovdeterﬁine their
shorﬁcomingsq Ideas would be more essential and stable
unaiitiés than either peopie or things. This WOuld apply
kwhether thé individual was a philosophef or a shoe_salesman9>
Other.édvantageS'of this scalévis tha£ it does not ask to
be appliedvon a scale of'time ahd it also integrates both
the yduth and ethnic groups who do not alﬁays fit neatly

. into the Gans plan.

'» anthesis
Théée two-méjor ideas éf social values and the
analftic vé?vthe intuitive can be syntheéized into a scaie
: thét mighﬁ lend an overViéw to the general status of art in
society (see Figute 2)°
| " On thé énalytiCVSide the power struéturé'Would re-

flect the ideal, the archetypal image would apply to the

analytic - intuitive

ideals

\

people

things

Figure 2. Modes of thought within a social scale.
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personal and the habitual attitude would be the relationship
with things. The intuitive scale would be the avenue of
change within these relationships. Intuition would- account
for realizations of overviews and identification within
ideals,rpeople»and‘thingsa »Accidental and coincidental
happenings‘may be_germinated.from buf inner-space through
‘thé'intuitive mode. |

Thé practical advantage that is observable-in the
coéperation of these two factions of the brain would be the
abiiity to sense gaps in relatibnships,,inconéisténcies or
needs within-oiganisms of ideas, peoplé énd.things and be
able to reédily transmute it from a gap into a funci:ion°
 This is the érux of all problem solﬁiﬁg or inventive cre;
ativity. It is this intuitive éide of the human that is
able to -grasp Qhole'insiéhts or overviews and cannot itself
be reduced to the specific. | |

In ourlinner'space worldé of imaginative self pro-
jection we leave ourselves'opeh to accept and emefge into
neﬁ experiences of ideals, people and'thingso This allows
us to synthesiie énd-develop new relationships and under+
standings within those levels. We find that there are
ideals thét are materialistic, things that reflect ideals
and people who are ideals and some_that are merely things.
It is a world of ans and boogey men and always a new defi-

nition of reality.
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The scale of ideals4peop1e—things also lets us see

that in a higher realm of ideas art and science'inerge°



CHAPTER 8

'BEAUTY AND THE BEAST: ART AND SCIENCE -

VS. THE POWER STRUCTURES

The future of the world teday looks dim and the
forces of reason and awareness.in.the erﬁs;and‘sciences-may
be able to change this. The section "Art is the Truth .
which Reveals Lieeﬁ is an alteretion of Picasso'e famous
guote "art is a lie that makes.us realize truth" (Picasse,
1968, p. 123). This section points to the fact that there
should be a change in the rele;of arts. The section "Star
Wars" is an_example of this change. . Some sﬁggestiens and
further exemples of attaining higher'states of awareness
through the merging of art and science are presented in -

"Universalism in Art and Science."

'Art'iS‘the'Truth‘Whlch‘ReveaIS‘Lles

If it is the function of art to_liftland-cleanse,
to direct and encourage, then obviously it is the
challenge to the artist to make this happen.  There
‘are imperious commands inherent in art that demand

. artistic responses. ‘In a time when mankind is en-
gaged 'in a mad war with Nature, when we stand .at
the brink of a catastrophe too dire to face, it is
the poet-artist as priest of Nature who feels the
perils most deeply. It becomes his task, as vi-
sionary;, to affirm the imperiled life force which
belongs to the generatlons and especially to the
yvet unborn future that is totally powerless to de-
fend its birthright. (Kaplan, 1976, p. 43)
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'When one is born in a technological sdciety it is
natural.to use technological tools. If what Kaplan suggéSts
is true, that the artist shall set out upon the world to
Aprqtect the-unborn_generafioné, we would hate to seé‘him go
armed only with a paintbrush. Althoﬁgh"for some that is
all that is needed. |
| ‘There has never been é‘time iﬂ’recorded'histbry on
our planet that its inhabitants have not been at wér; If
it hasnit been in one:céuntry it has been in anothefa If
it hasn't been on a large outright scale it has taken place
secretly in the minds of mén, All this seems to have aris-
en out of the fact that peopleJUéually think only ohe
thoﬁght at a;timeé’ ThatAihOught has been the;éoverﬁing fac-
tor of a ?erébn's,subsequent actions, feelings, values and
~grasp of reality. Td contfol'ﬁhat thought has‘meant the -
.control of the human'race,r In many ways a Study of history
ié a study of the power struggle ofAindiﬁiduals'and'groups
to_gaih control over other people. This is evident in ex-
’amining the worldfs religions,rgovernments, socié—economicr
' systems and it is especially evident in the news media and
the COmmﬁnicatith'systems of televisionAand radio.
| What we have been forced to live with is not what
'is necessarily frue, not what is necessarily worthwhile; .
but réthér with whatever‘haS'gainedAthe most power. Yet-

seldom do we find that the inventions of a creative genius
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‘have been sponsored in.the interests of gaining authority.
He may havé'bEen contributing somefhing that was later used
by authorities-tq'gain or mainfain pqwer.l'Rarely has any
work of art been of wvalue withih the. arts When it was cre-
ated.in éup?ort of some.power structure.
A comparison could be drawnvwithin.governméntal'sys~
tems. A_go#ernmental syétem that is,based-on‘military
might aléne has ﬁot‘lasted long historically. The people
who used their free thought have always overﬁhrown these -
régimes° A government based on the arts and philosophy with
no ﬁilitary base has not'suivived‘eiﬁherA(Twitchell, 1971) .
Pentagon officiais once asked Robert Wilson what
AFermilab.has-done dn:béhalfvof fhe défenée~of our countrf..
Wilson is said to have.replied,,"Nothing,,except that it
makes this country worth defending” ("Key to the_Univerée,"
1977) . | |
The artist or creator has in‘ﬁany ways transcended
thought in the direct perception 6f_awareness. And in this
sense owes'no.allegiance to. power structures. Beth artist
and scienﬁist meet in adding dimension to society through
_theigvknOWledge, interests and Valﬁes._ Collectively they
can make or break power st’ructures° Responsibilifies»accom-
pany this realization.
"Wedlive our lives in a remarkable age and exciting

_ times. In fact, in the shadow of nuclear and atomic
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weaponry we may all play witness to the conclusion of our
planet. - Or would éhe toddle aiong thréugh spaCe,‘spinniné .
at a thousaﬁd milés perihour, happily rid of the bdthersome,"
infestation? Beyénd the tears, the'laughter,-the wine
stained lips and the‘grease;stained hands the creative
fofce within manlsmilesJ’ An.inérease'of the cfeative aware- -
nesé with the arts and.éciencermay spéhsor thé'sense of :re-
spOnsibility,thaﬁ this néed not occur. To know it is to
ppésess ourselvés; ‘Van Gogh said it.of'his day " . . . I
begin to think iﬁ—more and more desirable thét;"in a diff-~
cult time'like the present, one seeks one's sééurity in the

~deeper understanding of the highest art” (Vah Gogh, 1963,
pQ 273) . 'SﬁephenﬁﬁawkinQK"Key: to the‘Universé,"1977) lead-
ingvastro physicisf'in the "black hole" thoery sponsors
such a_realization when he»Said "As we learn to understand

the universe we become masters of the universe."

;séayiwars
From beyond all théée black collusive forces at
odds with themseiVes and the world a select imége steps
forth and alioWs;us to transcend our sphere of éxistende
and-retainravgerm-of positivism. That image was given to
- Star Wars made its debut on a quiet Sunday morning in San
Francisco. As producer Alan Ladd, Jr. describes it'was.an

audience of "Rotarians,~Kiwanians, YMCA teachers. As the
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first spaceship went across the screen, they started
applauding. I didn’tlexpect that; it brought tears tobmy
eyes. They cheered and ecreamed" ("Off the Screen," 1977,
p. 62). Audlences all over the country cheered and
vscreamedov.ln some areas like Detr01t they gave it a stand-
ihg ovation; an unheard of thlng.ln the Amerlcan film. 1In
fact within the'first months of Star Wars movie goers and
.theater owners had to contend w1th the fact that people
would wait in. 11ne for hours to get tickets. and seats to‘>
take part in a-fllm.expenlence that has'been_v1rtually sold
.out of eVery seat of every showing;v It is e film that even
broke the.hard boiled hearts at_gimglmegazine who owned up -
in May that Star Wars was."the year's>best movie" (Star'
Wars, 1977). It seems our ¢itizenry was and is literally
dying to see Star Wars. Why is this?

Franc1s Ford Coppola a close assoc1ate and.’ frlend

of the auteur said of George Lucas he is "a pure fllm maker.- -

He really only wants to put on fllm the things he loves.
He has few pretensions about'making 'great filmei or ‘great
‘art,' anﬁ'consequentiy he comes'eloser than most" (Star
Wars, 1977). |

| The seeond factor lies in one of the most awesome
gqualities of the film;.ite.technelogya Up until the.time“
of Star‘Wafs the only other film known for its techhology

was Stanley Kubrick's 2001. In fact, the appeal of
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Kubrick's effort could reasonably be described,as iying only
in special effects and the sound track. 2001 had 35 scenes
that empioyed special effects and Lucas used 363 (Star'Wars,
1977). Luoas wae able.towachieve an excellence in adding
to these special effects by employing a computerizedVCamere
'that-wouid’bevéble to do sophisticated calcuiatibns on eéch-
shot. And in»refering to it Lucas could introduce new por-
tions with less effort. | |
| John Dykstra and John Stears were-the teohnical cu-
rators of Star Wars. They ate in the business of the imagi-
nation; making fantaey'a reailty. Dykstra claims, |
Lets 'say a director wants to see the ehd of the uni-
erse, or maybe he wants to travel from a book on a
table out a window, backwards through a cloud layer,
and . off to the surface of the moon, in sixteen sec-
onds flat. We're in the business of bringing even
the most farfetched ideas to fruition. (Kroll,
1977, p. 61) : .
Dykstra designed a'camera.that'could be manipuiated up,
down, diegonally and formard to get many of the unusual per=-
spectivee used for the colossal'space battle at the climax .
of the movie. Sometimes there were twelve different pieces
of film overlayed to produee the effect of star ships mOVing
'off in differeht directions with laset_beams firing beok and
forth. To see it is to be there,- |
One of the most lnterestlng moments in the film is

when Luke and Obl—wan Kenobi blast off from the planet Ta-

tooine on a smuggler's star freighter chased by the evil



68

Empire's éhips, While under fire they make calculaﬁions-to
jump'into hypefspace beyond the speed of light,_ The special
effects simﬁléfe an ijéct'épproaching'tﬁemspeed‘of light .
is a worthWhile illustration of one of the most‘highly ac-
.claimed the;ries of physics, never before attemptedcl

_Ohe.nicenpiéce of special effécts was designed for
aﬁ alien'(a:green Poéo—like‘charaéter with stickleé on his
head). To design the language that he used they selectéd
strange phonetic pieces from SOme.3d languageé and pro=
cessed thém through a synthesizer. . The compelling imégé of
CarrierFisher as Princess Leia projected as a hologram.”
pleading “Help me, Obi—Wan'Kenobi,'youfre our only hope"
was done simply by videotaping film ahd then transferriﬁg
video—fape back to film again. One of ﬁhe superb speéial
effectsiwas,in the light‘éabers. They'were'creatéd by plac-
ing a highly reflective material oh‘a-rotating rod that
would'reflect light at neérly’200‘times iﬁs normal intensity
(Kroll,'l§77, pp. 61-62). And in selecting the sound éf—
fects to accompany it they achieved a complete reality on
thé screen. (It is interesting to note that even one of
ﬁhe best filmmakers of the 30's, Frank Capra, reéeivéd his
degfee in chemical'engineering {(Capra, 1971, p. 9.)

One of the unheard of bleséings of this movie is
that the protagonist is actuélly a hero. Mark Hamill as

" Luke Skywalker portrays a completely unblemished character.



69

It is impressive as it is unnatural. It is howgVer,'
‘believable. This is a forgotfén and overlooked fact of the
films of our era,v The anti=hero movies,we'have becoﬁe ac-
customed to have nOthing to offer in the end. You leave
thé-theater With‘someone else's dirty laundry. |

Luke Skywalker's mentor was a sagernamédjobi—Wan
Kénobi,’played'by Alec Guinness. And the motivation fo% all
the-majbr characters was a force‘called The Force. Many of
the far reaching implicétions'of the movie philéSophiqally
come through this character, In Lucas' o:iginal;novel,
much of the treatment of this subject waé missing (Luéés,
1976);_ Itileéds_ﬁs tQ believe that since Guiness was the
only actor who was alldwéd to chénge and add‘to his lines
(Star Wars,'1977, p7‘62) that ﬁhese sublime additions‘to the
movie wefe’sponSored directly from the‘§enius of Alec Guin-
‘ness. Certainly without the expertise of:such an‘actof the
ke& points of the movie would no£ have been upheld. . Guin-
ness was able to'lend'to the movie ﬁhe character of Shakes-
pearian acﬁing wthich is probably the‘moéﬁ highly-refinedp
dynamic mode beacting'in'our_culture. But it is usually
all but‘ioét“ih fhe-stages of our times; Its most noble
features include "the wonderful 6ccasion of patriotism, the
strengthbbf‘being, the.embraciﬁg of fbrtuﬁe and the defiance
of'trggedy“~(Knight, 1975). Tt includes the molding of the

1supreme into the pedestrian toAachiéve balanced impact in
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speaking thermost moving lines. Obi¥Wan sits in his home
and‘tells'Luke_about.the Force "in us, surrounding us and
pefvedingtthe entire uniVerse"_as ifrtalkingrabout the bacon
'end eggs at the breakfast tablee:. |

| Finaily-the movie‘tahesiand‘neids the personal and
emptional and raiseés them to a pitch of thrill and excite-
vment, The theater is filled With the impetus to stand up -
from your seat and cheerof When suddenly you are stunned
with the awesome experience of seeing'a Starship transcendr
'ing time and the speed of 1ight, or battle station explode
in space. The enthu51asm is transmuted 1nto some of the
most'aesthetically appealing experiences ever placed on
film;, | | |

The director "only puts on film the things he

'1oveS,Hs Creative technologists have nsed their‘teseurCes to
bring.the aesthetic experience up to date and to synthesize
) aft and science. . It gives us a tangibie example of a key
scientific theory of our timeo' The'prbtegonist is a hero.
The movie's message makes a direct appeal to. the higher
sensibilities in man. It engages an emotional enthrallment
-inte the aesthetic'image'onCe a.éyain° |
end-demand? No one can say. But the fact remains new age

technologists in the movie industry have created it. And
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. it offers tangible qualities of inspiration very real to

most people,

Universalism in Art and Science

The question of art and science leads to universal-
ism and the essentials of creatiVity. The research in the
split brain of man has led to the concluSion that both
sides of the brain should be exercised and used (Brandwein
and Ornsteinq 1977) . This points"batraining individuals who
will reflect the Renaissance ddeal of the Universal manp
someone who has something worthwhile torcontribute in mul-
tiple and different disciplines. Leonarde da Vinci is the
one to whom we look for the ideal of the Renaissance man.
‘His inventive mind and creative capabillties led him to
.develop major contributions in the field of anatomy, art,
,weaponry and wherever hlS interest: lay°

| The key to understanding art and science . is that

'both merge in a commOn source essentially,‘ This source is
in creativity(and'is regarded both in art and science as
beauty°

It seems if one is working from the point of view-

of getting beauty into one's equations, and if one

really has sound ins1ght, one is on a sure line of

progress. If there is not complete agreement be-

tween the results of one's work and experiment,

one should not allow oneself to be too discouraged

because the discrepancy may well be due to minor

features that are not properly -taken into account

and that will get cleared up with further develop-
ments of the theory . . . (Dirac, 1963, p. 47)
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This.advice_givén on the_formulaﬁion.of scientific'theory;
And yet it aiso_might be applied to a study of painting.

Paul Klee is not only one of the ﬁost famous art-
ists dfiour éentury but he could also be called the father
of ﬁqdern art"and the;gréatest artist of.the éarly 20th cen=
tury. that were his interests and in&qlvemehtS?‘ “Hé knew
Cervaﬁteé and Shakespeare and he lovéd Goethe. Becaﬁse
Goethe. combined scientific thinking with intuition (ggg—
_'phologie),.he'felt an.affinity with him" (Grohman,'l960,

: polls),' Klee-débbled in philospphf and even considered
such questidns as. "The law tha£ supports spacé" as subjéct
maferial for.his work.leee, 1964, p-. 1_85)° One of his
loves was a pastime was solving problems in méthematics
(Grohﬁan, 1966, p. 16).

Reading the pages of his theory of form it would
appear that Klee desired to penetrate to the very
depths of his knowledge of the universe; he speaks
of space and time, of forces of gravity, of cen-
trifugal and centripetal forces, of creation and
destruction of being, of the individual and the
cosmos. Side by side with strangely happy intui-
tions, with parascientific propositions, with para-
doxical postulates and with a vast quantity of
very valuable annotations relating to the daily
routine of pictorial work, one finds recollections
of readings, passages revealing knowledge (which
is neither superficial or second-hand) of contem-
porary currents of thought, psychology of form,
theory of visibility, psychoanalysis, the philos-
ophy of phenomenology. Certainly all this does
not constitute a system, but it does reveal a
complicated construction in which everything seems
to find its proper place. (Klee, 1964, p. 13)



73
Iﬁ'seems that Klee was able to use his khowledée and
diversified interests to expand his perspectives in a:t and -
thereby’contribute~more in his art and in his individual
understanding of the world.

It is well known that Klee, more than any other art-
ist of our century, was consciously detached from
the mainstream of modern art and its theoretical
‘assumptions. In the same way,. Leonardo, more than
any other artist of the Renaissance, consciously de-
tached himself from the central features of histor-
ical tradition. In their creative thought both
Leonardo and Klee are not so much concerned with the
art object, as with the manner in which it is pro-
duced. They are concerned not with form as an im-
mutable value, but with formation as a process.
Both are aware that the artist's approach or cre-
ative manner is an independent and complete way of
existing in reality and of understanding it; and as
they are not unaware that there are other specula-
tive methods, they are led to investigate that par-
- ticular character which is the distinctive feature
of the artistic approach, always bearing in mind,
however, that this must develop over the whole field
of experience. For this reason Leonardo's mode of
thought, like that of Klee, covers every aspect of
being; it takes in the entire universe. Since art
brings into being, albeit only through what is ‘
termed visible, a cosmic awareness of reality,
there is no moment or aspect of being which can be
considered foreign or irrelevant to the experience
which is acquired in artlstlc creation. (Klee,
1964, p. 11) .

It is also interesting to point to a figure like
Robért:WiISOn the head of Fermilab, thé electron acceler-
ator in Batavia, Illinois. Invadditidn to being one of the
majOr nuclear physicists in‘thé world he is also a séulptor
("Key to the Universe," 1977). And the electron acceleration

labs that he has been responsible for (like Fermilab and
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the electron accelerator atvCornell University) are
acclaimed for being aesthetically pleasing and not a typi—
cally stark and barren laboratory atmosphere. Even Einstein
was ahparticipant in the arts; he'plaYed~the violin.

Many of the recent studies of the two hemispheres
of the brain are EEG studies done by reading alpha waves.
And they know which side of the brain is functioning be—
- cause the other side of the brain is resting and producing'
alpha waves;s Perhaps thefhighly_creative have been ablerto
, naturally; consciously ot'subconsciously extend their cre~t
ative energy and output by using alternative modes of
thought° They would then operate one half of their mind and -
perceptive faculties while the other half rests. It ﬁight
~also be of interest to further speculate that the»most ef~
fective educational~system would ﬁake use of this alternat-
ing quality of thinking toigain the most out of the_students
and help the students be most in tune‘with theii creative
facultiesf Ornstein‘even suggests that it iS.pOSSible to
shut down one.half of the brain consciously in order to tend
~ to some specific function (Brandwein .and Ornstein, 1977;79,
56) . The highly creative person needs points of relaxation
thatrcan only'be found in-the arts. From this universal
vantage point we can see that artrand science complement
~each other. Only from a lesser point of view are art and

science at odds.
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We live at therdawn of the Zist century and in many
ways we pretend to live in the bastVZ,OOO years ago. Wé |
live in homes and structures that are_based on Euéiidian
math systems that makes it difficultrfor arlarger-number of
people to underétand more complex maﬁh systemé, xWé deny
'ouréelves the fact that we no lénger live in three dimen-
‘siohs but in four dimensionsw Ih tﬁe light of relativity,
space is curved not flat. It mightralso add’ to our soci-
ety's aesthetic comprehension if the structures we live in
were more close to nature (perhaps geodesiC'domes afe an
example)B  After ali matheﬁatics is only an\elegant descrip-
tion of natural forces. ~Logarithmi¢ curves and conic sec-
tions afe'very common in nature. For instance a stone
tossed in the air.follows a parabolic.path up and to the
‘earth égainp There has been a gap, (it is fairly well es-
tablishéd that our school system does not focus on teaching
theﬁright gide of the brain) not‘only in teaching simple
visual cohstrudts:but also in teaching more complexAvisual
thinking that wGﬁld.complement and balance complex.thought°
Perhaps it is past the time that we shouid'stop-thinking of
the world as a place but rather as a proceSs° It is time.
that we sﬁop thinking of ourselves as a digit on the élobe
and instead as aﬁ integral.functicn'of the universe.
‘Art and science'merge»in a'higher'éiaﬁe of fhought

which is close to the essential source of creativity,
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awareness. This qualitative thought would lend society in

general a more positive position to tend to world problems.



CHAPTER 9
ECSTASY

1LThe sfate of being beyond reasonrand analytical
approaches is a state often reached by‘creative people es-
pecially in their mbments of realization of discoﬁerya This
state of "mindlessness" is called ecstasy.

"TL.eave yoﬁr theoiy as Joseph'his coat ih the hand of
the harlot, and flee" (Emerson, 1905, p. 15).

One of the most'inexplicabie realities of creativity
is.that even the most highly regarded men of science, the
creative genius of science have not arrived at their gfeat‘
contributions to science through rational analytic means.
Einstein~oncé said that "The»wdrds of the language, as»they
are written dr spoken; do.not seem to play any role in my
mechanism of thought” (Hadémard, l949,.p° 142) . Tesla made
a‘similar obsefvaﬁion.aboui his first recogniﬁion and faith
that alternating current was to be the direction in the evo-
lution of the electric motor;

I could not demonsﬁraté my belief at that time, but
it came to me through what I might call instinct,
for lack of a better name. But instinct is some-
thing which transcends knowledge. We undoubtedly
have in our brains some finer fibers which enable
us to perceive truths which we could not attain

through logical deductions, and which it would be -
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futile to attempt to achieve through any wilful
effort of thinking. (0'Neil, 1944, p. 42)

Especially in the arts, the creative genius has not
relied heavily on mental faculties in their most inspired
works. H. G. Wells once said that "the forceps of the
mind‘are clumsy things and crush the‘trdth a little in the
- course ef.taking hold of it" (Koestler, 1964, p. 174). One
of the most difficult things for those inacademic circles -
to underetand ds that people need not mentally‘analyze,an
experience to accept and come to gripstwith it.  An artist
andlphilosopher may go through a similar experience. The
artlst may shrug hlS shoulders and go on. The-philosopher
may ‘stop and write one or- -two volumes on the subjecto We
recognlze.that>some mental,process_lSngLng on but that
'essentially thefdifect artistic perception is a higher
level of awareness. Carlyle described it- this wayﬁ

Thus, if the debater, ‘and the demonstrator, whom we

rank ‘as the lowest of true thinkers, knows what he -

has done and how he has done it, the artist, whom

we rank as the hlghest, knows not; he must speak of

inspriation and in one or the other dialect call

his work the gift of lelnltya- (Kneller, 1966, p.

19) S

In erder to begin to understand awareness one must
see it personally as sdmething that is se far reaching in
its scope and challenglng in outlook that it cannot be ‘men-=
tally grasped analyzed or conceptuallzed° If one-does,

then how can he be sure that he is partaking in awareness

5, )
j .
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itself and not mérely some mental concept? This 1is . |
essential»to,open.mindédness; if one is-nbt wdrking;directlyif
with something larger than oneself then is simﬁly not grow-
ing and is consequently becoming closed ﬁinded;; Socrates,
in his dialogue with ion engages the young rhapsode in a
conﬁersaﬁioh on the nature of-inspiration aﬁd the poet'é
créativity} He contends more adamantly'that the mina is not
a'pérticipéntixxthe_event: "For the poet.is a.light'and
winged and hoiy,ﬁhing, and there is no inventibh in him un-
til he has been inépired aﬁd is out of»his senses, and ﬁhe
" mind isinb longerrin_Him[. . . ".(Plato, bo 287) . o

Ecstasy is the "state of being beside oneself;
state of.béing ﬁeyond all reasén or self-control” (Webstérfs_

Dictionaryv, 1952)Q It could be seen as the transcendence

1of one's previously heldléoncept.of reality of self or the
ego that canlonly be accbﬁplished through awareness. It

' ‘could be said that William Blake's entire 1ife revolved
around this',pri:nciple° ' His Visioﬁary'insightrgave him.ﬁhe'
inspiréd perspective to'write passages like:. |

Over Sea, over Land

My Eyes did Expand

Into regions of air

Away from all Care,

Into regions of fire
Remote from Desire;

The Light of. the Morning
"Heavin's Mountains adorning:
The particles bright

The jewels of Light
Distinct shone and clear.
(Gilchrist, 1942, p. 87)
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'Once agéin; Socrates used é similar obsérvation.in pointing
'out to Ion the possibilities of the creaﬁive imagination:
,"When fou prbduce the-greatest effect upon the spectaﬁors
in the recitation of some striking passage. . . . Are you
not carrled out of your self and does not youf soul in an
'ecStasy seem to be among the perébns or places of which.she
is sﬁeaking . - o" (Plato, p. 289). |
Often we f£ind the creative individual has taken a
. -sense of self identificatioh completely beyohd the sense of
his lifevspan on éarth, To tfy'to-understand a figure like
vPaul Klee is to see him in this light. He once wrote: "I
cannoﬁ bé~understood in this—wotldly tefms}-for I am just
as ﬁuch at home with the déad and with'ﬁhose who are yet un-
born. I am‘jﬁst a bit cloSer‘to the heért of Creation than
is customary. And yet not-—nearly-—closé enough™" (Grohman,
1960,>p, 12). We often get our most profound insights into_
ithe_genius when they open up in such a way. Klee is a won-
 derful source Ofbsuch~materia1 because he kept a diary'and
never would have told this otherwise. Mark Twain was so
bold and once relayed the following:.
. - - I am saying these vain things in this frank
way because I am a dead person speaking from the
~grave. Even I would be too modest to say them in
life. I think we never become really and genuinely
our entire and honest selves until we are dead--and
not then until they have been dead years and years.

People ought to start dead and then they would be
honest so much earller° (Meltzer, 1960, p. 151)
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To describe the vantage point of creativé awareness -
would be to describe a place of operational balance within
the individual. A place that has been stripped and peeled
of both the facades of the world and one's inner facades.
Klee (1964, p. 345) once wrote that, "There is no sensuous
relationship,-not even the nbblest between myself and the
many. In my work,I do not 5élong to the species, buf am a
cosmic point of ieference,"

The cosmic point of awareness bears some impliéa—
tions about the roie-and function éf the arts in general.
That is that art is significant in that which it represents.
Does it inspire the béholder'to‘reéognize tﬁis'céuse or
source of.ifs origin in awareness? InAdescribing the ére—
ativé proceéses ofra sculptor, Henry Moore once éaid:

HeAmentally visuélizes a complex form from all -~ = =
around itself; he knows while he looks at one side
what the other side is like; he identifies himself
with its center of gravity, its mass, its weight;

he realizes its vdlume, as the space that the shape
displaces in the air. ' (Moore, 1964, p. 142)

This.center‘of balance wifhin the work could be compared to
this‘center of awareness within 6urselves,‘ This center’
could be céhsidered the éséential.iﬁgredient.from which the
‘entifé work, as a finished product, speaks to us. We must
‘see’the balance to-appreéiate it. This_applies‘to a work

of music, dance, art, poetry or drama.
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In‘musicq especially ciassical music, we consciously
fdllow’the strains of melody aécending and at the height of
these aséensions the uppermost ndte is called a suspension.
This mUéic has an uplifting wvalue ana from thesejsuspension
points one cén see the entire landscapé"of'the work and apél
pre01ate it from this overview. |

G. Wilson Knlght (1975) has said that to grasp the
works of Shakespeare for 1nstance, one must "see the entlrer
play in time and space” and_fromrthis perspective understand
its éenter and form. | |

Some painting created out of this dynamic state of
-awarenesé are works of art most highly reflective of this
creative fulcft_lm° Van Gogh's landscapes’and his héndling
of the paint give the sehse_of animated awareness and elec-
tricity that pervades andyexcites.even iﬁanimate objects,’
Turner's 1andscapeé painted with their unifyihg éense of
light seem to describe é:setting for thi;_epiphaneous ball
-of atmosphere. Klee describes an inner space bélaﬁce of
psychology that. communicates with ail life. Moofe's sculp-
ture describes a.demandiﬁg_nobility of form. Escher has
compounded thevmathematics of the imagination. Cézanne's
contemplative descriptions of colo; and fofm in‘spaee are
‘the natural insights of refinement. |

Ecstésy is inséifation° Ecstasy iSthe inspirational

creativity which has been the reward for searching in new
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'~ areas of thought and perception. It has been most often
‘endowed ﬁo those who have developed their analytical facul-
ties and then abandoned them to stand back, gain an overall

perspéctive on their work and add to it.



"CHAPTER 10
CONCLUSION AND CURRICULUM

Awareness_is the:source of the energy,sdmetimes'
"called cfeativiﬁy° Knowing this éreativé sourcé has been
achieved through ecstasy and a heightened sense of aware-
ness. It can be seen psYchoanalytically as the idenﬁifica—
tion of the ego With the unéonécious. Creative awafeness
is“clOSely associated to the higher planes;of‘thoughtfwherev
science and art merge. -

Awareness can be expreSsed in applied manner through}
mental, emotional and physical states.r»éreative éwareness
thén, has applications and essential contribgtions in the
afts,'the art world, art education énd in.ért and. society.

" We can build and add td our sense of awareness in
many ways ﬁhat can be taught. The péféonaliﬁy tréiﬁskbf
creative individuals can be recognized andyenjoyed,"We can
exercise activities that employ a use of the right side of
the brainAwheré the creative mode of thought is registered.
'A~study of our inner space prbdésses is important td qon~
scidusly make'use of all our creative faculties. Living in

the now can bring forth these inner space realizations. A

84
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study‘of créativevgenius heips mold our own sense of genius.
Most importantly we can maintain a sense of humor.

If art éducation is the bringing forth of creative
expression .from inner resources of the individual to recog-
nize the higher gualities expressed within society, then we |
see that a study'of awéreness as a source of creativity is
essential to art education. The,art,élass cén~benefit_the
ﬁost from a teacher who demonstrates this creative awareness
and is genuinely inspired by something constructive. ifvthe
teacher can pass:on this sense of love for something greater

than our normal human éohscioushésé then the most worth-
while transaction in»education has taken place.'

I strongly believe that art education can play a
- leading role in bringing ébout this Sensé of creative aware-
ness. And it will reach-oﬁt to all fields of education to
benefit society aﬁ‘larée,.

The bverall étmospheré is the most single important
general_condition 6f a classroom. 1) dné of the important
factors in determiﬁing the atmosphere of the classroom is
in muéic. The music used should be upligting. ‘Using a
radio is an appalling nofion as most radio'programs are not
always orienﬁed responsibly to the upliftmént,of'theirilis—
teneré, not even élassical music stations. (Also mostrhigh—,.
school students dislike classical music.) I suggest that

the teacher be responsible for procuring and taping some 180 -
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hours ofrworthwhile music. More c¢lassical music could be
gradually added. This leads directly to' the expansion of
awareness and raising the awareness of thetrclass° '

2) Quotations by famous people could be used to
~generate interest and enthusiasm. VThey could be placed on
the boafd daily and could also be humorous. There'are
scores of gquotes that could be uséd within the pages of this
thesis. - fhisvheIPS‘students fo:mulate a heroic archétype-
within theﬁselves° | |

| 3) Class sessiohs could be opened by reading poetry
or passages from books with rich imagery. »This,ﬁéuld'not
only pro?ide a time of adjustmentixlbetweeﬁ classes but
would also set a mood for more insightful fespdnses than
could be obtéined in any othef waycA ItAwdﬁld stimulate
‘right brain functions and-visual'tﬁinking°

4) In following the”idea.of a hero'érchetype a pro-
ject could be done having the students read‘a book én a fa-
mous artist, musician,apbét, dancer, ;actor dr writer and’

- write a one page'biography'of them. These biographies could
be combined with pictures to make a history of the arts |
~game. This type of game'is'excéllént for members éf the
- ¢lassroom who inéist on'being bored and having nothing to
do.
~5)_In using the synectics cdnstruct a teacher could

seriously rely on the help'bf a handful of his best students
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to design curriculum, One could seriously inform them of |
the problems which face educators today and expect them to .
prbvide Worthwhile solutions, within the limitations of pub-
lic schools. This would be done as a group closély follow=
 ing a synectics conétruct, |
| 6) One'gOOd mode of’teéching>art history and art
appreciétion would be in having:the students pose and act
out the scénes of famous scuptureé aﬁd'péintingsf' In this'
way the class clowns and cut ups aie pﬁt to efficient use.
And it would offer insight into the meaning and‘value of
art. This direct egperience sponéors right brain activity.
7) Another mode of téaching art appreciation is in
"hand painting.“ In this exer¢ise the studentS‘are asked
to "draw"_the objects and picture‘planes of.a“péinfing toA
help them visuaiizeiﬂu&original model of the work of art
énd.appreicate the értisf's’conVeyance of space.. These
drawings are not doné onpaper»but in the air by gesturing
what the painting visually states. This is another right-
brain activity to grasp spacial relationships.
8)‘An important experiénée would bejjlattempting to
“get the students to have an overview or causal viewpoint of
films and:televisién'productiéne Thisicould be done using
films at-the-highsbhool to péint out different editing tech-
niques, camera work, story seQuencing, screen play and di-

rections. In'preparation for this or as an afterthought a.
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television could be~brough£ into the classroom and léft
turned on’with the sound turned off. - This can be very re-
vealing. This would synthesize right and left brain func—
tions and help students become active respondents to
television.

9) One typenof deﬁelbpment‘of visual imagery is to
take studénts on an imaginative journey with their eyes
closed and whlle they are seated quletly. This stimulation
using a story or writing w1th a strong v1sual senhse can
_then be used to have the students draw from . théir imagina-
tion. This exercises visual thinking and right brain activ-
ity. | |

10) One interesting experience would-be to have the
studentsbd:aw a self portrait as somewhat of a'psycholcgical
study. The class could be gathered in a cifcle and experi-
ment by singing a‘#OWel sound like 'u' which makes a per-
fect sign curve on an oscilliscope. Theh in studyihé a har-
monious sound vibration like this they could draw or convey
the effect this had taking place within théif head. This
‘woﬁld_be an intuitiwve type‘ofvstudy of vibrétions°

11) Paintiﬁg music is always fun and worthwhile.

It is probably most interestingly accomplished with a short
piece.of;claSsical music. Abteacher might want tovfirst
stért with a populaf vocal piece'thét has é wealth of imag-

ery. The next day go to an instrumental piece. Then spend
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time oh classi¢al works. This is not only one of the most
~effective ways of stimulating a music listening conscious-
'ness'bﬁt also’stfengthehs.awarenessa  This exercise uses the
abilityyto recognize mélody, transmute it into a form and
possibly an‘image° All of these revolve arouﬁd right brain
fuhcti-.ons° Thié could élsb-be done with films.

,t12)‘To create -spontaneity gestureidrawings are a chal-
lenge”for students. ‘Also blind_contour‘drawihgs help spon-
sor observation without copying and allows students to
becOmé,detachea from'their work. DraWing with the entire
event of a modél in spéCe is also an exercise for the right
side of the brain.

13) To éxpand’on the idea of free-flowing gesfures
one could have the»class paint from slides shbwn fdr only
‘one minute. These could be slides taken at a ballet, the-
atre, or opera performance. ‘These could be done on pads of
old néwspaper,.vThey could then take the ten most popular
slides and show them for a longer period of time the next
day. The last days of the week could be used in transform-

- ing these studieS‘into_finished paintings. This could be
done with tempera or agrylic paints. Developing painting

in such a way requireé ﬁse of part-whole relationships which‘
is a right brain function.

14) Painting from a distance has long been one of

the artist's greatest tools to see his work as a whole.
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Paintbrushes could be affixed to.three foot sticks and used
by students to stand baék from their work to create. This
would be an exercisé in.hoiistic perception and creation.

lSY Finally, whole class periods could be devoted
to using the left hand to'péint(with the objective to see
the painting in a hew light. 4(Left handed students would
'usé their right hand,)'.This would be a direct attempt to
connect and use the subtle faculties»of the holistic per-
ceptual mode, by using ﬁhe léft side of thé body thch is
‘directed by the right side of the brain.

Seeing awareness as a souice for creaﬁivity is bene—_'
ficial for the individual to see more clearly and recognize' .
the things'of value to himself and to society;’ He 1is able |
to create ideas, thoughts, feelings, values, inventions and
art that is a worthwhile contribution to the wor%d he lives
iﬁ. He can examine the wbrld around himself and have an
understanding and insight into the balance and-néture-of
things.  He can knowbwhat haé an inspirational wvalue to him-
self amid‘the things, objects, people, social ciréles, occu-
pations, ideas, and mental constructs integrated into the
-world. He helps by using this awareneés tb build outstand-
ingrculture out of the society he lives in. Civlization
too, enriches the individual's knowledge of himself and his

| outlook and perspective.
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Awareness aliows for individual or entire cultures
to bridge gaps of knowledge in broad fields of endeavor. -
Art as a rich source for tﬁebexpansion of awareness can
play an important role in integrating factions within so-
éiety,. |

Awareness itéelf shouid ha&é free reign over mental,
emotibnal and physical properties'of‘this'world. This is
why it musf be seen in a poéitive lightnr (For instance,.
not all things emerging from the ﬁncqnscious like certain
dream experiences are of value to the individual.) The use
- of awareness could be considered-the most valuable resource -
of the individual and his environmént° It should be spent
wisely in a qualitati?e setting of knoWledge and intelii;'

gence.
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