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ABSTRACT 

This dissertation is the first-in-depth study of creative processes within the visual 

arts from a dual artist's/researcher's perspective. It is about the nature of art and 

emphasizes the power of art for inner transformation. Integral psychologist Ken Wilber, 

provides the main theoretical framework through his models: the Spectrum of 

Consciousness (1981,1983, 1986, 1995), which is derived from a combination of 

Western (developmental) and Eastern (transpersonal) psychological theories; and his All-

Level, All-Quadrant model (1996, 1997), a holistic or integral approach to understanding 

human nature. I embrace the beliefs of Ellen Dissanayake (1987, 1992) that art and 

creative processes are natural and intrinsic to each human being and possess survival 

value for our species. I posit that art is intimately connected to life experiences and 

therefore, as a woman artist, in this study, I explore feminist theories and autobiography. 

This research is designed as a qualitative self-case study with discovery and 

exploratory orientation. It is an in-depth exploration into creative processes and 

documentation through daily journal-keeping, tape recording, photographs of works in 

progress, and drawings. 

My findings indicate that art is a rituahzed behavior that accounts for lost 

communal rituals providing a sense of belonging and identity. Further, I find that 

creative processes are innately phenomenological in nature as conceived in Husserl's 

methodology of infinite parenthesizing, a notion that I posit, parallels Wilber's 

understanding of deep meditative practices. Wilber conceives the development of 

consciousness at all levels (including unity consciousness or non-dual reality) as possible 

for all individuals through meditative practices or mysticism. In this study, I state that art 

is an analogous vehicle for transformation and awareness of cosmic fusion. I posit that 

creative processes geared towards transformation effect change in the individual and in 

the society at large. In this sense, I respond to the investigations by many people that 

highlight human potentials by offering a means to materialize the Utopian individual. 

This study contributes to the rethinking of art education at all levels of instruction by 

providing insight into the functioning of human consciousness and the role of art in 
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accelerating such development. I envision this study as a foundation for future artist self-

studies in order to develop a grounded theory of the transformative power of art. 
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PREFACE 

Richard Levin (1993) in The New Interdisciplinarity in Literary Criticism notices 

that a current trend in research is interdisciplinarity. He states that a failure to be 

interdisciplinary is viewed "as a serious fault, almost as serious as the failure to theorize" 

(p. 13). Levin finds that critics working within their own discipline are considered too 

timid (lazy), narrow-minded, and out-of-date. He states that given this current climate, in 

an attempt to approach studies interdisciplinarily, on many occasions theoreticians "do 

not even try to acquire an overall sense of the other discipline, but select a particular 

theory and adopt it for convenience, and not for truth" (p. 13). Levin warns us of the 

"dangers of not becoming imbedded with the deep meanings or overall sense of various 

disciplines but merely 'raid' it for a convenient theory, choosing material for 'comfort' or 

utility to support one's own agendas" (p. 13). He believes that after borrowing a theory, 

"critics wantonly modify it to suit their aims" (p. 13). 

For this study, I needed to explore knowledge from many sources within a range 

of disciplines such as psychology, phenomenology, feminism, autobiography, 

anthropology, and ethnography. Because I embrace many aspects from these various 

disciplines to support my ideas about art, I introduce my study as interdisciplinary. 

Taking into consideration Levin's findings and warning about this issue, my intention is 

to try to be as faithful as possible to the different views that I include. For such purpose, 

I have chosen to engage in inductive analysis of the selected theoretical frame and review 

of the literature. Following this approach, I have found that each author is unique in the 

content and method of her or his postulates, and that only very vague generalities can be 

drawn within a theme. Although I understand that even uniqueness can be compared for 

dissimilarities or similarities, I choose not to lump their views together for the sake of 

making sense within a theme, and I choose to use the authors' own words through quotes 

and excerpts as these appear in their contributions. Only when several authors' ideas 

appear very similar do I cite them by group. 

A final clarification is that because of the nature of this study as a 

phenomenological construction of art as transformation, in Chapter V of this paper, I 



include excerpts from my own interpretations of creative processes as they appear in 

journals and tape-recording transcripts. All theoretical correlation I footnote at the 

bottom of the page, to avoid interrupting the flow of the narration and to avoid 

interjecting the content of the description. 

Another aspect I wish to clarify is that I replicate various figures and diagrams 

from Wilber's sources. These are drawn directiy onto the paper without consideration of 

the original scale. My view is that this will not affect Wilber's original meaning but will 

aid in understanding the concepts. Further, I have created figures and diagrams of my 

own to aid in the interpretation of theories. These figures convey my thinking process 

and may not necessarily be adaptable to the reader's needs, since each reader will have his 

or her own interpretation of Wilber's theories and other authors' ideas embraced here. 
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CHAPTER I 

INTRODUCTION 

Statement of the Problem 

Introduction to the Problem 

In this study, I investigate creative processes from "within" the artist, involving 

conception, perception, and practices of art. My intention is to contribute to the 

construction of an open-ended discourse about the nature of art. I testify "from the inside 

out" experiences with art as art relates to my life (Felman & Laub, 1992, p. 227). This 

point of origin differs from that taken by many philosophers, art critics, aestheticians, and 

art historians throughout time as understood by Cothey (1990), Davis (1991), and File 

(1958), in that their voices are predominantly external to the act of artistic creation. M. 

Jeanne File (1958) saw theory as being fundamental for artistic production because it 

proposes reasons for art. In agreement with her, I share the view that theory is essential; I 

beheve however, that it should be built predominantly from the insider's perspective. In 

this study, I scrutinize conceptual frameworks as they inform the nature of art and 

correlate with my own artmaking processes to lay an initial open-ended foundation for 

insiders' voices to be heard. It is my conviction that when more artists' views are 

expressed, the true meaning and purpose of art will reveal itself irrefutably and thus, be 

valued and promoted within secular societies, as a major route for ontogenetic and 

phylogenetic development. 

Holistic Rather Than Linear, Dualistic Worldview Approaches 

Generally, philosophers, art critics, aestheticians, and art historians construct 

discourses regarding artists and their works, which are later formalized to represent an 

epoque of art history and aesthetic theories (Schapiro, 1994). From exposure to 

contradictory and deterministic theories during my life-long studies in art, I realize as 

Wilber (1983a) does, that theories are conceived as developing in a horizontal-linear-type 

progression, ordered chronologically, by styles (i.e.. Classical, Medieval, Renaissance, 

Baroque, etc.) or trends. Wilber's (I996d) study of theories on the nature of art reveals 
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the existence of five major trends: (a) art is in the object; (b) art is in the artist; (c) art is 

in the artist's original intentions influenced by his and her social, cultural, and political 

environment; (d) art is in the viewer; and (e) art is in the context. For example, under 

aesthetic expressive theories a work of art's primary intention is its expression—•w\nclii 

corresponds to the trend holding that art is in the artist. Under formalist theories,/orm is 

the dominant force that determines its quality—which corresponds to the trend art is in the 

object. Wilber (1996a) believed that placed horizontally, as a linear progression, one 

theory conceals or excludes the other. In the light of this system, which is based on 

Western Modernist precepts, there is no comprehensive discourse to say art is when an 

art object possesses all characteristics, or more than one characteristic, of equal 

dominance. Suzi Gablik (1992, 1993) described how the modernist paradigm' or 

Cartesian-thinking mode presents itself in all disciplines and how in the arts this 

paradigm sustains dualistic body-mind, subject-object notions. The epitome of this 

paradigm happened during the extreme or high period of modernism with Clement 

Greenberg (1990a, 1990b) dictating the norms of art as purity of form and medium and as 

discormection between art and life. 

Based on my life-long experience with art (art as a means for personal 

understanding and as a vehicle for inner transformation), I have come to realize that 

generally, modernist theories^ do not accommodate or acknowledge in a holistic manner, 

the core of the nature of art as it has been part of my life, and as it is evident in other 

artists' lives (i.e., Charlotte Salomon, 1981 and Pat B. Allen, 1995, which I present in 

' In this study, I use the term modernist paradigm, as understood mainly by Suzi 
Gablik (1992, 1993), as a behef system or worldview that sprouted from European 
precapitalist economic structures during the Renaissance period, that was strengthened by 
the rationalist principles of the Enlightenment, and is now supported by a fully developed 
capitalist economic system govemed-it appears-by immutable self-perpetuating 
principles. 

21 am referring to mainstream, dominant modernist and deconstructive 
postmodernist art theories that I have been exposed to through formal academic training 
in art in Mexico and in the United States, at undergraduate and graduate levels of 
education. 



Chapter III). My profound belief is that if inquiries into the nature of art have not yielded 

satisfactory results, continuing to posit the question is not only legitimate, but also 

indispensable. 

In this sense, speaking about "feminisms," Stanley (1992) stated, "the power 

structure in which an elite group speaks and theorizes [sic] for the rest of us must be 

assailed and dismantled" (p. 241). In this study I question the power structures of 

dominant Western art discourse, which in my view are faulty by the sole nature of their 

conception—that of being external to the source or experience of the creation of art. The 

outsider's views should be "assailed" and "dismantled" to use Stanley's words to include 

the insider's, emic, subjective, and experiential perspectives (McEvilley, 1984). Or, they 

should be mapped in such a way that theories may be useful to the understanding of the 

nature of art, rather than presenting the dualistic, contradictory worldviews as they exist 

under modernist ideology in present times. Another option is to use reconstructive 

postmodernist tenets of co-existence and/or relational constructs as suggested by Gablik 

(1992,1993),^ and Blandy and Congdon (1987) who also find linear models inadequate 

^ According to Gablik (1992), postmodernism as a term was originally introduced 
in architecture as a reaction to an international modernist style and was repackaged in the 
United States as an anarchic, activist possibility. Terry Barret (1994) and others refer to 
postmodernism as an era beginning with student riots in Paris in 1968 and continuing 
until the present. In general, postmodernism is the trend of critical thinking that put into 
question formalist modernist principles. Gablik (1992) believed that there exist two 
postmodemisms. One is a deconstructive postmodernism, which assimilated the methods 
of Deconstruction rooted in Ferdinand de Saussure's structuralist idea, that language is a 
system of control and that language is a model for all knowledge. The trend was 
represented in the last decades by Ronald Barthes, Jean Baudrillard, Rosalind Krauss, and 
others, under poststructuralist theory. The other postmodernism is reconstructive 
postmodernism. Reconstructive postmodernism constructs mini-narratives of art 
understood contextually. In search of meaning, purpose, and function for art, it embraces 
socially and culturally relevant subject matters, such as the environment, feminism, and 
civil rights, and tries to connect art with everyday life experiences in society. (This 
perspective is similar to Michael York (1996), Judith Squires (1993), Easterlin and 
Riebling (1993), David R. Anderson (1993), Ellen Dissanayake (1992a). 

Nancy Easterlin and Barbara Riebling (1993), Dissanayake (1992a), and others, 
warn us of the excesses reached by the postmodernist deconstructive branch. 
Dissanayake (1992a) states, "is extreme relativism an improvement over absolute 



to represent reality.'' Blandy and Congdon (1987) proposed instead, "multivariant," 

"interrelated" approaches, which promote freedom of expression and empowerment of 

those left out of "the system" (p. x). 

As Stanley (1992) puts it, "if theoretical accounts do not fit actual biographical 

selves [or experiences] and the material realities of their [people's] lives, then there is 

something wrong with the theory, not the lives" (p. 246). In fact, I believe, many of these 

lives are living witnesses of experiencing art profoundly. In this study 1 acknowledge 

insiders' views as illustrated in Chapter III through Salomon (1981), Allen (1995), Check 

(1996), and Greenwood's (1995) works and in Chapter V, via my own descriptions of art 

creating processes. Additionally, I suggest that theories, from the modernist and 

postmodernist perspectives, be mapped using Wilber's (1977,1980, 1983a) holistic-

vertical and horizontal—model of structuralization, as well as his All-Level, All Quadrant 

model (1995a, 1996a, 1997) exemplified in Chapter II. 

An Insider Approach 

My belief is that artists are not only witnesses to their experience of art, but are 

those who live the experience of art Therefore, their witnessing is firsthand, as opposed 

to theoreticians' derivative interpretations of artists and artists' work. "What does it mean 

to be a witness?" asks Claude Lanzmann (cited in Felman & Laub, 1992, p. 206). 

What does testimony mean, if it is not simply . . . the observing, the recording, the 
remembering of an event, but an utterly unique and irreplaceable topographical 
position with respect to an occurrence? Like the oath, it cannot be carried out by 
anybody else. (Lanzmann cited in Felman & Laub, 1992, p. 206) 

authority?" (p. 173). Relativism refers to postmodernism and absolute authority to 
modernism. 

'* In Chapter II of this paper, I initiate this mapping process for selected feminist 
theories using Wilber's (1996b) models as indicators (hat such an approach is possible. 
However, it is not the scope of this study to do exhaustive mapping of past and existing 
theories of art. Nevertheless, it is my belief that future studies about the nature of art 
following this stepping-stone of Wilber's models should prove beneficial in contributing 
to resolving the theoretical impasse we find ourselves in at the present time. 



Felman and Laub (1992) describe three types of witnessing, (a) "being witness to oneself 

within the experience, (b) being a witness to the testimonies of others, [and] (c) being 

witness to Uving the process of witnessing itself (p. 75). For Albert Camus, 

The artist's role is to demolish the deceptive image of history as an 
abstraction . . . by bearing witness to the body . . . As a witness to the 
body . . . the artist's role is . . . not so much to witness truth (a theory) as to 
witness freedom . . . the artist is freedom's witness. (Camus cited in Felman and 
Laub, 1992, pp. 108n, 109n) [ItaUcs in original] 

Camus's statement expresses a core belief embedded in this self-study. It is the context 

from which this study evolves. My art is about my life experiences. It is witness to my 

body, my feelings, my thoughts, and my spirit. Rollo May (1953) called this process of 

witnessing and self-awareness, "experience of I-ness, the experience that is I, the acting 

one, who is the subject of what is occurring" (p. 116). May expressed that through 

consciousness and that through finding ourselves, "we recover our awareness of our 

bodies, pleasure, joy [that] brings back into the picture the quieter kinds of aliveness—the 

arts of contemplation and meditation for example" (p. 117). Nathan A. Scott Jr. (1966) 

mentioned that "one must be a seer, make oneself a seer to cultivate the soul" (in Spanos, 

1996, p. 74). This research is about investigating the phenomenological experiences of 

artmaking while they are lived. By phenomenological I am referring to Wilber's (1983a) 

use of the term to mean experiencing the phenomenon from within-that is, to hear what 

and how one hears or to see what and how one sees. It also corresponds to Husserlian 

phenomenology, which I describe in Chapter II. My past writings are about witnessing 

the experience of artmaking and describing them ex post facto. In this study, my writing 

is directly related to creative processes—it is the description of the creative phenomenon 

immediately after the artmaking experience. 

Background to the Problem 

I have always been a visual artist. I asked myself many years ago, "What is art 

that is so wonderful and miraculous? What is it that I do? Who else does this? What has 

been said about what I do?" When I asked these questions, I was looking for a discourse 



with which to identify; that is, a discourse or woridview that included me as part of a 

larger whole. I could not conceive at that time, and still do not, that I am an isolated 

individual doing things that others do not do. In fact, Dissanayake's (1980, 1974) 

research in human ethology supports the thesis that art is a natural human behavior. She 

states, "art is a universal and intrinsic human behavioral endowment" (1980, p. 397). She 

claims that "art has adaptive value for [our] species [and] is a fundamental and necessary 

feature of human life" (1974, p. 154). I believe in this premise since I have experienced 

art as a natural behavior throughout my own life. Nancy E. Aiken's (1998) study 

supported Dissanayake's framework that the propensities for making and for appreciating 

art are firmly established within our biology. 

It is my conviction that the potential ingredient or ability for artmaking is present 

in every human being regardless of gender, race, ethnicity, age, marital, and economic 

status. The notion of the universality of art is found in other authors' contributions. In 

relation to the instrumentality of art in biological survival of art is Dewey's conception 

that art as experience is for all, and manifests through making and interacting with the 

environment (File, 1958). File (1958) mentioned Hegel, who viewed the phenomenon of 

art in relationship to reason: "the universal need for expression in arts lies . . . in man's 

[sic] rational impulse to exalt the inner and outer world into a spiritual consciousness for 

himself [sic], as an object in which he [sic] recognizes his [sic] own self (Hegel cited in 

p. 18). File also notes St. Thomas Aquinas perceives art as a common human potential 

and not a prerogative of a special class of people: for, "art is an intellectual habit, which 

disposes man [sic] to use means proper to the end of that which he makes" (St. Thomas 

Aquinas cited in p. 9). Similarly, according to File, Kant places art as "one of the highest 

of human activities" (Kant cited in p. 16). Stephen Davis (1991) mentioned that for 

Beardsley, "artmaking is a fundamental, practical, universal, and highly important 

cultural phenomenon" (p. 55). 

Cothey (1990) cited Tolstoy's opinion that the purpose of art is to transmit 

internal feelings, but also to address the broader goals of human well-being (Tolstoy cited 

in p. 27). Further, in Tolstoy's view, art should be accessible to everyone. Cothey 



referred to Ernst Fischer's tenet that humans "feel that he [she] can attain wholeness only 

if he [she] takes possession of the experience of others that might potentially be his [she] 

own . . . Art is the indispensable means for this merging of the individual with the whole" 

(Fischer cited in p. 29). Cothey remarked Schelling view that "art is the vehicle of 

nature's own self-knowledge, and that in art we participate in the highest thing reality 

contains" (p. 61). 

Suzanne Langer's (1958) study, as understood by Cothey (1990), testified to 

humans' basic and spontaneous capacity to apprehend things as presentational symbols. 

Correspondingly, Meyer Schapiro (1994) states that "art is now one of the strongest 

evidence of the basic unity of mankind [sic]" (p. 58). Rudolf Amheim (1967) says that 

art is the most powerful reminder that humans "cannot live by bread alone" (p. 12). He 

states, "art far from being a luxury, is a biologically essential tool" (p. 42). He added, 

"art controls the road that leads from the immediacy of our senses to what Clive Bell 

called: the ultimate reality. It is the road of [hu] man, and we caimot afford to block it" 

(p. 16). For Amheim,^ 

Art raises the question of our entire existence every time. The artist, the more he 
[sic] concentrates on the work the more he is confronted with the question: Who 
are we? And: Where are we? The work of art makes the world visible. No human 
quest for wisdom can go farther, (p. 149) 

Analogously, Gablik (1977), in her integrative study of the nature of art using a 

developmental model, assumed, "art not only relates to the development of knowledge 

but presupposes it" (p. 10). 

It is my belief that art carries the notion of a universal need, which conforms to 

these authors' notions and predominandy to Dissanayake's (1974, 1979, 1980, 1982, 

1987, 1992a, 1992b, 1995a, 1995b) ethological tenets. It also coincides with Wilber's 

(1983b) classification of deep structure in his spectrum of consciousness model (see 

Figure 1.1). Deep structures, he argues, are present in each individual from all cultures 

and places. For Wilber, "deep structures are a-historical, collective, invariant, and cross-

' Art here is understood to encompass music, theater, dance, etc. 



cultural" (p. 47). My thesis is that the homogenizing attitude derived from the Modernist 

paradigm does not apply negatively to the notion of art as a universal natural human 

behavior as deep structure.^ I am thoroughly convinced that the universal human need 

for artmaking and perceiving exists in spite of us. What I find inadmissible is the 

universalizing or homogenization of what Wilber (1983a) calls surface structures. 

Surface structures are "variable, historically conditioned, and culturally molded" (p. 47). 

The Modernist paradigm justifies homogenization while postmodernists challenge the 

modernist singular elevated perspective on the nature of art. Surface structures represent 

the great variety of notions about place, time, class, gender, race, social, economic, and 

political aspects. Being aware of the existence of deep structures is necessary in 

understanding our universal, natural, physical inclinations and propensities. 

Understanding that surface structures also exist allows us to value and affect our 

particular daily lives and contexts. The existence of surface structures provides the 

rationale for individuals to visualize and understand their particular story or history as 

autobiography. 

Modernist frameworks seem to be able to account for only deep structures and 

postmodernist frameworks only for surface structures. When modernists' theories 

monopolize both surface and deep structures there is a rejection of particularities. When 

postmodernists monopolize both surface and deep structures, there is a rejection of 

commonalities and universals. Acknowledging Wilber's (1983a) conceptual framework 

about deep and surface structures, in my view, eliminates the antagonisms and tension 

between modernism and postmodernism by providing a route for integration that values 

^ The Modernist paradigm sees art as universal. Under this view, aesthetic 
qualities of an art object are understood by all regardless of space and time in which the 
work was created and regardless of gender and age of the artist producing it. This is a 
homogenizing attitude. Under Modernist tenets there is no differentiation between deep 
structures—which are universal—and surface structures—w\)ich. are not universal but 
particular to their context. In fact, under Modernist principles the notion of universality 
is applied to surface structures. In reaction to this notion, postmodernism rejects 
universality. However, by doing this, it denies the existence of deep structures and 
focuses only on surface structures. WUber (1986a) conceived that there exist both deep 
structures and surface structures, each identifiable and differentiated. 

8 



both perspectives. In this study, I embrace Wilber's views of deep and surface structures 

and use these concepts to describe the meaning and context of my artwork in Chapter V. 

Surface structures 

Deep structures 

Postmodernism 

Modernism 

Figure 1.1. Deep and Surface Structures in Relationship to Modernist and 
Postmodernist Theories 

An Autobiographical Frame 

For Liz Stanley (1992), "telling the tale of a life is a skill we all 

possess . . . common lives, typical fives . . . are extraordinarily interesting.' The way in 

which a 'self is constructed and explored as something much more than 'individual' is 

unique in one sense, but also closely articulating with the lives of others" (pp. 12-13). 

According to Ed Check (1996), "for many feminist and profeminist artists and writers, 

naming and finding voice (autobiographical acts) are of vital importance" (p. 53). He 

states that "finding a home, places to write oneself into the picture becomes essential. 

Such auto/biography does not set out to universalize or solve large questions" (p. 53). 

Check argues that, "it is not the voice of 'Truth,' a totalizable or privileging account of 

one life over others" (p. 54). 

' In terms of style and format, there are no rules for creating autobiography. 
Autobiographical writing does not allow for strict classifications and this fact has served 
as an excuse, for those opposing autobiography, to deny its value. 
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Stanley (1992) spoke about the auto/biographer as "a seeing I, a seeing eye" (p. 

21). For example, when Charlotte Salomon wrote her life history-which can be 

considered that of an ordinary individuals-she is reflecting directiy on her experience in 

Nazi Germany.9 Mary Lowenttial Felstiner (1988) stated that "because [Salomon] made a 

memoir in the very midst of the Nazi era, her private graphic record serves as an exhibit" 

(p. xiii). Felstiner (1988) writes that Salomon lived through a crucial change of 

consciousness. "On alien ground," Salomon says, "I had to go deeper into solitude . . . 

[where] tiien maybe I could find-what I had to find! It is myself (quoted in Felstiner, 

1988, pp. 114-128). Similariy, Judith Lewis Herman (1992) considered that "we need to 

rediscover history, our history" (p. 2). Salomon did just that. In writing her story, she 

reconstructed her past and came to value her life when it was easier to die. In Chapter III, 

I offer a close analysis of Salomon's Life? or Theater? piece in which by means of her 

own words, we can see inner unfolding and the effects of bearing witness to the personal 

and the public. Throughout her piece, the stages of recovery as understood by Herman 

become evident: establishing safety, remembrance, mourning, and reconnection to life. 

Marilyn R. Chandler (1990) considered that making experience into story fulfills 

a variety of human needs such as to affirm our existence and "to give shape and meaning 

to raw experience and to exercise authority in our own lives by becoming authors of our 

own stories" (p. 3). For her, this is the role of autobiography. Likewise, Saul K. Padover 

(1969) believes that autobiography as self-revelatory, self-analysis, self-commentary 

marks a critical, decisive period in a person's life. In this same sense, Janice Rahn (1998) 

states, "I use autobiography as a resource in my art practice to help redefine myself 

during transitional stages in my life" (p. 128). Padover (1969) is convinced that 

autobiographies may provide source material for understanding others. He states, "we 

8 By ordinary individual I mean one normal or common within her/his context, in 
this case of the context of Nazi Germany. 

9 Felstiner (1988) in describing Salomon's artwork suggests that "women's 
autobiography works best as source on private life, an autobiographical process, on 
common history" (p. 320). 
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can learn something about the universality of humanity and the oneness of mankind" [sic] 

(p. xvi). Akin to Padover's view, is Robert F. Sayre's (1994) perception that 

autobiography is a personal piece. Nevertheless, it is also a "cultural/historical 

document" that should be read as such. 

Furthermore, Chandler (1990) claimed that autobiography is a means of 

restructuring, redescribing, reevaluating, and remythologizing the worid. She states, 

"whereas in traditional societies shared myths and rituals provide meaning by reveafing 

patterns in human experience as paradigms for individual lives, in alienated cultures 

autobiography assumes tiiis function" (p. 5). For her, "the task of restructuring 

consciousness places enormous demands on a person's spiritual vitality" (p. 6). 

Autobiography—a form in constant flux and relativistic by definition is an appropriate 

form of writing for our time. 

Kristin G. Congdon (1991) highlighted that many female artists talk about their 

art as they speak about their lives or that there is a connection between their art and their 

lives. She cites Miriam Schapiro who was identified as having a "seamless life" where 

art and life became one (Schapiro cited in p. 21). Further, many female artists 

acknowledge the personal not only through talking, making, but also through writing. In 

Check's (1996) view, through auto/biography and self-representation, women witness 

and testify. Congdon stated, "the art process is so intimate for women that they often say 

their fears and conflicts are worked out in their art" (p. 20), and this is one aspect of how 

I experience art in my life. Other aspects are, experiencing art as tiansformation at the 

level of unity consciousness or as fusion with our cosmos. 

As an artist, I am the witness to the whole process involved in creating my 

artwork and the first to witness the results. According to Check (1996), "such power to 

witness and testify is part of the autobiographical frame" (p. 57). This self-study is an 

autobiographical account of the process of creating artwork during a two-month intensive 

production period and reveals how inner transformation happens, which I describe in 

Chapter V within the framework of autobiographical confessional method. By 

confessional method I am referring to revealing intimate aspects of art creation as it 
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relates to my daily life.'° In Chapter III, I explore theoretical and historical approaches to 

autobiography. I present an in-deptii study of Salomon's (1981) Life? or Theater? and 

describe how it relates to this particular sUidy. I look into Pat Allen's (1995) story of art 

as a spiritual journey for transformation. 

Art as Transformation 

Art as transformation, as I have experienced it, has imbued my life with power 

and value. Art as transformation is intuition. In Art Meets Science and Spirituality in a 

Changing Economy Joseph Beuys states, "intuition is that which we understand as 

thought, but it is a superior form of thinking, an enlarged consciousness in which one 

realizes that man [sic] is free" (1989, p. 10). For him, "art is a means of connecting two 

worlds, the visible and the invisible, the physical and the spiritual" (1989, p. 10). He 

added, "it is the clarity of mind and the strength of our intuition that determines the 

quality of our consciousness" (p. 10). May (1983) spoke of gaining self-transcending 

consciousness "to cut below the split between objectivity and subjectivity, which allows 

for a temporary transcendence of the usual limits of conscious personality through 

insight, intuition, or through processes involved in creativity" (p. 139). 

In my early years, my experience with art had to do with the use and control of 

materials. Barbara H. Greenwood (1995) referred to this process as learning the 

properties of materials as they contribute to addressing particular aspects of our psyche. 

In later years, my art evolved to the expression of emotions through realistic 

representation of experiences related to my family, social, and natural environments in 

which, unknowingly, I represent one aspect of perceptual-affective level, while in 

abstraction I represent another. Abstraction came to me when as a child I copied 

endlessly, elongated stylized women from a McCalls catalog. A second round of 

'° Jelinek (1980) described St. Augustine's Confessions as the archetype of 
confessional autobiography. According to Padover (1969) Augustine's Confessions is the 
first subjective autobiography that has been found. It reveals intimate aspects of 
Augustine's life and steps to (doubts and struggles) his religious conversion. 
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absti"action came to me in adulthood as a result of formal training in art that highlighted 

abstraction as a style of art. For many years, I immersed myself in the exploration of 

formal and aesthetic qualities in my work. Art as form has engaging characteristics and 

has had influential advocates such as Roger Fry (1926, 1981), Chve Bell (1922, 1967, 

and 1990), Clement Greenberg (1990a, 1990b) and others. Practically all art sanctioned 

by the Western art historians since the Renaissance (but especially from the 1890s to the 

1960s) is discussed predominantly in modernist formalist notions. 

At some point, while involved with the pursuit (at times) of representation and (at 

others times) of abstract formal qualities, my art evolved to a higher level, to a stage 

where I experienced heightened periods of awareness and of inner transforma','on. This 

study is about exploring art as transformation using Wilber's models. In Chapter II, I 

describe Wilber's frameworks, which reveal characteristics of our unconscious, 

consciousness, and transconsciousness, which in my view, are key to understanding 

transformation. 

Prior to my extremely fortunate encounter with Wilber's models, I made an 

attempt to characterize art as inner transformation. In A Living Artist's Work (Leal, 

1998), I describe ex post facto my experience of creating two pieces of art. The imagery 

relating to death in the first painting was transformed into a human sprouting seed in the 

second painting, materializing the fundamental concept that life is a natural cycle. The 

description denotes the process of visual transformation in the paintings and the 

transformation occurring within myself From tiiis example, and from life-long 

experiences with art, my belief is that art is transformational and begins witii the artist's 

idea, problem or concern. During the process of creation (days, weeks, etc.), the artist 

conscientiously-through a process of deep concentration-enters a stage of heightened 

awareness that leads to an ultimate understanding of a problem and of its solution. The 

initial idea helps start the working process. It is what Allen (1995) calls stating our 

intentions. As the idea evolves and one's understanding grows, art is transformed 

visually and is internalized witiiin oneself providing answers and guidance. The meaning 

of the resulting object is transformed from a problem into its solution. Furtiier, it is my 
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belief that tiie solution to a life inquiry is manifested visually in the work of art for tiie 

benefit of others to experience. This view is based on my personal experiences with 

artmaking processes. I use Wilber's theories to explore in this study how transformation 

happens and present my findings in Chapter VI. 

Other voices also speak of art as transformation. For example, Angela Baker's 

(1998) story of her own artmaking chronicles her life. Her grief-work, as she calls it, 

started as a therapeutic need and developed to a transformative and liberating experience. 

To her, it happened through "a journey [of] growth and continuing relationship with the 

inner and outer worlds of psyche and Nature" (p. 93). Similarly, Pamela G. Taylor 

(1998) shared her story of empowerment from living childless in a child-full world to 

transformation through risk-taking in her artmaking and teaching. 

EUzabeth J. Sacca and Marjorie Cohee Manifold (1998) discovered the power of 

transformation in artists' works. Sacca describes Marilyn Zurmuehlen's case of 

transformative power of art and story. For Zurmuehlen (a ceramist and writer), "story 

can transform both the listener and the teller . . . the writer and the reader" (cited in pp. 7-

8). Similarly, Manifold (1998) narrates several stages of the lives of three women artists: 

Anges Louise Frye, Anna Spiegel (a pseudonym), and Floy Belle (Crakick) AUe, and 

discusses their relationship to their art. In states of profound grief and pain, these three 

women—each in their own particular way—transformed themselves through the art-

making process and its products (pp. 47-61). Barbara H. Greenwood (1995) and Ed 

Check (1996) presented in Chapter III also offer stories of transformation through the 

healing power of art and writing. 

I have discovered that to explore the experience of art as transformation goes 

against traditional research based on objective quantification. In my view, obstacles to 

acknowledge and value the experience of art as transformation and change come from 

modemist-linear-thinking precepts and from Deconstructive postmodernists perceptions 

that deny any possibility of positive change. Gablik (1992), however, indicated that 

change is a necessity and that change is in the individual, who is also an element of the 

coUective. For Gablik (1993), "objective thinking negates the entire dimension of our 
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visionary being . . . [whereas] intersubjective thinking allows for coexistence of 

community and ecological self. [In addition] care and compassion are the tools of the 

soul, often ridiculed by our society" (p. 307). She feels that "feminist values of feeling, 

relatedness, and soul consciousness have been virtually driven out of our culture by our 

patriarchal mentality; [that] there is no place for spirituality" (p. 307). I believe that 

many artists experience art as transformation and some have acknowledged a connection 

between their art and spirituality; it is the existing dominant art discourse however, that 

fails to acknowledge this factor. 

It is my profound belief that high levels of consciousness or transpersonal levels 

of consciousness are available to individuals through art. The effect of art as 

transformation, as I have experienced it, is manifested as profound, prolonged, and 

continuous spiritual nourishment that resounds as understanding of myself and of my 

surroundings. The Dalai Lama states, "the quality of art is that it makes people who are 

otherwise always looking outward, turn inward" (interviewed in Art Meets Science and 

Spirituality in a Changing Economy, 1989, p. 20). Western art discourse generaUy does 

not conceive of these higher levels of art. It is my view that the phenomenon of art as 

transformation parallels religious mysticism and Eastern traditions of deep meditation. 

Does experiencing transformation at higher levels of consciousness require that we be 

religious mystics, or exemplary Easterners? 

Wilber (1983a) befieved that it is possible to combine Western and Eastern 

perspectives in the understanding of human nature. His framework is compelling and 

works as a general map (vertical and horizontal) or as a way to structure knowledge in 

which diverse and apparentiy contradictory theories may find a place. Wilber's model 

aUows for the inclusion of Western philosophical, aesthetic, and critical theories, as well 

as feminist tiieories. According to Marvin W. Acklin (1985), "Wilber elaborates the 

hierarchic structural developmental model as a non-reductionistic means of integrating aU 

of the other [models or approaches]" (pp. 334-335). Wilber's theory, I believe is 

sufficientiy encompassing and provides tools and structure for the investigation of what is 

art. In Chapter II, I describe in-depth Wilber's contributions. Unlike Western-oriented 
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perspectives in general, and art in particular, his models show the higher levels of the 

Spectrum of Consciousness: the psychic, subtle, and causal levels. I posit that art as a 

transcendent experience, manifests at all levels of consciousness. Only the lowest levels 

(matter, body, and mind), however, have been acknowledged by traditional approaches. 

In this study I address all levels from the unconscious, consciousness, to 

transconsciousness as posited by Wilber throughout his writings, to explore art as 

transformation, highlighting the level of unity consciousness. 

My belief is that the effects and benefits of art as transformation cannot be 

replaced by substitutions and herein lies its power. Art as transformation is the level of 

art that we need to explore further. This is the art that may be advocated and pursued in 

schools and in institutions of higher education. I am convinced that if each one of us 

experiences transformation from within, the needed changes that Gablik (1977, 1992, and 

1993) talks about can be initiated and realized. 

The Purpose of die Study 

The purpose of this quafitative, self-case study is to explore and apply Wilber's 

ideas about human consciousness in relation to my art. I use his developmental and 

transpersonal theories to reflect on my artmaking as process emd products. My initial 

beUef is that the process of creating art has an important place in every level of Wilber's 

Spectrum of Consciousness and in his stiiictural levels of development as a whole. This 

study is primarily oriented towards those aspects of the nature of art as they relate to me 

as an individual artist (and perceiver). In it I reflect to what extent Wilber's model is 

applicable to the understanding of the nature of art; as well as tiie direction his model 

may allow for a reevaluation of tiie role of art for individuals and our collectivity witiiin 

contemporary social structures. My conviction is that Wilber's general framework 

provides insight into the nature of art and artistic creative processes and that through it, 

the power of art can be articulated. 

For the purpose of this study, I have documented closely tiie process of creating 

artworks in the area of the plastic/visual arts during an intensive two-month production 
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period (July and August of 1997). Thereafter, I codified and analyzed the collected data 

using basic, elemental, empirical strategies. I incurred various levels of interpretation 

regarding the meaning of the artwork using phenomenology, hermeneutics and heuristic 

methods. I also explore heightened experiences by means of my art through 

phenomenological constructions in the style of Husserl. In this study, I investigate my 

art-creating process to define what is art from my experience. The purpose is to begin the 

construction of an open-ended structure or theoretical framework specific to the visual 

arts that may contribute to a better understanding of the transformative nature of art. By 

open-ended structure I offer a structure or guideline that may be modified according to 

the results of different artist's self-studies and their input. 

Rudolf Amheim (1967) mentioned that "psychology of art" has not kept pace 

with the accomplishments of general psychology, and has not asked, "to what extent have 

the essential features of the work of art, the artistic process, and the personality of the 

artist been subjected to valid psychological procedures?" (p. 17). In this study I attempt 

to do just that by approaching art in a transpersonal, integral manner. 

A Self-Study 

This self-study is committed to furnishing first-hand information regarding my 

personal practice of art. The conviction sustaining my interest is that art has immense 

transformative power at all levels of development of an individual and of a society. The 

purpose is to construct a type of description conceived by Ryle as a "thick description 

(cited in Geertz, 1973, pp. 6-30) or as Wilber (1983a) acknowledged this, "different 

levels of narrative"-a narrative proper to each developmental level of human 

consciousness (p. 17).'^ The insights discovered through reflective interpretation of the 

«n 

" According to Geertz (1973), Ryle identified as thin description the description 
of what "the rehearser is doing [the obvious gesture-as winking an eye] and as 'thick 
description' what he [the rehearser] is doing [but the intrinsic meaning of the rehearser's 
gesture], such as 'practicing burlesque'" (quoted in Geertz, 1973, p. 7). 

'̂  In this study language is used to describe art at different levels of consciousness 
development. However, language is proper to articulate the mind level and is limited in 
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documentation-although not generalizable in its particulars-I believe might contribute to 

a better understanding of what is art. This study also serves as a methodological 

application of Wilber's model for other artists to further investigate the nature of art for a 

grounded theory rooted in primary source data. The findings of this study when 

combined with that of other self-studies of this nature and method, however, may be 

generalizable to some extent within the practice of the plastic/visual arts. 

Autobiography 

My art is about understanding change and my own process of development. 

Stanley (1992) saw the "auto/biographical I [as] a seeing I, a seeing eye . . . a relationship 

between character and appearance . . . the seeing eye is always a living eye, a living I" 

(Stanley's italics) (pp. 20-21, 53). I consider myself to be a "fiving eye" and a "living I", 

as my work is autobiographical. My art is a witness to my own life and experiences. In 

this sense, I commit myself (although at times it is painful) to furnishing first-hand 

information regarding my personal practice of art. I provide first-order interpretations, as 

"natives" would contribute to an anthropological study (Cole, 1988; Hammersley, 1990; 

Callaway, 1992; Okely, 1992; Watson, 1992). I supply "transient examples of shaped 

behavior" through the process of creating art objects and through seeking patterns of that 

process during the interpretative stage in Chapter V of this study, a strategy paralleling 

ethnographic work (Geertz, 1973, p. 10).'̂  In ethnographic endeavors, "practice is 

microscopic" (Geertz, 1973, p. 15). This case study is "microscopic" in that it 

concentrates on a two-month intensive art production period; breadth, however, is 

compensated by depth. The process of creating art is transformative for me. In this 

study, I hope to shed light into how I become a witness to creative processes and to 

articulating other levels. For example, when used to describe feelings and emotions or 
spiritual experiences, it creates paradoxes. 

13 In this specific project I make use of ethnographic and anthropological 
methodologies. As artist/researcher, the interpretations thus are from the "natives" 
perspective (Geertz, 1973, p. 15). 
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ti-ansformation. Throughout, I posit that it is important to embrace a theoretical 

framework that aids in the articulation of the transformation of the phenomenon of art. 

I develop autobiographical accounts of my own life experiences with art during 

the production and documentation period of this study through tape-recorded entries and 

journal keeping. Following Barbara Steiner and Kathleen C. Phillips (1991), Ira Progoff 

(1992), Joanna Field (1987), and Marlene A. Schiwy (1996), a journal is understood in 

this research as a detailed daily record of life occurrences: experiences, decision making, 

and observations and fall within the genre of disclosure. 

The Transformative Power of Art, an Autobiographical Account 

I use autobiography to provide information from past experiences of art as 

transformation in Chapter III. This segment I write in a style of a nonconfessional 

nature. 1"* In it, I include a description of a one-year of art production that was 

transcendental and decisive to my life.̂ ^ By the process of creating the artwork, I came 

to better understand myself as a person, mother, wife, and daughter. Through art 

creation, I began to understand my social circumstances (nuclear family disintegration in 

an ultra-conservative and traditionalist society); as a result of which 1 became empowered 

to make dramatic changes in my life. The autobiographical account provides a general 

overview of where art stands in my life as a vehicle for inner transformation and spiritual 

nourishment. In addition, I offer a close view of the production of a series of female 

figures in terra cotta. In the years since I produced the artwork, I have come to 

understand my life experiences of the time as well as the intrinsic relationship that the 

I'* Instead of integrating autobiographical references into the whole dissertation as 
in the case of Ed Check (1996) study, I chose to present the autobiographical account as 
independent sections. 

15 Wilber (1981a) believed that human beings remember the past from the 
standpoint of the present moment, not from the standpoint of the moment when the actual 
event occurred. Similarly, Francisco Varela stated, "Now is now and that is the real 
moment of consciousness" (interviewed in Art meets Spirituality in a Changing 
Economy, 1989, p. 176.) 
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artworks had witii those experiences. What happened and why aspects of art and life 

happened are issues that now appear clear to me. Until the discoveries of this study, 

however, I did not know how creativity and transformation happened. To gain insight 

into how artmaking processes reveal solutions to my problems, thus transforming my life, 

I closely document two months of my artmaking. From a reflection on making, 

photographing and journalizing this process, I present a phenomenological account of 

how tilings happened and how I come to achieve results. I overiay Wilber's framework 

of human consciousness to provide insights to how artmaking parallels his theories. I 

provide a discourse to understand the phenomenon of art and creativity. This study does 

not address the long-lasting effects of the production stage beyond the discoveries stated 

in this written report. The effects and the meaning of the work will continue to reveal 

themselves as I become ready for them.'^ Pat Allen (1995) stated that to "come to an 

absolute conclusion about an image is to rob it of its power as a guide" (p. 7). In 

agreement with her, I describe the meaning and affect of my work as it reveals itself at 

the time of making, writing, or during the different stages of interpretation but also leave 

it open for future unfoldment and discoveries. 

What is art that is so powerful and miraculous that it provides tools to a deeper 

understanding of oneself; guidance and strength to pursue life journeys; intense 

heightening of the spirit; a subtle mechanism for accessing inner nourishment; and 

unlimited insight into broader contexts? The inquiry of what art is and how it occurs (in 

the material, emotional, intellectual, and spiritual realms) underlies the core purpose of 

my study. 

To support my thesis, I investigate each level of the Spectrum of Consciousness in 

regards to my artmaking process and products over the two-month period. For example, 

at Wilber's level one (matter), I study the material aspects of my work. The importance 

of the selection of media for addressing different levels of consciousness is addressed by 

Barbara H. Greenwood's, 1995 and Pat B. Allen, 1995 in Chapter III. The second level 

'*For example, it was only recentiy that I realize the archetype of the Great 
Goddess is present in many of my work as described by Wilber in Up from Eden (1981c). 
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{body) refers to developing and accepting perceptions, sensations (egoic and sexual), and 

emotions. At this level, I explore the expressive elements in my art. The third level 

{mind) is about reasoning or mental elaborations of meaning. At this level, I investigate 

the form and content of my art as it reveals itself at different periods of interpretation. In 

the fourth level {spirit and soul) or transcendental stage, I study how art provides a 

threshold into the exploration of the soul for healing and for grounding us as human 

beings the realization of our nature. In addition, I provide insight into how art might 

inspire, nourish, and sustain others as viewers. To support my arguments, I am informed 

(in addition to Wilber's contribution) by Charlotte Salomon (1981), Allen (1995), 

Greenwood (1995), and Ed Check (1996), who in my view, describe aspects of one or 

more levels of consciousness. Furthermore, to address aspects of women's imagery I am 

in debt to feminists works, especially Judy Chicago, (1982), Miriam Schapiro (in 

Chadwick, 1996), Gloria Feman Orenstein (1979), and to autobiographic writings Felman 

and Laub (1992), Felstiner (1988,1994), EsteUe Jelinek (1980), and Liz Stanley (1992). 

The Questions 

The broad research questions of this study that address the nature of art as it 

relates to an individual artist (in this case also the researcher) are as follows: 

1. What is art based on my experience? 
2. Does a combination of Eastern and Western philosophies, as understood 

by Wilber, provide insight into the study of the nature of art? 
3. Do Wilber's developmental and transpersonal theories provide insight into 

the understanding of art and creative processes, and how does this happen? 
4. What level of Wilber's Spectrum of Consciousness accounts for my 

experience of artmaking process, and products? 
5. Are Wilber's methodological suggestion (the use of empirical-analysis, 

phenomenology, hermeneutics, and heuristic methods) valid for the study 
of art and artmaking processes? 

6. Is the ethological view of art espouse by Dissanayake and Aiken supported 
within Wilber's overall scheme, and what aspects of art can be addressed 
with their views? 

7. What is the place of feminist writings within Wilber's framework, and 
how do these provide knowledge of what is art? 

8. Do journal keeping and autobiography prove valuable in this particular 
study and for future studies of this nature? 
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The inquiries posted in this self-study provide initial directions for furtiier 

exploration into a more in-depth understanding of the nature of art: the why, what, when, 

and how of art. The knowledge that I derive from the formal documentation of the 

experience of my own artmaking process contributes toward developing a grounded 

theory on the nature of art. It is my belief that the insights resulting from this study also 

contribute to rethinking the models and methods of art education at aU levels of 

instruction. 

Foreshadowed Problems 

I support the thesis that autobiography reveals insights from within the artist that 

may reflect her/his social, cultural, and natural environments (Padover, 1969; Felstiner, 

1988; Chandler, 1990; Stanley, 1992; and Sayre, 1994). Although Jelinek (1980) has 

found that these position is the consensus among critics of autobiography, she has traced 

several subjects omitted completely or partially from autobiographies—male and female 

(i.e., referring to siblings, children, mates, romantic attachments, and referring to feelings 

of hate, love, and fear). In the selected autobiographies that she analyzes, Jelinek has 

found that autobiography is rarely an "introspection," "intimation," exposure of inner or 

emotional life (p. 13). For her, "more than a self revelatory sense [disclosure], there is a 

self-detachment [nonconfessional]" (p. 11). The autobiographical accounts that I include 

in this research are about my art in relationship to my life as it is reflected in the data 

collected through journal and tape recordings. These autobiographical writings reflect an 

understanding of my life from the standpoint of the moment of writing. This view 

coincides with Wilber's discernment of memory and time, as weU as Mark Freeman's 

(1993) notion, that we only remember what allows us to survive or to go about our daily 

lives. A foreshadowed problem that I see is the degree to which this account becomes 
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closer to tiie genre of disclosure or of nonconfessional nature, and the extent that this 

phenomenon provides insight to tiie reader or obscures understanding." 

It is my belief that art allows tiie artist and the viewer of art access to elevated 

heights in human experience and access to the possibility of transformation. In 

transpersonal circles, transpersonal experiences or peak experiences are conceived as 

"states of which the sense of awareness and identity . . . [go] beyond (trans) traditional 

personality and ego" (Wilber, 1983a, pp. ix-xi). Huxley described "transcendent 

experiences as being aware of and identified with a form of pure consciousness, of 

transpersonal consciousness which lies upstream from the ordinary discursive 

consciousness of everyday" (cited in Hamlin, 1991, p. 14). A foreshadowed problem in 

my view is the capacity or degree to, which I can describe in words "peak experiences" 

after creative acts, which is essential for the reader to apprehend the phenomenon of art 

as transformation. Wilber (1981a) believed that language is limiting as an expression of 

spiritual states of consciousness. Similarly, various authors, mainly feminists (i.e.. Ward, 

I99I), highlight that by its very nature, language is limiting. In my case due to the fact 

that English is my second language, the problem is greater. 

Significance of the Study 

Cothey (1990), after studying various authors' views about the nature of art (i.e., 

Plato, Aristotle, Plotinus, Kant, Hegel, Schopenhauer, etc.), concluded that, "we need a 

theory that explores the knowledge we gain in art and knowledge of the experience of 

art" (p. 80). He is looking for a theory of forms of knowledge, which not only accepts 

"experiential or verbal forms b u t . . . explains how possessing it experientially can differ 

'̂  Throughout the revisions of this paper, I have been continuously asked to clarify 
and add information, to the extent that, the accounts initially conceived as being of a 
nonconfessional nature might now seem overtly confessional due to the request to add 
more information. Similarly, chronology has been emphasized upon request from my 
reviewers. Here narratives are presented in a similar style to that of men's 
autobiographies, instead of reflecting women's tendency (including my own) to write 
mainly in a non-chronological fashion. 
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positively from possessing it verbaUy" (p. 76). Clive Bell (1967) mentioned tiiat 

psychology can bring insight into the nahire of the aestiietic emotion. He stated, "only to 

do so psychology must produce a psychologist who has had one [aesthetic emotion]" (p. 

ix). He added, "he who would elaborate a plausible theory of aesthetic must possess two 

qualities-artistic sensibility and a turn for a clear thinking" (p. x). The scope of this 

study is broader than aesthetic concerns; it involves deep and surface content. In this 

study, I fulfill Bell's requirement of artistic sensibility by taking the stand of an insider. I 

also fulfill the requirement of "clear thinking," which I support through rigorous scrutiny 

of theories and a close documentation of creative processes following ethnographic, 

autobiographic, and feminist methods. I offer this study in congruence to Cothey's 

(1990) view of the need for a theory derived from a symbiosis between theory and praxis. 

Schapiro (1994), from a historian's point of view, described that there is need for 

a comprehensive theory of art, which not only describes connections of types of art with 

types of social structures in a systematic way, but that also "seeks deeper knowledge of 

the principle of form, construction, and expression" (p. 100). Schapiro seeks a unified 

theory embracing emotional behavior, practical means of life, and social life processes. 

Dissanayake (1992a) argued for a paleoanthropyschobiological approach to the 

understanding of art that encompasses human history, human cultures, and human 

psychology (p. 169). 

This study is significant for its all-inclusive approach to art based on Wilber's 

models, psychological theories, feminism, ethnography, and autobiography as follows: 

1. It is original research of the artmaking process documented, analyzed, and 
interpreted under a dual artist/researcher role. 

2. It explores from within the experience, aspects of the nature of art using 
Wilber's theoretical frameworks, which has not been done before in a 
systematic manner.'^ 

3. It investigates and explores art as transformation based on Wilber's notion 
of deep and surface structures and knowledge of different types of 

*̂Ken Beittel (1991) related art and creative processes, based on the Great Chain 
of Being, and is indebted to Wilber's contributions. Beittel does not however, undertake 
a process of close documentation, analysis, and interpretation of the form and content of 
artworks immediately after the experience of creating, as is the case in this study. 
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unconscious, which I posit, are accessed through artmaking processes. 
4. It investigates the direct experience of artmaking processes from a 

phenomenological perspective (Husserlian) and describes it through 
hermeneutics methods, namely in Heideggerian's style. 

5. It adopts Dissanayake's view that art is intrinsic to each human being as 
a natural behavior and contributes to the survival of our species as well 
as to the development of our potentials. 

6. It investigates Dissanayake's theory on human ethology in relation to 
WUber's model of the Spectrum of Consciousness and his All-Level, All-
Quadrant model. 

7. It discovers general patterns intrinsic to artistic endeavors that contribute 
to initiating the construction of a grounded theory on the nature of art. 

Definition of Terms 

Introduction 

The following terms are used in this research as defined and understood by the 

various authors integrating my theoretical frameworks. For clarification, in some 

instances, I include dictionary excerpts of selected definitions. 

Oualitative Studies. Qualitative studies are open-ended, use emergent design, and 

generally take an inductive analysis approach to research. I use qualitative research 

methodologies as described by McMillan and Schumacher (1993) who state. 

Open ended research implies that no prefixed hmitations on specific research 
problems are set prior to the study, which allow for the research to develop 
naturally . . . Emergent design are phenomena that occurs and are considered 
important to use in a research problem, and sometimes constitute the way for 
continuing the study, (pp. 41-42) 

Perennial Philosophy. Eastern philosophy is known in the West as the perennial 

philosophy, a term coined by Leibniz in his Monadology of I7I4 and Principles of 

Nature and Grace also of 1714. Aldous Huxley made famous the term in his work. The 

Perennial Philosophy (Hamlin, 1991). 

Wilber (1983a) identified perennial philosophy as presenting "being and 

consciousness as a hierarchy of dimensional levels, moving from the lowest, densest, and 

most fragmentary realms to the highest, subtlest, and most unitary ones" (pp. 126-127). 

These concepts are specificaUy derived from Vedanta philosophy—Vedanta Hinduism. 
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According to Wilber (1997), "the system contains an overall model, of the structures and 

states of consciousness" (p. 306). In tiie Vedanta model there are six major structure-

levels of consciousness. 

The lowest level is (I) Annamayakosha (the level made of food-the physical 

body-and tiie material cosmos); (2) Pranamayakosha (the sheath made of biological 

functions, life-breath, emotions, bioenergy); (3) Manomayakosha (the sheath made of 

mind); (4) Vijna-namayakosha (high form of mind or subtie realm. It includes archetypal 

processes, high-order insights and visions, ecstatic intuition, an extraordinary clarity of 

awareness, an open ground-consciousness that reaches far beyond the ordinary ego, mind, 

and body); (5) Anandamaya-kosha (perfect transcendence, reaching beyond the 

conception, experience, and imagination of any ordinary individuals. It is a realm of 

formless Radiance, of radical insight into all of manifestation, blissful release into 

infinity; it is the breaking of all boundaries, high or low, and of absolutely panoramic or 

perfectiy mirror-like wisdom and awareness); (6) Brahman-Atman (Consciousness as 

Such; the nature, source, and Suchness of each level) (p. 125) (see also WUber, 1981c, 

1986). In this model, each level is supported by the physical level, thus there is no mind 

without body, and no consciousness without its material structuring component (Wilber, 

1997). 

Developmental Psychology. Developmental psychology consists of 

psychological theories that have at tiieir core the idea of hierarchical development of the 

psyche. Orthodox developmental psychology includes in the six levels hierarchy from 

lower to higher: "{1) physical, (2) sensoriperceptual, (3) emotional-sexual, (4) magical, 

(5) mythic, and (6) rational (Wilber, 1983a, pp. 19-20). These six levels describe or 

correspond to levels one to three (1-3) of the Vedanta model; physical corresponds to 

annamayakosa; sensoriperceptual, emotional-sexual to pranamagakosa; magic, mythic 

and rational to manomoyakosa. 

Body. Throughout his writings Wilber refers to the body level of consciousness 

to stand for the sensoriperceptual, emotional-sexual levels. The American College 

Dictionary (1969) defined body (including carcass, corpse) as a physical organism, "body 
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pertains to tiie material organism of an individual man [sic] or animal, either living or 

dead" (pp. 133-134). This is tiie manner in which the various authors relate to the body 

in tills stiidy, the only exception being Wilber (1981c) who conceives the physical or 

material body of an individual as belonging to the matter level of consciousness. Note 

the dissimilarity when reading this study in order to understand the use of the word in its 

particular context. 

Transpersonal Psychology. Wilber defined transpersonal psychology as giving a 

psychological presentation of the perennial philosophy and of the Great Chain of Being 

fully updated and grounded in modem research and scientific developments. His 

psychology acknowledges and incorporates the findings of modem psychiatry, 

behaviorism, and developmental psychology, the insights and experiences of the 

existential and spiritual dimensions of the human being (Wilber, cited in Lajoie et al. 

I99I). 

Lajoie et al. (1991) defined transpersonal psychology as "concerned with the 

study of humanity's highest potential, and with the recognition, understanding, and 

realization of unitive, spiritual, and transcendent states of consciousness" (p. 91).'^ 

Walsh and Vaughan (1992) define transpersonal psychology as the discipline concerned 

with the study of human optimum psychological health and well being. According to 

Walsh and Vaughan (1993a), transpersonal psychology integrates all modes of 

knowledge, including personal and transpersonal, ancient and modem. East and West' 

knowledge and wisdom, art and philosophy, science and religion, sensory observation 

and introspection.^ V. V. Nalimov and Jearma A. Drogalina (1996) identify the key 

"Lajoie et al. (1991), offer a comprehensive definition based on the essence of 
two-hundred-and-two citations. See Definitions of Transpersonal Psychology: The First 
23 Years for an extensive review of how the term has developed since the inception of the 
discipline of transpersonal psychology. 

^"According to Walsh and Vaughan (1993a), several transpersonal topics may 
overlap with areas of religious studies: 

Transpersonal psychology is interested in sacred experiences [which have 
religious connotations] but it is also interested in transpersonal experiences that 
are not religious. Transpersonal disciplines espouse no fixed creed or dogma. 
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words representing transpersonal psychology in intemational joumals as, "transpersonal, 

meditations, psychology, therapy, consciousness, experience, spiritual, states, Buddhist, 

Self (p 565). 

Etfiology. Etiiology is the study of the biology of behavior. According to 

Dissanayake (1980), "human ethologists propose that certain ubiquitous behavioral 

features or tendencies in man's [sic] life are an intrinsic, relatively unchangeable part of 

his [her] nature and have arisen and been retained because they contribute positively to 

his evolutionary success, his [her] survival as species" (pp. 397-398). 

Empirical analysis. Empirical relates to what can be observed. It also refers to 

data collected through observation, which may be analyzed numerically and quantified. 

See Chapter II for Wilber's understanding of empirical analysis, which is mainly how the 

method is used in this study as stated in Chapter IV. 

Hermeneutics. Hermeneutics comes from the Greek hermeneutikos to translate or 

interpret, and from Hermes, god of science, commerce, and eloquence. Hermeneutics has 

its modem roots in general phenomenology. According to Wilber (1983a), it is an 

attempt to discover the nature and meaning of mental acts as mental acts, not reduced to 

objective, sensory, or empirical displays: "A mental event—includes symbols, which 

themselves can refer to yet other symbols, and so on in an intersubjective circle of 

symbolic meanings and values" (p. 13). He adds, "a mental act as mental act is what 

Husserl called intentional; it has meaning or value because it refers to or embraces other 

occasions, including other meanings and symbols and values" (p. 13). The American 

College Dictionary (1969) defines "Hermeneutics" n. 1. "the science of interpretation" 

(p. 566). 

Heuristic. I use the concept as defined by Heinz Klein (1993) as involving 

discovery. Hein experiences heuristics as an inquiry into the phenomenology of self-

discovery. It deals with meaning and essences of experience, but retains the essence of 

demand no particular religious convictions, espouse an open-minded scientific, 
philosophical and experiential-testing of claims, and usually assume that 
transpersonal experiences can be interpreted either religiously or nonreligously 
according to individual preference, (p. 205) 
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tiie person in experience. Klein sees this research process as recording significant 

dimensions of personal experience. He stated. 

Comprehension and compassion mingle . . . intellect, emotion, and spirit are 
integrated . . . intuition, spontaneity, and self-exploration are . . . components of 
unified experience, (p. 30) 

The American College Dictionary (1969) defined "Heuristic" "as adj. I. serving to find 

out; furthering investigation. 2. (of a teaching method) encouraging the student to 

discover for him [her] self (appar. b. Gk. Heuris(kein) find and obs. (heure)tic inventive 

(t. Gk.L m.s. Heuretikos)" (p. 569). 

Phenomenology. The American College Dictionary (1969) defines 

"Phenomenology" as, "Philos. 1. the science of phenomena, as distinguished from 

ontology or the science of being. 2. the school of Husserl, which stresses the careful 

description of phenomena in all domains of experience without regard to traditional 

epistemological questions" (p. 909). McMillan and Schumacher (1993) define 

phenomenology as "an analysis of qualitative data to provide an understanding of a 

concept from participants' perspectives and views of social realities. The researcher 

constructs a picture that takes shape as he or she collects data and examines the parts" (p. 

95). See Wilber's understanding of phenomenology in Chapter II. 

Phenomenon. The American College Dictionary (1969) defines "Phenomenon" as, 

1. a fact, occurrence, or circumstance observed or observable: the 
phenomena of nature . . . 3. Philos. a. an appearance or immediate object of 
awareness in experience, b . . . a thing as it appears to, and is constmcted by, 
us, as distinguished from a noumenon, or thing in itself, (p. 909) 

The Methodology 

This is a qualitative, self-case study with discovery and exploratory characteristics 

evident throughout the literature review, art production period, description, and 

interpretations. The method foUowed for the literature review is inductive. By inductive 

method I refer to a part/whole dynamic. In other words, I look at a variety of theories 

with the intention to derive a greater whole (i.e., selected readings on feminist theories, 

psychology, ethnography, phenomenology, transpersonal psychology, and 
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autobiography). I closely review the writings of Ken Wilber (1981a, 1983a, 1986b, 

1996a, 1997), Ellen Dissanayake, Chariotte Salomon (1981), Pat B. Allen (1995), 

Barbara H. Greenwood (1995), and Ed Check (1996). 

In terms of autobiography, I present theoretical autobiographical frameworks, and 

I offer an autobiographical account of past experiences with art as transformation in tiie 

nonconfessional style as understood by Jelinek (1980). I produce a descriptive narrative 

of creative processes at the level of transformation based on the documentation of 

artmaking during the two-month production period of this study in a more confessional 

manner. In terms of the style of the narration, I describe the aspects (based on the initial 

documentation—written in a casual manner with disregard for grammar or spelling) that 

pertain to art as transformation, and footnote the corresponding theoretical views as they 

relate to the form and content of my work. 

To aid in the interpretative process of the date collected, I use the Jones's Visual 

Weighted Free Key Word Indexing System and the Non-numerical Unstructured Data 

Indexing, Searching, and Theory-Building (NU-DIST) software for coding data and 

initial pattern finding. Nevertheless, the core of interpretations of meaning and symbols 

of my work is based on phenomenological and hermeneutic constractions (see Chapter 

IV for the methodology used in this study). 

Organization of the Study 

In Chapter I, I present the problem, the purpose of the study, foreshadowed 

problems (including how I resolved these), significance of the study, definition of terms, 

and methodology. In Chapter II, I present the theoretical frame for the research, which 

includes an in-depth study of Ken Wilber's models, phenomenology and hermeneutics, 

psychological theories, feminism, Ellen Dissanayake and Nancy E. Aiken's theories on 

human ethology. I include selected readings on anthropology and ethnography as 

foundation for my methodology. In Chapter III, I include theoretical accounts of 

autobiography, Charlotte Salomon's Life? or Theater? as a vivid example of art as 

transformation. I include Pat Allen's interpretation of art as a vehicle for spiritual 
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nourishment. I briefly acknowledge Barbara H. Greenwood's (1995) and Ed Check's 

(19%) self-studies as examples of the power of art for healing and self-identity. Finally, 

I enclose an autobiographical account of art as transformation as this has manifested in 

my life. 

In Chapter IV, I describe the methodology, including type of study, 

artist/researcher's role, sampling, data collecting strategies, production stage, and 

documentation through the Jones's Visual Weighted Free Key Word Indexing System 

(properties and procedures). I include aspects of empirical-analytical and inductive data 

analysis, which in congruence with Wilber's (1983b) suggestions is limited to simple 

tabulation, and pattern seeking. I provide written documentation from joumal and tape 

recording entries. I describe the characteristics and uses of the Non-numerical 

Unstructured Data Indexing, Searching, and Theory-Building (NU-DIST) software and 

how I used it in this study, as well as Harry F. Wolcott's (1990,1995) recommendations 

for data collection. I specify how I use phenomenology, hermeneutics, and heuristic 

methods. I describe the interpretative stages, the limitations of the design, and 

suggestions to overcome such limitations. 

Chapter V comprises the "thick" description of interpretations regarding the 

artworks produced and the photographs taken at different stages (the artwork as works in 

progress and as final pieces). Throughout the descriptions I use footnotes to furnish the 

theoretical connections to the descriptive content of such interpretations. In Chapter VI, I 

provide a summary of this study that includes my findings, limitations, conclusions, and 

recommendations for future studies. I include a section for figures in the text, a 

references segment, and various appendices to provide clarifications and examples. It 

includes a selected fist of Wilber's influential publications, translations, and several 

reviewer-Appendix A; Freud and Jung's conception of the unconscious-Appendix B; 

calendar of activities during the two-month production period-Appendix C; excerpts 

from joumals-Appendix D; examples of coded cards-Appendix E; examples of data 

processing in preparation for and while using the NU-DIST software-Appendices 
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F. 1-F. 5, and three graphs to help illusti-ate findings and conclusions in this dissertation-

Appendices G, H, and I. 
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CHAPTER II 

THEORETICAL FRAME 

Introduction 

The theoretical frame to the study is based on a compilation of primary and 

secondary references tiiat I began assembling since the initial planning of this study and 

that I have continuously expanded, as I became aware of kindred tities. It includes 

sources directiy recommended to me, and tities from reference lists relating to my topic. 

It is also the product of intensive database searches using numerous key terms and 

descriptors. 

This theoretical frame has an interdisciplinary orientation including the study of 

WUber's work, readings on psychology and transpersonal psychology, phenomenology 

and hermeneutics, feminisms, human ethology, anthropology and ethnography, as well as 

on research methodology. 

Ken Wilber and the Theoretical Frame to the Study 

This tiieoretical frame is supported by Wilber's model of the Spectrum of 

Consciousness based on developmental, transpersonal psychology and his ideas about art. 

It embraces Wilhtx's All-Level, All-Quadrant model as it relates to art and to feminist 

theories. I highlight Wilber's conceptions of: no boundary, memory and time, the 

perennial philosophy, hierarchy and stage models, deep and surface stmctures, peak and 

plateau experiences, Wilber's epistemology, the notion of Pre/TransFallacy, meditation, 

and types of unconscious. The book sources investigated are Wilber, (1979b, 1981a, 

1982,1983a, 1983c, 1984a, 1986a, 1986b, 1987, and 1995a, 1996a, 1997). In addition, it 

encompasses information from selected articles (Wilber, 1975,1975-76, 1978, 1979a, 

1980,1983a, 1984b, 1984c, 1984d, 1988,1989a, 1989b, 1989c, 1989d, 1990, 1995b, 

1996b, 1996c, and I996d), as well as articles written by his critics and advocates to better 

understand the strengths and limitations of his framework. I also study Hamlin's (1991) 

dissertation. An Analysis of Transpersonal Psychology based on the Spectrum 

Psychology of Ken Wilber: Its Potential Educational Implications and various authors 
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writing about transpersonal psychology (i.e., Roger Walsh, 1996; Walsh and Francis 

Vaughan, 1992,1993a 1993b, 1994; D. H. Lajoie et al. 1991,1992; V. V. Nahmov and 

Jeanna A. Drogalina, 1996). 

Wilber: Background Information^' 

My life-long experience with creative processes indicated to me that art was a 

manifestation of something more than visceral and more than intellectual. Wilber notes 

that Westem society has developed mainly only up to the mind level and therefore tiie 

discourses and/or frameworks used to describe aspects of life, activities, and events are 

comparable to the mind level of consciousness. As a Westemer, I did not have a 

framework that allowed me to articulate the transformative and spiritual constitution of 

art In this study, I posit that Wilber's careful dehneation of the characteristics of each 

level of stmctural development is of extreme value to the understanding of the nature of 

art and of art as transformation. 

WUber is a philosopher concerned with the study of human nature as individual 

and societal entities (ontological and phylogenetic). From my research of his work, of his 

critics, and of his reviewers' writings, there is no doubt in my mind that he is a serious 

and untiring scholar who has absorbed knowledge from many fields including, 

psychology (developmental and transpersonal), philosophy (Westem and Eastem), 

anthropology, sociology, linguistics (stmcturalism, semiotics, post-stmcturalism), 

religion (Westem and Eastem—perennial) and spirituality (Fittipaldi, 1981; Gussner, 

1983; Slusser, 1983; Zaleski, 1984; Walsh, 1985; Acklin, 1985; Walsh & Vaughan, 1994; 

Walsh, 1996; Slaughter, 1996). D. Guy (1995) stated, "philosopher Ken Wilber has been 

something of an enigma. Drawing from a staggering variety of disciplines is compared to 

Freud, James, and Einstein" (p. 78). He adds, "A loner and autodidact . . . long months 

of solitary reading and consuming bouts of writing . . . intensely private" (p. 78). Walsh 

and Vaughan (1994) stated that Wilber does his homework, "devouring books by the 

" See Appendix A: Ken Wilber's Influential Publications, Translations, and 
Selected Reviewers for more detailed descriptions of Wilber's contributions. 
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hundreds and being deeply involved in his own meditative practice" (p. 19). They quote 

Wilber as saying, "I wanted knowledge about interior, psychological, spiritual 

questions . . . I was looking for meaning" (p. 78). Guy quoted Wilber as saying, "two 

paragraphs into the writing of my first book, when I was twenty-three years old, I knew I 

had come home, found myself, found my purpose, found my god. I have since never 

doubted it once" (cited in Guy, 1995, p. 79). 

Wilber develops and expands on his model of The Spectrum of Consciousness 

throughout his writings. From my perception, it appears that his goal is to sincerely 

contribute towards facilitating a greater understanding of human capabilities and 

potentialities. In Eye to Eye (1996), Wilber expressed to seek a fuU-spectmm model of 

human growth and development (p. xix). 

According to Guy (1995) Wilber's model is a comprehensive approach of 

stmctural organization. Walsh and Vaughan (1994) and Walsh (1996) have produced, 

individually and in conjunction, detailed and extensive reviews of Wilber's work. They 

describe him as "a leading contemporary thinker and theoretical psychologist [with] 

extraordinary scope and integrative capacity of his multidisciplinary synthesis . . . 

resulting in a coherent, comprehensive worldview" (p. 6). For Robert Gussner (1983), 

Wilber's model is a "panoramic overview . . . An almost omnicompetent hermeneutical 

instmment... devastatingly brilliant in causal conversation" (p. 131). 

Gerald H. Slusser (1983) saw The Atman Project and Up From Eden as "an 

extraordinary integration of the basic insights of the human sciences with those of 

mystical religion, showing that, in essence, there is profound agreement" (p. 302). In 

Slusser's view, Wilber uses his material with "great sophistication" (p. 302). Slusser 

states, 'The careful integration in an overall schema of development is Wilber's great gift 

in tiiis work" (p. 302). 

R. A. Slaughter (1996) in relation to A Brief History of Everything mentions that 

"Wilber is not a futurist... he is a spiritual seeker and a grand synthesist... of many 

sciences . . . his grasp is tmly cosmic in scope yet, remarkably, fully grounded in the 
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realities of everyday life" (p. 793). In regards to Sex, Ecology, and Spirituality,^' 

Slaughter sees the key in Wilber's goal as integration; "it is a challenging, sensitive, and 

intelligent framework for dealing in-depth with the intractable dilemmas of late industrial 

life. It is a rich gift to a worid in stress and peril" (pp. 793-794). 

In Sex, Ecology, Spirituality and A Brief History of Everything (1996), Wilber 

explored the theme of dualism from the Western tiaditions and the possible solution 

through Eastem oriented views. In it he addresses aspects of cosmology, biology, and 

ecology (p. xii). Walsh (1996) described this book, 

as tracing evolution-physical, biological, and human-set in the context of the 
perennial philosophy . . . human evolution—of brain and mind, society and culture 
. . . relating phenomena such as the evolution of gender relationships, human 
relationship to the earth, technology, philosophy, religion, (p. 9) 

John Buchanan (1996) who searches tiie foundation of Wilber's thought in Whitehead's 

writings, finds this book "fascinating, transformative, and edifying . . . reminds me of the 

power and synthetic vision of Ken Wilber" (p. 237). In this work, Wilber described his 

All Level, All Quadrant model, involving individual (interior, exterior) and social 

(interior and exterior) environments. Buchanan (1996) highlightsed Wilber's notion of 

holons (based on Koestier's idea of holons that all of reality is composed of things— 

holons that are both wholes and parts), with which Wilber elaborates twenty tenets 

representing holons in many domains of reality (psychological, biological, cultural, and 

social (p. 238). 

In reference to Eye to Eye (1996), Wilber's stated. 

It is a "comprehensive" knowledge quest in the quest itself (p. xxi). It is about 
empirical science, philosophy, psychology, and transcendental religion; about 
sensory knowledge, symbolic knowledge, and spiritual knowledge; and about 
how they might all fit together. It discusses what a "comprehensive" paradigm 

^̂  Saleski (1984) highlighted Wilber's comments about how this work came to 
fmition: "When I started on volume one, I knew it was a complex and difficult project 
that I would have to be even more a hermit [than usual]. I told my friends, I'm 
disappearing. I have to do this around the clock, because if I stop for a day or two I'm 
going to lose all the threads" (Wilber cited in p. 93). Wilber mentions having to 
sequester himself voluntarily for three years in order to produce this work. 
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might eventually look like and . . . it attempts to expose and unravel some of the 
major obstacles to the emergence of such a paradigm, (p. xxi) 

Wilber's Model: The Spectrum of Consciousness 

WUber (1977; 1979; 1981b; 1981c; 1983b; 1983c; 1986b; 1995a; 1997) expresses 

the notion of structural organization and levels of human development of consciousness 

initially in his Spectrum of Consciousness model. This notion is described in The 

Spectrum of Consciousness (1977), expanded in No Boundary (1981b), A Sociable God 

(1983a), The Atman Project (1981c), and sunnmarized in A Brief History of Everything 

(1996a). This theoretical framework addresses the different "individual psyche" levels, 

from the unconscious to the superconscious stages. Wilber's theory of the Spectrum of 

Consciousness synthesizes three major directions in Westem psychology and 

psychotherapy: orthodox, humanistic, and tianspersonal.^ Orthodox psychology—which 

includes B. F. Skinner's behavioral approach, Edward Tolman's cognitive perspectives, 

and Freud's ego psychology—identifies the physical, sensoriperceptual, emotional-

sexual, magical, mythic, and rational as hierarchical levels of human stmctural 

organization. Humanistic psychology is concemed with the development of each 

^ Wilber (1983 a) finded that transpersonal psychology (under different names) 
goes back to "Plato, Augustine, and Plotinus, in the West, and Buddhaghosa, Patanjali, 
and Asanga in the East [with] such contributors as Kant, Hegel, Bradly, Eckhart, C. G. 
Jung, William James, Jasper" (p. 3). For Wilber this is due to the fact that "psychology 
itself, as a distinct discipline, goes back . . . to Aristotle's De Anima" (p. 3). 
Transpersonal psychology is the approach to psychology from the perspective of the 
philosophia perennis, which is as old as perennial philosophy. Under the titie 
transpersonal psychology it is, however, a new and modem discipline (p. 3) (my italics). 
For Wilber (1989a), transpersonal in this sense means "that which includes and goes 
beyond the conventional personality. It does not mean to obliterate or skip over the 
personality" (p. 239). In his view, this is why tianspersonal has a "paradoxical ring to it-
beyond but including the personal" (p. 239). For Wilber, however, many of the words 
used to refer to self-transcendence have a similar ring to them, Nietzsche's Ubermensch 
(the Overman), is similar to Emerson's the Overself, and Aurobindo's the Overmind, etc. 
He states that transpersonal psychology has selected trans instead of man [sic], mind, 
nous, self, psyche, or soul. 
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individual's self-actualization or of a positive self-concept.^ This perspective includes 

Bioenergetics and Gestalt and is represented by Gordon AUpart, Arthur Combs, Abraham 

Maslow, and Cari Rogers (Wilber, 1981b, p. ii) (see also Hamlin, 1991 and Boucouvalas, 

1983). Transpersonal psychology is concemed with the subjective, transcendent, and 

unusual human experiences beyond tiie rational level into superconsciousness. This 

branch includes Psychosynthesis, Jungian transpersonal psychology, and the mystical 

traditions, perspectives also described to a greater or lesser extent in most of WUber's 

writings (Wilber, 1983b) (see also Hamlin, 1991). 

WUber's understanding of the existence of stages that go beyond formal (rational) 

operational thinking—a spiritual and transcendental stages, which comprise a psychic, 

subtle, causal and Brahman levels of consciousness (individual and societal) derives 

from his exploration into Hinduism, neo-Confucian, and mystical Christianity, and from 

his practice of Buddhism. As a whole, his theory is grounded in Eastem perennial 

philosophy and in perennial psychology. S. E. Fittipaldi (1981) mentioned that while a 

proponent of perennial philosophy, Wilber does not confuse the various schools of 

psychology, instead; "he integrates their distinctive visions into a holistic evolutionary 

scheme of his own" (p. 193). 

Parallel with this theoretical framework, Wilber (1983a) offered a sound 

epistemology, which includes the sensory, the intellectual, and the contemplative, and a 

methodology to address each way that we acquire knowledge (empiric-analytical. 

^ Rollo May (1989) refered to humanism as "the belief that we are daily getting 
better, more ethical, more spiritual... that evolution is on the side of human progress 
automatically" (p. 246). May also identified a humanism that has links with existential 
history: "the belief is that our own choices have much to do with whether or not we move 
higher, that we are set free in a uiuverse and must take responsibiUty for our own future" 
(p. 247) see also May (1983). For May, this view "holds that our lives are chiefly tests of 
character, that we can make a world at peace or its opposite, that life's anxiety, despair, 
hope, freedom, and love are . . . gained through our choices and efforts" (p. 247). For 
Wilber, the potential to access all levels of consciousness (like all other stages) is in all of 
us. In his view, humanity sooner or later will move to levels beyond rationalism. There 
is fear however, and many times an individual about to transcend his or her current level, 
regresses into lower areas. Therefore, transformation to higher realms involves 
conscientious actions. 
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phenomenology-hermeneutics, and gnosis apprehension). Wilber's methodology is 

substantiated by JUrgen Habermas's modes of knowledge (empirical-analytic, historical-

hermeneutics, and critical-reflective), tiie Christian concept of the three eyes of 

knowledge (flesh, mind, contemplation), various schools of phenomenology, and 

perennial philosophy. 

Wilber's Notion of No Boundary 

In No Boundary, Wilber (1981) carefully explores the phenomenon of dualism 

and boundary placing typical to our Westem worldviews and suggests their dissolution 

by means of incorporating Eastem perceptions of nonduafity and unity of consciousness. 

WUber describes how we alienate ourselves from ourselves, from others, and from the 

world, by fracturing our experiences by means of artificial boundaries resulting in 

unhappiness and dissatisfaction. 

The boundaries that we place within ourselves, Wilber (1981a) mentioned, start 

by differentiating inside and outside. We split our body (or total organism) into body and 

mind. Our mind we split into ego and non-ego (persona and shadow). Wilber also 

describes the world as appearing to be made up of opposites: "success vs. failure, 

beautiful vs. ugly, strong vs. weak . . . Even our highest abstractions rest on opposites. 

Logic . . . is concemed with the tme vs. the false; epistemology, with appearance vs. 

reality; ontology, with being vs. non-being" (p. 15). 

Wilber (1981a) reminded us, however, that there are no tme boundaries and no 

tme lines, and that trying to solve problems by "eradicating one of the opposites . . . or 

trying to reduce it to the other" is not the answer (p. 20). He mentioned how materialists 

reduce mind to matter, idealists reduce matter to mind, monists reduce plurality to unity, 

and pluralists explain unity as plurality. If we have this attitude, Wilber believes that we 

view the boundary as "real" without questioning the existence of the boundary itself (p. 

20). 

Wilber (1981a) said that separating the opposites and clinging to their "positive" 

half separate from their "negative" half (as Modem Westem religion, science, medicine. 
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and tiie industry does) has not provided relief to our anxieties, fmstrations, and alienation 

in spite of our wealth and abundance (p. 20). The recognition of these problems is also 

acknowledged by phenomenologists (i.e., Heidegger) and existentialists (i.e., Nietzsche). 

No Boundary and Phvsics. For Wilber (1981b) there are no tme boundaries, not 

even in modem day physics. In his view, in our Westem world naming was the first form 

of boundary, next was counting and measuring. Boundaries blurred, however, with the 

emergence of quantum tiieory.^ WUber cited Louis de Broglie as saying, "on the day 

when quanta, surreptitiously, were introduced the vast and grandiose edifice of classical 

physics found itself shaken to its very foundation" (p. 36). In WUber's view, "atoms (tiie 

ultimate buUding blocks of all reality) couldn't be located because, they had no 

boundaries, they couldn't be adequately or totally measured" (p. 36). Therefore, in his 

perception, physicists after quantum theory can only work with probabilities and statistics 

or simulations. Wilber stated, "what were once thought to be bounded 'things' tumed out 

to be interwoven aspects of each other. Everything and event in the universe seemed to 

be interconnected with every other thing and event in the universe" (p. 38). 

Wilber (1981a) stated, "in relativity theory, even the age-old separation of mass 

from energy has fallen to Einstein's E=mc^, and these ancient 'opposites' are now viewed 

as merely two aspects of one reality" (p. 22). Wilber added, "such opposites as subject 

versus object and time versus space are now seen as being so mutually interdependent 

that they form an interwoven continuum, a single unified pattem . . . We can no longer 

speak of an object being located in space or happening in time, but only of a space-time 

occurrence" (p. 22). 

^ WUber (1981a) believed that the classical notion of boundaries was dismantied 
by Einstein, Schroedinger, Eddington, de Broglie, Bohr, Heisenberg, and others. May 
(1983) highlighted that Kierkegaard's attack on the subject-object dichotomy 
characteristic of Westem thought, foretells the viewpoint of Bohr, Heisenberg, and other 
modem physicists regarding the Copemican view—that nature can be separated from 
man—as no longer tenable. 
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Therefore, in contemporary physics, "reality can only be considered a union of 

opposites" (p. 22) or quoting Bertalanffy, "complementary aspects of one and the same 

reality" (cited in p. 22).^ In this regard, Wilber (1996) quoted Fritjof Capra: 

Quantum theory forces us to see tiie universe not as a collection of physical 
objects, but rather as a complicated web of relations between die various parts of 
the unified whole . . . All particles are dynamically composed of one another in a 
self-consistent way, and in that sense can be said to 'contain' one another, (p. 
132) 

The Map is Not the Territory. WUber (1981a) saw that boundaries do not exist, 

"boundary lines, of any type, are never found in the real worid itself but only in tiie 

imagination of mapmakers , . . lines in nature join and unite as much as they divide and 

distinguish" (p. 24). He gave the example of a concave and convex line; with the same 

line both concave and convex are created as illustrated below. 

Concave ) Convex 

Figure I. 2. One Curve Line is simultaneously a Concave and a Convex Line 

AdditionaUy, for Wilber (1981a), 

Lines found in nature or that we constmct ourselves, distinguish different 
opposites, but also bind the two together in an inseparable unity. A line, in other 
words, is not a boundary. For a line, whether mental, natural, or logical doesn't 
just divide and separate, it also joins and unites, (p. 25) 

In Wilber's view, "boundaries, on the other hand, are pure illusions—they pretend to 

separate what is not in fact separable. In this sense, the actual world contains lines but no 

^ Wilber (1981a) described it with the example of a wave. "For a wave, although 
itself a single event, only expresses itself through the opposites of crest and trough, high 
point and low point. For that very reason, the reality is not found in the crest nor the 
trough alone, but in their unity" (p. 23). He mentioned that it is what the "Taoist sage 
Lao Tzu meant when he said that all opposites arise simultaneously and mutually" (p. 
24). 
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boundaries"^ (p. 25). For Wilber, a line becomes a boundary when we "forget that the 

inside co-exists witii the outside . . . [or] when we imagine that it just separates but 

doesn't unite at the same time" (p. 26). In his view, "it is fine to draw lines, provided we 

do not mistake them for boundaries" (p. 26). Wilber mentions Karzybski as saying, 'The 

map is not the territory" (p. 27). For Wilber, the point is not to separate but to unify and 

harmonize the opposites (both positive and negative) tiirough the ground of unity 

consciousness (p. 27).^ 

East: Non-Duality. Void, and Unity Consciousness. In his studies, Wilber 

(1981a) has found that the East never took boundaries seriously. He stated. 

For the East, there was only one Way, tiie Tao, the Dharma, and it signaled 
wholeness under tiie dividing boundaries of [hu] man-made maps. The East, in 
seeing that reality was non-dual.,. saw that all boundaries were illusory. Thus, 
they never really fell into the fallacy of confusing the map with the territory, 
boundaries with reality, symbols with actuality, names with what it names, (p. 
40)^ 

" Responding to existentialist Kirk J. Schneider (1989) attack, WUber (1989b) 
interprets the term boundary as barrier. 

^ In this regard, Wilber (1981a) cited Hindu Scripture Bhagavad Gita, that 
"liberation is not freedom from the negative, but freedom from the pairs altogether." 
(cited in p. 27). For Wilber, "the idea of no-opposites and no-two-ness [is the] essence of 
Advaita Hinduism ('advaita' means 'non-dual' or 'not-two) and of Mahayana Buddhism" 
(p. 28). 

WUber (1981a) has found similarities in Gestalt theory of perception, which 
involves "inner unity of opposites in which objects are seen only in relation to its 
background . . . [they] are two correlative aspects of one single sensory gestalt" (p. 23). 
A vivid example to me is Treya (Wilber's wife) stating a few months before her death, 
"Because I can no longer ignore death . . . I pay more attention to life" (Treya cited by the 
editors in Wilber, 1989, p. 32). (See Wilber's A Working Synthesis of Transactional 
Analysis and Gestalt Therapy 1978 for Gestalt concepts of retroflection and projection.) 

^ May (1983) agreed with Wilber that Eastem thought serves as a corrective to 
biases and allow us to note the erroneous assumptions that have led Westem development 
to its present problems regarding object-subject duality. 
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Wilber (1981a) added that this is also tiie Buddhist doctiine of the Void. 'The 

Void does not mean that all entities vanish, living behind a pure vacuum of nothingness, 

but tiiat reality is void of boundaries" (p. 41). In Wilber's view, when the worid is 

perceived to "be void of boundaries, then all things and events-just like all the opposites-

-are seen to be mutually dependent and interpenetrating"^ (p. 41). Therefore, for Wilber, 

reality is no-boundary and "to disclose reality as no-boundary is to disclose aU conflicts 

as iUusory . . . [with which we arrive at] nirvana, liberation, enlightenment, satori" (p. 

45). For Wilber, unity of consciousness is the awareness of the real territory of no-

boimdary. He stated, "to seek for a boundary and not find it, is unity consciousness" (p. 

48). Wilber clarified that unity of consciousness "is not a stage of trance, chaos, turmoil, 

or uncontrolled behavior" and should not be confused with schizophrenic regression (p. 

48). 

In Wilber's (1981b) view, the insight that there is no separate self has been 

obvious to the mystics and sages of all times and forms one of the core points of the 

perennial philosophy.'' In his review of Wilber, Slusser (1983) noted "the religion^^ of 

^ Wilber (1981a) believed that it is difficult for us to understand that the idea of 
no-boundary is in fact very simple. He gives an example of our visual field. 

As your eye scans the territory of nature, does it ever see a single thing, a solitary 
thing, and a separate thing? Has it ever seen a tree? A wave? A bird? Or does it 
instead see a kaleidoscopic flux of all sorts of interwoven patterns and textures, of 
tree plus grass plus ground, and waves plus sand plus rocks plus sky and clouds? 
(p. 41) 

'̂ Wilber (1981a) found that the experience and knowledge about supreme 
identity and no-boundary is widespread and is central to every major religion (i.e., 
Hinduism, Buddhism, Taoism, Christianity, Islam, and Judaism). 

^̂  Responding to Albert Ellis's rationalism and scientism, WUber (I989d) 
highlighted that it is difficult to determine what is and what is not "religious." He 
beUeves, however, that modem sociology defines refigion not by its content (as Ellis 
does), but by its function. For Wilber, "religion is that which meaningfully couples or 
integrates subject and object (or self and other) in a social action system" (p. 333). 
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the perennial phUosophy^^ is not salvation (from pain, evil, suffering, or even death), but 

the discovery, the realization in and for oneself, of the integral Wholeness of the 

Ultimate" (p. 302). This is the aim of Buddhist meditation, of Hindu Yoga, and of 

Christian mystical contemplation. Wilber (1981a) stated, "in the ever-present fight of no-

boundary awareness, what we once imagined to be the isolate self in here turns out to be 

all of a piece with tiie cosmos out tiiere" (p. 53). Wilber (1981a) believed tiiat tiiis is part 

of "nature and condition of all sentient being" (p. 3). In other words, all of us can access 

no-boundary awareness by developing our potentialities and our consciousness to their 

highest level, Wilber's conception of no-boundary reality is fundamental to this study in 

that he provides the framework to describe stages manifested through art production as 

transformation. In my experience, no-boundary is a stage in which the sense of 

separateness between self and the art object at hand coUapses into a complete unity with 

the cosmos. No-boundary is identified as Unity Consciousness. In this study, I posit that 

to facilitate unity consciousness is art's ultimate power. I propose that art allow makers 

and viewers to develop to our greatest potentials by propitiating access to high levels of 

our consciousness. I believe art provides the awareness of "consciousness as identical to 

the absolute and ultimate reality of the universe" to use Wilber's (1981b) interpretation of 

the essence of perennial philosophy (p. 106). 

Mapping as Descriptive Tool. Having carefully stated that there are no 

boundaries anywhere in the universe (not even of time or space), and that it is 

fundamental not to confuse a map with the territory it represents, Wilber (1983a) 

recommends using mapping as a descriptive tool and does so himself throughout his 

writings. The major mapping he endeavors is of the various levels of consciousness— 

^ Perennial philosophy has remained unchanged in over 3(XX) years. In Wilber's 
(1981b) view, the core insight of the philosophia perennis is that, 

Man's [sic] 'innermost' consciousness is identical to the absolute and ultimate 
reality of the universe, known variously as Brahman, Tao, Dharmakaya, Allah, 
the Godhead . . . According to this universal traditional. Mind (capital M to 
differentiate it from plurality of 'minds') is what there is and aU there is, spaceless 
and therefore infinite, timeless and therefore etemal, outside of which nothing 
exists, (p. 106) 
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individual and societal-, as he understands them from hermeneutic readings of tiie 

worid's great contemplative traditions. Wilber (1996c) identifies the postulates in his 

early works (including No Boundary) as romantic and belonging to his first period.*^ Yet, 

I find this "romantic" period essential to this study. I apply his map of levels of 

consciousness as a tool to understand my creative process, and present this analysis in 

Chapter V. In Chapter VI, I discuss the value of WUber's mapping strategies as an 

analytic tool for artists, art critics, and art educators to use for understanding human 

nature and tiie nature of art. 

WUber's Understanding of the Phenomenon of Memory and Time. According to 

WUber (1981a), we know of the past through memory, yet "memory is itself a present 

experience" (p. 67). In otiier words, memory is a view of tiie past tiirough the lens of the 

present. Wilber states, "I know only memories of the past, and those memories exist only 

as a present experience. At no point, therefore, am I ever directly aware of an actual 

past" (p. 68). He states that anticipation of the future, fike memory of the past, is a 

present fact.̂ ^ 

For Wilber (1981a), to see memory as a present experience is to collapse the 

boundaries of the present moment, "to free it of illusory fimits . . . and stand in the 

timeless present of eternity to unity of consciousness" (p. 71). In his view, unity of 

consciousness is "not temporal, not of time, but etemal, timeless" (p. 62). Wilber 

emphasized that under the stage of unity consciousness, "etemity is not an awareness of 

everlasting time, but an awareness which is itself totally without time" (p. 62). For 

^ Wilber and his reviewers have subdivided the almost 30 years of his research 
into four periods. No Boundary corresponds to the first stage or period. 

^̂  Wilber (1981a) gave an example: 
Remember the incident of seeing a friend walking down the street. What are you 
aware of? You are not actuaUy watching the veritable event of your friend 
walking down the street. You can't go up and shake hands with him, or get an 
answer to a question you forgot to ask him at the past time you are remembering. 
In other words, you are not looking at the actual past at all but a moment of the 
past viewed through tiie present. You are looking at a present trace of tiie past, 
(p. 67) 
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Wilber, direct awareness is timeless awareness. He gave the example of everyday 

awareness such as our sense of hearing, "you cannot hear past sounds, nor can you hear 

future sounds. The only thing you ever hear is the present" (p. 62).̂ ^ Similariy, for 

WUber "sounds are only present sounds , . . tastes are only present tastes [and] smeUs are 

present smells" (p. 67). He states, "you cannot touch, see, or feel anything resembling a 

past or a future" (p. 67).^' 

Similarities between Wilber and Husseri's Perception of Memory and Time. 

Attuned with Wilber's (1981b) view of memory is Husseri's understanding of 

remembering. Frederick J. Crosson (1967) wrote that for Husseri, "seeing is the original 

evidence (going back to the things themselves), remembering is a phenomenon of 

consciousness, not of language" (p. 187). Similarly, discussing Husserl, Langsdorf 

(1996) cited Hua X as stating, "retention is one of the ways in which I experience 

something appearing as past in relation to the now. Recollection (secondary memory) 

always gives it a position in relation to the actual present now" (Hua X cited in 

Langsdorf, p. 9). 

^ See Wilber (1981a) for an extensive discussion on the concept of time. From 
studying Husserlian phenomenology (which I discuss later in this chapter), I find an 
essential fact that we are aware of reality through a kaleidoscope of things and events. It 
seems to me that it is precisely why Husseri's method of reduction is useful. In order to 
focus on certain phenomenon it is necessary to bracket (as many times as necessary) 
those aspects surrounding the thing or phenomenon of investigation. This ability to 
bracket different aspects, in my view, is a voluntary act that does not contradict but 
supports Wilber's views. 

^ Don Ihde (1971) believed that phenomenology takes as a central value the 
primacy of concrete, immediate experience. He stated that Husseri's theory of evidence 
("to the things themselves") "always finds its verification only when that which is under 
investigation is 'bodily' present" (p. 17). My understanding of Wilber's notion of 
awareness is awareness present or experienced at all levels of consciousness; the 
experience is bodily felt, but articulated only through the mind level by means of 
language. Language is limiting in addressing the matter and body level; it is adequate for 
the mind level, and almost useless in describing the spiritual level. Wilber (1981b) 
mentioned that paradox is the result of the mind's intent to articulate our awareness of the 
spirit level. 
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Husseri's understanding of time and memory is similar to that of Wilber's. In 

Husseri's phenomenology-that which presents itself to awareness, "just as we see it have 

it. What appears in the mode of the now is not absent but presents, tiie now is the 

givenness of tiie present of the temporal position" (Hua X cited in Brough, 1996, p. 6). 

Notion of Time and Art. In my view, Wilber's conception of the etemal present 

is manifested in the highest stages or unity consciousness. The experience of unity 

consciousness or cosmic fusion is immediate and belongs to the present of the moment of 

art creation. In agreement with Wilber, I believe that the anticipation of the future is 

manifested in the present through artmaking. A distinctive characteristic of artmaking as 

transformation, however, is that, aspects of personal, social, or cultural past, present, and 

future, translate, manifest, or materialize through visual imagery into the artwork at hand. 

In my case, however, the ability to discern the meaning or content of the imagery 

inspirited in the artwork created at first eludes me. I beheve that the understanding of the 

content of the experience as well as the content of the symbols comes later for the artist 

and for the viewer. It is the product or art object that reveals and carries aspects of the 

future reflecting commonalities of human kind that guides Gablik (1990), Progoff (1959, 

1985), May (1983), and others to conceptualizing ex post facto the artist as visionary. 

Perennial Philosophy. The term perennial philosophy was coined by Leibniz to 

identify Eastem philosophy to the Westem world and refers to nonduality {advaita or 

advaya). Wilber (1996) believed that to discuss nonduality involves paradoxical 

statements such as: "reaUty is one and many, it is transcendent, and immanent, it is prior 

to this worid, but it is not other to this worid" (p. 154). It is this phenomenon of the 

expression of nonduality that reflects itself through artmaking, and the expression of it 

redounds in paradoxical statements. 

Perennial phUosophy bases its perspective on the Great Chain of Being (a term 

also introduced by Liebniz), which reflects according to Wilber (1981a), "a universal 

sequence of hierarchic levels of increasing consciousness . . . from matter to body to 

mind to soul to spirit" (p. 10). For Wilber (1984a), 

Each level in the Great Chain transcends but includes its predecessor(s). That is, 
each higher level contains functions, capacities stmctures not found on, or 
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explainable solely in terms of, a lower level. The higher level does not violate tiie 
principles of the lower; it simply is not exclusively bound to or explainable to 
them. The higher transcends but includes the lower, and not vice versa, (p. 14) 

Wilber (1984a) mentioned for example that physics (level 1) identifies four 

forces: gravitational, electromagnetic, strong nuclear, and weak nuclear. Biology (level 

2) embraces these four forces and adds the forces of food-desire, sex-desire, water-desire, 

motor capacity, and instincts. Psychology (level 3) enfolds the forces from level 1 and 2 

and adds tiie forces of motivation, jealousy, hope, envy, pride, guilt, remorse, justice, and 

morality. Spirit (levels 4, 5) embraces levels 1, 2,3 and adds the forces of universal love, 

compassion, grace, skillful means, radical intuition. 

Wilber (1981c) saw that from the perspective of the perennial philosophy, the 

evolution of human consciousness can be traced "both ontogenetically, and 

phylogenetically" from the lowest life forms up through the ultimate union with "Spirit as 

Spirit" (p. 10). In Up From Eden (1981c), Wilber outiined the levels of the Great Chain 

of Being phylogenetically using a circular diagram: 

1. Nature (physical nature and lower life forms; pleromatic, material; 
uroboric-reptUian); 

2. Body (highest bodily life forms, especially typhonic, magical); 
3. Early mind (verbal mythic, membership, paleological, bicameral); 
4. Advanced Mind (rational mental-egoic, self-reflexive); 
5. Psychic (Nirmanakaya, shamanistic); 
6. Subtle (Samhogakaya, saintly); 
8. Causal (Dharmakaya, sagely); 
9. Ultimate {Svabhavihakaya, absolute) (p. 12). See tiie diagram in Wilber, 

1981c. 

From studying tiie major traditional religions and schools in search for 

commonaUties (including Sufism, Kabalah, neo-Confucianism, and mystical 

Christianity), Wilber (1981c) has found the presence of developmental stages or stage 

models. In his collaboration with Brown and Engler (1986) they mention as an example 

Aurobindo's life cycle: (a) sensorimotor, (b) vital-emotional-sexual, (c) well-mind, (d) 
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sense-mind, (e) reasoning mind, (f) higher mind, (g) illuminated mind, (intuitive mind), 

(h) overmind, and (i) supermind.^* 

In WUber's (19%) view, each level has its appropriate field of study. At level-1, 

physics and chemisti7 study nonliving things. At level-2, biology studies life processes. 

At level-3, psychology studies inward awareness, and philosophy studies outward 

awareness. At level-4, subtie-saintiy religion aims for visionary insight. At level-5, 

causal aims for the dissolution of experience and transcendence of the experiencer. It 

transcends subject-object duality in formless consciousness. At level-6, the "Ultimate is 

ultimate consciousness, ground of all other levels" (p. 126).^' Wilber believed tiiat it 

remains for the world to follow this path via evolutionary or process meditation. In this 

study, I propose art as another means to reach this goal. In Wilber's view, the disciplines, 

as well as the levels addressed, are hierarchical. For example biology uses physics, but 

physics does not use biology. Wilber stated, "the primary dictum of the perennial 

philosophy is that the higher cannot be explained by the lower or derived from the lower" 

(p. 127). It does not mean, however, that the levels are separate and isolated from each 

other in the sense that it would be necessary to move in space in order to pass from one to 

another. This phenomenon is evident in artmaking processes; one does not have to move 

physically to be able to experience the different levels of consciousness, from lowest to 

highest One can make art and experience the work as object, as feeling, as thought, and 

as spirit For Wilber, the higher worlds interpenetrate the lower worlds. In Wilber's 

view what divides higher and lower worlds is that the lower consciousness is unable to 

experience the life of the higher worlds and is even unaware of their existence, although 

^ Wilber (1986a) stated that Aurobindo's model portrays a smooth development: 
"one gets the impression that development, if not fixated or arrested, can proceed rather 
naturally into the higher or contemplative stages, each of which is marked by greater 
refinement" (p. 10). Wilber added that it is a holistic view of development involving 
notions of conventional and contemplative psychology. 

^' See Wilber (19%) for a thorough description of evolutionary history following 
the scheme of six levels. 
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the higher worids interpenetrate life, until life reaches a higher level. Wilber (19%) 

states for example, 

Physical elements interact with biological elements, which interact with mental, 
which interact with the subtie, which interact with the causal, which pass into 
infinity, each level superseding its predecessor but mutually interpenetrating with 
i t . . . and existing together, (p. 132) 

It is important to clarify that Wilber's (1996) concept of heterarchy or holographic 

means that no element is superior to another within one level. He states, "each part is so 

equivalent that they actually contain each other" (p. 131). Therefore, for Wilber a way to 

summarize the mystic worldview is to acknowledge heterarchy within each level and 

hierarchy between each level. These concepts are further addressed in this Chapter under 

translation and transformation or horizontal and vertical development. The notions of 

translation and transformation are key to the analysis of my artmaking process and 

products in Chapter V. 

Westem and Eastem Hierarchical Stage Models. WUber (1983a) has found that 

contemplative schools follow stage models*' as do stmctural Westem developmental 

scientists.'*' He mentions Baldwin, Piaget, Werner, Kohlberg, and Loevinger and 

'^ WUber (1986) mentioned for example, the Mahamudra from the Tibetan 
Mahayana Buddhist tradition; the Visuddhimagga from the Pali Theravada Buddhist 
tradition; and the Yoga Sutras from the Sanskrit Hindu tradition. He states, "the models 
are sufficiently similar to suggest an underlying common invariant sequence of stages, 
despite vast cultural and linguistic differences as well as styles of practice" (p. 5). 

"*' In The Atman Project (19%), Wilber offered seven tables correlating 
developmental approaches from Westem and Eastem perspectives: Kabalah; Aurobindo; 
Groff; Green and Green; Loevinger (ego levels); Buddhist Vijnanas (levels of 
consciousness); Erikson (psychosocial stages); Kohlberg (moral development); 
Psychosynthesis; Piaget (cognitive development); Ferenczi, Ausubel (ego stages); 
Fromm, Riesman (ego types); Maslow (needs hierarchy); Sullivan, Grant, and Grant 
(levels of integration); Broughton (natural epistemology); Vedanta Hinduism: Buddhist 
Skandhas; Battista; Welwood, Smith; Arieti; 7 Kundalini chakras and the 7 higher Shabd 
"Chakras"; and Tiller (substance hierarchy). See Wilber (19%) for this impressive 
mapping and correlation of numerous world psychological perspectives. In his review 
Slusser (1983) mentions that Wilber's highest levels of consciousness are beyond those 
discussed by Loevinger, Erikson, Kohlberg, Piaget, Sullivan, and Fowler. 
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acknowledges their contributions.''^ He stated, "the seminal discovery of these discipUnes 

is that psychological stmctures develop in a hierarchic fashion . . . each stage"^ of 

development includes, comprehends, or subsumes the basic elements of its predecessors 

but adds significant stmctures and functions not found in its predecessors" (p. 16). 

Wilber, Engler & Brown (1986a) describe that "to claim tiiat a particular sequence of 

stages is genuinely invariant is to claim that it is cross-cultural: despite the vast 

differences in the surface stmctures of the stages, the deep stmctures are essentially 

similar" (p. 3). 

"̂  According to Wilber, Engler, and Brown (1986), in psychosexual development, 
no culture has been found where phallic development precedes oral; and in cognitive 
development images universally precede symbols, which precede concepts, which 
precede mles; and in moral development, preconventional orientations always appear to 
precede conventional, and then postconventional modes. 

'^ Wilber, Engler, and Brown (1986a) cited Thomas McCarthy's description of the 
concept of "stage model" used in Westem psychology. 

An invariant sequence of discrete and increasingly complex developmental stages, 
whereby no stage can be passed over and each higher stage implies or 
presupposes the previous stages. This does not exclude regressions, overlaps, 
arrested developments, and the like. Stages are constmcted wholes that differ 
qualitatively from one another; phase-specific schematic can be ordered in an 
invariant and hierarchically stmctured sequence; no later phase can be [stably] 
attained before earlier ones have been passed through, and elements of earlier 
phases are preserved, transformed, and reintegrated in the later. In short, the 
developmental-logical approach requires the specification of a hierarchy of 
stmctural wholes in which the later, more complex and more encompassing 
developmental stages presuppose and build upon the earlier, (cited in p. 3) 

WUber (1989) described that stages are not choices, they are stmctures (the choice 
is whether to engage them or not). However to transcend any given level is at once to 
negate and to preserve. "Transcendence goes beyond (or negates) and includes (or 
preserves) the given" (p. 233). I find that hierarchy here is not viewed as pejorative or 
patriarchal. Knowledge of the different levels of consciousness as they relate to stage 
development is essential for the implementation of integral art education programs. 
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The Strocture of Consciousness 

In A Sociable God (1983a) and in Eye to Eye (19%) Wilber carefully constmcts 

his hierarchy of stmctural organization as a combination of conventional-orthodox 

psychology (matter, body, mind)-and contemplative-mainly from the Vedanta tradition 

(psyche, subtie, causal, uItimate)-to encompass the fuU spectmm of consciousness. 

Wilber (1981a) believes tiiat all levels of tiie spectioxm are available to the individual "not 

as theoretical poshilates, but observable realities" (p. 9). In my view this assertion is 

testimony to human potentiality. 

I include the essential characteristics of the different levels with focus on those 

embraced by contemplative psychology. The characterization of the levels resonates very 

closely with creative processes at different levels of transformation. I posit that Wilber's 

understanding of stmctural development of consciousness provides the discourse to 

describe creative processes integrally. Therefore, for the purpose of this study, I state 

that constitutive aspects of the nature of art can be comprehended through Wilber's 

stmctural developmental models. Further, in agreement with Wilber (19%a), I believe 

that different types and styles of art produced throughout time address or meets needs of 

different levels of consciousness (i.e., expressionism addresses the body level, formalism 

addresses the mind level). 

Orthodox Psychology. Wilber (1977, 1981b, 1981c, 1983a, 1986b, 1995a, 19%) 

described the levels of consciousness understood by orthodox psychology. In essence, 

these are: (a) Physical, the simple physical substratum of the organism; (b) 

Sensoriperceptual, the areas of sensation; (c) Emotional-sexual, the sheath of bioenergy 

and hbido;*' (d) Magical, the beginning of the mental realms (simple images, symbols, 

first mdimentary concepts, or lowest mental productions, which are magical because they 

"display condensation, displacement, confusion of image and object, omnipotence of 

thought and animism; there is also a lack of perspectivism, or an inability to clearly take 

** For simplicity, Wilber (1983a) refers to the first three levels (physical, 
sensoriperceptual, and emotional-sexual) as the "archaic level" (p. 19). 

52 



the role of tiie other""'' (1977, pp. 19-20); (e) Mythic,"^ beginning of concrete operational 

thinking and beginning of perspectivism (or communal role taking); (f) Rational,*'^ formal 

operational tiiinking. The first stmcture that can think not only about the worid, but think 

about thinking. It is self-reflexive and introspective and displays an advanced capacity 

for perspectivism. It is "capable of hypotiietico-deductive or prepositional reasoning ('if 

a, tiien b'), which allows it to apprehend higher or purely noetic relationships" (p. 20). 

The description of the characteristics of consciousness is essential to my study in that it 

provides guidance to understand orthodox psychology. I use these descriptions to 

exemplify how each level is addressed through artmaking and viewing. 

Based on his studies and personal practice of Zen Buddhism, Wilber (1983a) is 

convinced that individuals today can develop beyond the levels conceived by orthodox 

psychology or mental development. He states, "phylogenetically, it means that evolution 

is still continuing and that human culture at large faces further and higher levels of 

Revolutionary stmcturalization'"'* (p. 24). This indicates Wilber's belief in the potential 

''̂  Wilber (1983a) mentions that it corresponds to Freud's primary process, Arieti's 
paleologic, Piaget's preoperational thinking, tiie Buddhist third chakra, Kohlberg's 
preconventional morality, Loevinger's impulsive and self-protective stages, and Maslow's 
safety needs. 

'^ Wilber (1983a) identifies this level with Piaget's beginning of operational 
thinking, Loevinger's conformist and conscientious-conformist stages, Maslow's 
belongingness needs, and Kohlberg's conventional morality. 

"' In Wilber's (1983b) view, this is Piaget's formal operational thinking, 
Loevinger's conscientious and individuafistic stages, Kohlberg's post-conventional 
morality, and Maslow's self-esteem needs. 

'^ Wilber (1983a) mentioned other authors who have envisioned higher levels of 
consciousness, for example: Hegel's vision of history as transcending mental 
consciousness into Spirit as Spirit; Aurobindo's notion of evolution towards supermind 
realization; Teilhard de Chardin's idea of culmination in Omega Point; and Berdyaev's 
conception of evolution moving from subconsciousness to self-consciousness to 
superconsciousness (p. 24). The ideas of progression towards higher realms of 
development are also evidenced in Michael York's (19%) interpretation of 
postmodernism, "one [postmodernism] that surpasses or overtakes the modem, and that 
extends the new rather than repudiate it" (p. 59). 
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for human development. In my view, it is a perception relevant in indicating hope for 

future development. We have not reached the end as Deconstmctionists try to convince 

us we have. It is also mirrors Gablik's (1992) idea that there is possibility of change and 

that the change is within the reaches of each individual. She mentions that 5% of the 

population is needed to affect visible change in our society. 

Contemplative Psychology. The upper levels of consciousness emphasized by 

Eastem philosophy are understood as a continuous development that, like those levels 

below, according to Wilber, anyone can access through meditative or mystical practices. 

In this study, I assert that these levels are also accessed through artmaking processes and 

through viewing art. 

Wilber (1983a) depicted the characteristics of the (7) Psychic *'^ level as follows: 

Vision-logic ... apprehends a mass network of ideas . . . higher-order 
synthesizing capacity, of making connections, relating tmths, coordinating ideas, 
integrating concepts . . . a mass ideation, a system or totality of tmth-seeing at a 
single view; tiie relations of idea with idea, of tmth with tmth, self-seen in the 
integral whole, (p. 27) 

Wilber (1983a) added, 

Due to the intense panoramic awareness offered at this level . . . at its most mature 
and highly developed stages-the individual might begin to experience intense 
insight and even illumination, illumination that seems to go beyond thought into a 
type of vision, noetic, numinous, inspiring, often enstatic, occasionally ecstatic. 
This can also result in a type of nature cosmic consciousness, or merging of self 
with the naturic universe, (p. 29) 

For Wilber (1983a), tiiose mastering such states via body manipulation and 

mental concentration are yogis. Myself, I find that this psychic level (or first realm 

beyond rationalism) is present and guides how I go about my daily activities 

(professional, familial, domestic, and artistic). It is a level available by conscientiously 

interacting with art materials with creative purposes. 

'*^ WUber (1983a) references are parallel to this level, Aurobindo's higher mind, 
Loevinger's integrated and autonomous stages, Maslow's self-actualization needs, and 
Brougthton's integrated stages. In Eastem systems, this is tiie sixth chakra, the beginning 
of manas and vijnamayakosa. 
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Wilber (1983a) described the (8) Subtle * level as "the seat of archetypes; 

Platonic forms; subtie sounds and audible illuminations; transcendent insight and 

absorption; intuition in its highest [sense].. . home of archangelic forms or ideas" (p. 

30). For Wilber, tiiose mastering this level are Saints. On a secular realm, I am 

profoundly convinced (based on my own experience witii art as tiansformation) tiiat tiiis 

level is also manifested through artmaking processes. I am able to account ex-post facto 

for the revelation of "archetypal imagery," "subtie sounds" and "audible illuminations" 

through artmaking, and as a consequence of engaging in art activities, I experience 

intuition and transcendent insight. The experience of the subtle realm is so extraordinary 

that it is difficult to describe in words, I attempt to describe this phenomenon, however, 

in Chapter V through interpretations of my work. From my experience, the pre

conditions or requirements for this level to manifest through art are that one be seriously 

involved with artmaking processes, consecutively, many hours every day, through a long 

period of times (months or years). I have recollections of the first times that I 

experienced this level of consciousness. During my late adolescence, living in Mexico 

with my parents, I engaged in voluntary drawing marathons consecutively many hours a 

day during three years. It was a period in my life in which I discovered art as a religion 

and practiced it faithfully.^' 

Wilber (1983a) described the (9) CausaF level as, 

The unmanifest source or transcendental ground of all the lesser stmctures. 
Passing fully through the state of cessation or unmanifest absorption, 
consciousness . . . re-awakens . . . as spirit radiant and all-pervading, one and 
many, only and all. Transcendental and unqualifiable consciousness as such. (p. 
31) 

* WUber (1983a) cited as example, Aurobindo's iUumined mind, beginning of 
seventh chakra (the sahasrara), and Maslow's self-transcendence needs. 

'̂ Other periods in my life of great transformation through artmaking are 
recounted in Chapter III and Chapter V. 

^̂  For Wilber (1983a), it is "Aurobindo's supermind, Zen One Mind, Brahman-
Atman itself, the Svabhavikakaya, Tillich's Ground of Being, Spinoza's Etemal 
Substance, and Hegel's Geist" (p. 31). 
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This level of consciousness also reveals tiwough artmaking in general, when one 

has been engaged in art creative activities, consecutively during a relatively prolonged 

period of time. When this is the case, in particular within a day's activity, it happens at a 

point of complete immersion within the creative process. I experience it as a progression 

from the lower levels not as a simultaneous manifestation, but at a timeframe that occurs 

after the other levels manifest. In tiie subtle and causal levels, I become aware of a 

multiplicity of imagery, from the past, present, and perhaps future, and corresponding to 

different places. Except for slight moments of fixation (that occur with no apparent 

reason), the imagery flows rapidly before my awareness, as in a fast-forwarded film. 

These imageries, I believe matches my archaic/collective unconscious reservoir as well as 

what Progoff (1983) identifies as my particular cultural store of imagery. 

In regard to the (10) Ultimate level, Wilber (1983a) stated. 

The causal/ultimate level does not involve any particular experience but rather the 
dissolution of transcendence of the experiencer himself [sic], the death of the 
watcher principle . . . the subject-object duahty is radically transcended, so that 
the soul no longer contemplates Divinity, it becomes Divinity, (p. 31) 

WUber (1983a) describing the effect of accessing this level states, 

At this stage, asymptotic at infinity, one becomes radically egoless, or free of the 
separate self-sense, thus assuming an absolute identity with all manifestations, 
high or low, sacred or profane. And yet, in being one with everything, only and 
aU, there is nothing other to this state, and so it appears perfectiy, radically, 
paradoxically, (p. 31) 

Wilber claims that this Ultimate level has being accessed by extraordinary 

individuals through meditative practices. I declare that this level of consciousness that 

carries connotations of the "Divine" is also manifested through artmaking activities, and 

therefore, I place artists, including myself, developing at this Ultimate level. In my 

particular case, I can positively testify to experiencing this level during artmaking 

activities. The awareness of this level happens generally during culminating states within 

a day's artistic activity. I experience this level phenomenologically. It is a point in 
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which tiie awareness of my body (i.e., my head, my legs, my hand, the pencil in my hand, 

my fingers holding tiie pencil), and the object (i.e., the room, the waUs, the board 

supporting the paper, the paper, a section of the paper, a line on the paper, etc.) disappear. 

The object and I are no longer separated but fused in one with the all (as Wilber states, 

this all has no objects or is formless). I then experience a sense of expansive darkness, 

void or nothingness-which is not frightening. In it, there is no movement or sound, only 

infinite vastness followed by the experience of extieme peacefulness and contentment in 

which I have need for nothing. 

At the end of the art activity I am transformed and renewed. Further, I sense an 

aura of spirit surrounding me. This aura manifests visually many times in my work. The 

effects of artmaking at this level of transformation are profound and prolonged, and 

redound in an extraordinary sense of love, compassion, and understanding towards 

nature: animals, people, and myself. Those that come in contact with me after an art 

activity for transformation, react positively. I believe it is because they enter 

metaphoricaUy this spiritual aura, and they too recognize their interconnectedness with 

the cosmos. 

Synthesis of the Spectmm Model 

Wilber (1983a) synthesized the levels of stmctural organization to five levels and 

uses the names familiar to Westemers, "matter (1), body (2-3), mind (4-6), soul (7-8), 

and spirit^ (9-10)" (p. 35). Each level transcends but includes its predecessors, each 

stmcture enfolds, envelopes, comprehending, or compounds the previous stmctures (see 

Figure 1.3). Wilber says that these developments often "parallel or overlap one another; 

nonetheless each level is built upon, and rests upon, the foundation afforded by its 

immediately junior level . . . while the higher level rests on the lower, the higher is not 

caused by or constituted by tiie lower" (p. 38). For him, "the higher is in part emergent, 

discontinuous, milestone, revolutionary. The higher emerges by way of the lower; it 

^ Further, Wilber (1983a) combined levels soul and spirit into one-Spirit. 
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comes through the lower. . . but not from i t . . . For example, mind comes through libido, 

not^ow it" (p. 38).^ 

Spirit 

Mind 

Body 

Matter 

Figure 1.3. A SimpUfied Spectmm Model 

Wilber (1983a) emphasized that the human being is a compound individual.^ 

Potentially* for him, the human being is compounded of "matter, prana, mind, soul, and 

spirit" (p. 36). Wilber stated. 

The material body is exercised in labor with the physical-natural environment; the 
pranic (emotional) body is exercised in breath, sex, and feeling with other pranic 
bodies; the mind is exercised in linguistic communication with other minds; the 

54 I See Wilber (1983a) for distortions that may appear in each level of 
consciousness. 

^̂  The development of a compounded individual is carefully elaborated in The 
Atman Project {I986h). See also Wilber (19%). 

* Notice that the concept for "potential" is similar to Dissanayake (1987,1992a) 
view's of inherent propensities in our species. In this case, each level of consciousness is 
a potential and must be developed. Wilber (1989a) describes that "potential" is "not 
present or active" but that the whole point about "human potentials is that they drive to 
become actual or manifest, and those potentials, to tiie extent that they begin to manifest 
themselves, are experienced as drives, as manifest forces or intentions" (p. 232). 
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soul, in psychic and subtie relationships; the spirit, in absolute relation to and as 
Godhead, (p. 36) 

Additionally, Wilber (1983a) believed that humanity^ in tiie worid at large, 

actually and literally, reproduces itself on similar levels by an appropriate exchange of 

the elements of each level. He stated, "humanity reproduces itself: physically through the 

exchange of food secured by labor from the natural environment;^ bodily (or 

biologically) via exchange of breath and sex;* mentally via education and 

communicative exchange;®' spiritually via Uving exchange-transmission from adept to 

disciple" (p. 36). 

^ A thorough description of human development throughout time is offered. In 
Walsh's view, (1983b) Wilber's Up From Eden (1981c) is tiie application of the spectmm 
model to human evolution at large or phylogenetic. 

^ Wilber (1983a) mentioned Marx contribution to this physical level. He states, 
Marx . . . demonstiated that when the material-economic exchange process is 
oppressed and distorted, then upon that distorted base tends to emerge alienated 
thoughts and feelings, or "false consciousness," and that the higher cultural 
productions of art, philosophy, and religion are thereby pressed as ideology into 
mere servants of oppression, each becoming, in its own way, an "opiate of the 
masses." (p. 42) 

For Wilber (1983a), the problem with Marx is that he "made the material level and its 
exchanges paradigmatic for all forms of existence" (or for all other levels) (p. 42). 

* For Wilber (1983a), Freud's contribution is as important as Marx's is, but, 
instead of catering to the matter level, Freud caters to the body level of consciousness. 
WUber states, 

Freud demonstrated that emotional-sexual distortions tilted mental consciousness 
toward symptomatic sclerosis, blocked the free flow of mental ideas, and . . . set 
up another type of false consciousness in the form of a fa9ade or pseudo-self 
afienated from aspects of its own being, (p. 42) 

^ In Wilber's (1983a) view, Habermas stands parallel to Marx and Freud but 
focuses on the mental conrniunicative sphere. All three can be considered as addressing 
the hierarchy of disease, or the problems with the level they cater to—matter, body, and 
mind respectively. Each is an example of horizontal/translative development. 
According to Wilber, increasing rationalization marks Modem development. The trend 
of rationalization only covers half the story of his model (archaic, magic, mythic, and 
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For Wilber (1983a), in tiie individual tiie notion of relational exchange is 

expressed in the concept of "drives" or "needs." Human beings have drives that express 

the need for various environments, physical needs (food, water, air, shelter), emotional 

needs (feeling, touch-contact, sex), mental-egoic needs (interpersonal communication, 

reflexive self-esteem, meaning), spiritual needs (God-communion, depth)" (p. 37). 

Wilber added, "it is as if there were levels of 'food' or 'mana'-physical food, emotional 

food, mental food, spiritual food" (p. 37). For him, growth and development are simply 

the process of adapting to the new level.^' 

Deep and Surface Stmctures of Consciousness/Transformation 
and Translation 

In A Sociable Godil983a) and in other writings (i.e., 1986, 19%), WUber 

described at length his concept of deep and surface structures corresponding to each 

stmctural level of development A deep stmcture is the defining form of a level, and 

surface stmcture is a manifestation of the deep stmcture. Wilber, based on the precepts 

of perennial philosophy, found that "deep structures of consciousness are relatively a-

historical, collective, invariant, and cross-cultural; and surface structures are everywhere, 

variable, historically conditioned, and culturally molded"^^ (p. 45). 

rational). For him, the model includes psychic, causal, and ultimate (although not always 
acknowledged). Wilber states, "the trend to rationalization per se is necessary, desirable, 
appropriate, phase-specific, and evolutionary" toward those higher levels (p. 76). It is 
desirable that individuals and humanity reach rational levels to move toward those 
psychic, causal, and ultimate levels consecutively. 

'̂ WUber (1989a) believed that, for example, spiritual telos manifests itself on the 
material plane as hunger, on the biological plane as sex, on the mental plane as desire for 
communicative exchange. Spiritual telos, although "one" in an abstract sense, is plural in 
a concrete or actual sense (p. 230). 

^̂  In my view, Wilber's (1983b) contribution to understanding deep and surface 
stmctures of development would have been more than enough gift of insight for society 
(philosophy, psychology and anthropology). This notion, however, is only a part of his 
integral approach to development. I believe that Wilber's notion of deep and surface 
stmctures is indispensable to reconcile the impasse reached by modernist and 
postmodernist (Deconstmctionist) paradigms. The former is about deep stmctures, while 
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For Wilber (1996c), deep stmctures are "relatively permanent or enduring 

stmctiires. Once tiiey emerge in development, tend to remain in existence, such as 

linguistic competence" (p. 10). In his view, these are the "basic holons of consciousness 

itself (sensation, perception, impulse, image, symbol, concept, mle, meta-mle, vision-

logic, psychic, subtie, causal" (p. 10). Transitional or temporary stmctures include 

woridviews (e.g., archaic, magic, mythic, mental, existential, psychic). These stmctures 

are temporal because when the higher stage emerges, the lower is replaced by it as in 

moral development. In other words, "basic stmctures are preserved, transition stmctures 

are negated. Precisely because consciousness and identity are expanding and shedding 

their lesser and shallower orbits" (p. 11). 

WUber (1983a) used the example of a tall building as a metaphor to Ulustrate the 

different levels of stmctural organization. The highest floor represents "Brahman and the 

building itself as the ground of all levels of growth" (p. 45). Each floor itself represents a 

deep structure. The variable components on each floor—rooms and fumiture are 

representations of surface structures. The movement that occurs within surface 

stmctures Wilber calls translation; the movement of deep stmctures he calls 

transformation. And the relation between a deep stmcture and its surface stmctures he 

calls transcription. He stated, "translation is moving furniture around on one floor; 

transformation is moving to a different floor; tianscription is the relation of the fumiture 

to each floor" (p. 45). 

For example in the simplified version of four levels of consciousness (matter, 

body, mind, and spirit), matter is in the lowest or first floor, body in the second, mind in 

the latter is about surface stmctures. Within the tradition of Westem dualistic 
frameworks, it is impossible to view both as complementary aspects of human 
development. Instead one must select deep stmctures with which one is accused of being 
outmoded, rationalistic, essentialist, universalist, biologist, etc., or select surface 
stmctures with which one becomes relativist, contextualist, particularist, etc. Wilber's 
concept of deep and surface stmctures (transformations and translations) provides a solid 
framework with which to acknowledge and embrace the best aspects of both modernist 
and postmodemist paradigms, because in reality, we cannot thoroughly make sense of the 
world and understand human nature without both perspectives. 
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the tiiird, and spirit is in the fourtii or highest floor. In Wilber's (19%) view, "each 

transformation upward marks the emergence in consciousness of a new and higher level, 

with a new deep stmcture, within which new translation or suiface stmctures can unfold 

and operate" (p. 102). He added, "Every time a higher-order deep stiiicture emerges, the 

lower-order stiiictures are subsumed, enveloped, or comprehended by it" (p. 102). In 

Chapter V, I connect Wilber's notion of deep and surface stmctiires to understand the 

meaning and content of my work. 

WUber (1983a) offered examples corresponding to the levels of matter and 

mind,® 

The deep stmcture of the physical body is . . . [generally the same]-208 bones, 2 
kidneys, 4 limbs, 1 heart, etc.-but the surface activities of the body-acceptable 
forms of play, work, sports, etc.-differ from culture to culture, (p. 47)^ 
The deep stmcture of the formal operational mind is, as far as we know, identical 
wherever it emerges, but the actual surface forms of the mind-its particular belief 
systems, ideologies, languages, customs, and so forth—are everywhere different, 
molded largely by the culture in which the mind itself develops, (p. 47) (See also 
19%c) 

I parallel Wilber's (1983b) metaphor for levels of consciousness to my artmaking 

process in Chapter V. On the matter level, I focus on the materials used to produce my 

artwork such as pencil, paper, texture, line quality, colors, size, etc. At the body level 

® See Wilber (1983a), for examples of deep and surface structures within other 
levels of consciousness. 

^ It is necessary to clarify that this is a generalisation. There are cases of people 
who are not bom with all standard orgjms. In the case of undefined sex organs, the 
individual and/or society (surface stmcture) dictate the gender for that particular person. 
In terms of the brain, the conception of deep stmcture indicates that generally, human 
beings are bom with a brain. In terms of surface stmcture, each particular cultural group 
sets the conditions for the development (for that matter) of any aspects of our physical 
body, emotional, intellectual, etc. levels. In this sense is Howard Gardner's (1985) notion 
of human intelligence, which he defines as "the capacity to solve problems or fashion 
products, which are valued in one or more cultural settings. Intelligence is displayed, 
discovered, and developed within the context of meaningful culturally significant 
activities" (p. 417). The ability to develop intelligences is a deep stmcture the particular 
domain of the intelligence is culturally promoted or neglected. 
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(understood as encompassing matter), I place emphasis on depicting my instinctual 

desires, irritability, sense awareness, sensations, perceptions, impulses, feelings, 

emotions, or empathy tiirough the use of materials from level one. On the mind level, I 

plan (weight ideas, experiences, events), orchestrate (by means of technical knowledge 

and art methods), and interpret the content of my work (concepts and symbols as may be 

related to archetypal imagery from our collective unconscious, or surface stmcture 

charged by personal ideology or particular cultural imagery because of my ethnicity, 

gender, age, and social economic status). At the spirit level (which envelops levels 3, 2, 

and I), I place emphasis on the transformative power of art as it manifests in heightened 

stages of awareness and in the experience of unity consciousness. Each level (matter, 

body, mind, and soul) interacts and contributes to a whole. 

Wilber (1983a) saw individual and societal development or growth occurring in 

two primary dimensions: the /lonzontoZ-evolutionary-historical with translative 

dimension, and the ver?/ca/-revolutionary-transcendental with transformative dimension. 

Horizontal or translative growth is a process of transcribing, or filling out the surface 

stmctures of a given level.^ Transformation on the other hand, is a vertical shift, a 

revolutionary reorganization of past elements and an emergence of new ones. 

Translation^ has the function to integrate, stabilize, and equihbrate its given level, and 

transformation has the function to go beyond its given level. In Wilber's view, this 

dialectic of tensions constitutes much of the dynamic of development. 

Translations: Mana and Taboo. According to Wilber (1983a), translation has two 

facets, mana and taboo.^ 

^ Gussner (1983) noted the notions of deep and surface stmctures, transitional 
and transformational development as important contributions by Wilber, especially as 
Wilber applies it to individual development and in a parallel fashion to evolution at large. 

^ Acklin (1985) cited as central to Wilber's theory the concepts of translation and 
transformation. 

^' For Wilber (1983a), while the basic taboo is death, taboo takes different phase-
specific forms on each level. 
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Mana refers to the 'food' of each level: for example, physical food, emotional 
food (love, belongingness), mental food (symbol, tmth), spiritual food 
(iUumination, insight),.. ti-anslation is involved in securing the mana-food of its 
particular level and avoiding taboo via tiie processes of relational exchange 
(reception, assimilation, and release), (p. 47) 

For Wilber, "deatii is the fundamental taboo, the fundamental terror-angst of existence" 

(p. 50) or is the existential position or attitude as described by Rollo May (1983) and 

WUUam W. Spanos (19%). 

WUber (1983a) mentioned that while tiaditional psychology (Hinduism and 

Buddhism) agrees with tiiis existential position, it maintains that one can go beyond fear 

by "ti-anscending subject and object in satori, moksha, the supreme identity" (p. 50). It is 

my experience that these boundaries of object and self may be tianscended via artmaking 

processes. I believe that art transcends (in makers and viewers) the existentialist sense of 

angst and fear. 

Wilber (1983a) describes how he sees translations taking place. He states, "the 

present translation begins to fail its soothing, phase-specific integrative 

tasks . . . stmctural tension increase driving the system into turmoil; the stmcture loosens 

and breaks . . . the old translation dies; tiansformation ensues; new and higher 

translations are bom" (p. 92). 

Exoteric and Esoteric Religions. In A Sociable God {1983a), Wilber integrates his 

model of stmctural organization with the study of sociological approaches to religions. 

He describes the essential characteristics of religions—exoteric and esoteric, illegitimate 

and legitimate religions. In his understanding, "exoteric religions, which are everywhere 

different, refer to the lower, outward, and/or preparatory aspect of any religion that has 

higher, inward, and/or advanced aspects of teaching and practice"^ (p. 59). For him, 

esoteric religion refers to "the higher, inward, and/or advanced aspects of religious 

practice. Here, mystical experiences are the goal of the practice. He believes that 

legitimate religions validate tianslation by providing good mana and helping avoid taboo. 

^ Most fundamentalists, dogmatic, or sect-oriented religions fall into this 
category. 

64 



He states, "autiientic religions validate transformation to a particular dimension-level 

deemed to be most centially religious" (p. 60). For Wilber, the history of religion 

involves not only evolution to surface stmctures but also revelation in deep stmctures. 

Wilber's (1983a) differentiation of exoteric (outward) and esoteric (inward) 

religions, I believe, is important to understanding the tme nature of art. In my view, the 

fundamental characteristics of mystical and contemplative religions are similar if not 

identical to the experience of art as transformation. I believe that the experience of 

artmaking at heightened levels carries the esoteric or authentic characteristics like those 

of a mystical religion. In other words, while Eastemers seek transformation through 

contemplative methods, and mystics through authentic religions. I contend that secular 

society readily possesses the tools for accessing transformation by means of artmaking 

and viewing. Artmaking is a practice partially valued in contemporary societies; 

acknowledging the transcendental power of art may open doors for future generations to 

view it as parallel routes, side by side with contemplation and mysticism. 

Peak Experiences. For Wilber (1983a), all levels of consciousness can be directiy 

experienced and not only belong to the realm of belief of faith. In A Sociable God, 

Wilber (1983a) offered a description of peak experiences associated to religious practices 

that may be applicable to nonreligious peak experiences. He defines these as "temporary 

insight into (and influx from) one of the authentic levels of religious stmctural 

organization (psychic, subtle, causal)" (p. 68). For Wilber, authentic religious experience 

are different from "mere emotional frenzy, from magical trances, and from mythic mass-

enthusiasms" (p. 68). For him, peak experiences "result in a temporary suspension of 

reason via regression to /7re-rational adaptations . . . usually chthonic in mood, 

emotionally laden, body-bound, and non-insightful—an emotional short-circuit that sparks 

and sizzles with unconscious orgiastic current" (p. 68). He stated that on the opposite 

end of the spectmm, "trans-rational epiphany can be blissful, but it is also numinous, 

noetic, illuminative, and—most importantly—it carries a great deal of insight or 

understanding" (p. 68). Furthermore, for Wilber, there is an esoteric or highly advanced 
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meaning of peak experience, "a person already on the psychic level can peak experience 

the subtie or causal levels" (p. 76). In Wilber's view, actual transformation and 

adaptation to higher realms is a permanent and stable possibility, not merely a temporary 

experience. For Wilber, peak experiences are a glimpse into higher levels of stmctural 

organization that can be permanentiy realized through growth and stmctural adaptation. 

Initially, my impressions of transcendent or peak experiences were based on 

Aldoux Huxley's definition as stated by Hamlin (1991) of "being aware of and identified 

with a form of pure consciousness, of transpersonal consciousness which lies upstieam 

from the ordinary discursive consciousness of everyday . . . a non-egoistic consciousness, 

a kind of formless and timeless consciousness, which seems to underlie the consciousness 

of the separate ego in time" (Huxley cited in HamJin, 1991, p. 14). My understanding of 

peak experience was also based on Maslow's findings, "peak experiences, mystical 

religious experiences, and meditative yogic states" (Maslow cited in Hamlin 1991 p. 80). 

Maslow described, "these altered states seemed to involve a transcendence of the 

individual ego-self and direct, subjective participation in a larger reality, and they seemed 

to imply an organization of consciousness higher than the individual ego-self (Maslow 

cited in Hamlin, 1991, p. 80). Huxley's and Maslow's views do not seem to address the 

length of a peak experience; they do, however, convey heightened moments of creativity 

in, which the ego is transcended. I believe that artmaking, as transformation is more a 

plateau experience because artmaking at a heightened level is as long-lasting as the 

duration of the artmaking session (2-7 hours each session). Further, what is miraculous 

about art is that tiie effects (insight and understanding, love and compassion, peacefulness 

and contentment, and a deep sense of service) of that heightened experience last for a 

prolonged period of time or years. Walsh (1993a) researched Eastem contemplative 

traditions encompassed by perennial philosophy (i.e., Vedanta, Buddhism, Sufic, and 

Christian) and stated, "it became evident that peak experiences were not isolated 

phenomena, and not only that, but there were whole families of peak experiences 

identified, along with systematic techniques or roadmaps to induce and sustain them" (p. 

123). Walsh said that 
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The task is to realize the tianspersonal vision for ourselves through practicing a 
transpersonal discipline; to test and refine this vision through shidy, reflection, 
and critical thinking; to embody and express it in our lives; to share and 
conununicate it where we can; to use it to help the healing of our worid; and to let 
it use us as willing servants for the awakening and welfare of all. (1993a, p. 136) 

In my experience, artmaking as transformation corresponds to the transrational level in 

that it provides great insight and understanding of our lives, and of our surroundings. In 

this study I posit art as fulfiUing the needs Walsh (1993a) talks about. 

In One Taste (2000), I learned how WUber has developed the highest stages of 

consciousness in a permanent manner and is able to sustain awareness 24 hours a day. 

This doesn't mean that Wilber does not eat, rest, or sleep, because as he states i t 

The tme sangha always retains access to, and retains an appropriate place for, 
rational inquiry, logical reflection, systematic study of other philosophical 
frameworks, and critical appraisal of its own teachings in light of related areas. 
(1983a, p. 104) 

When reading and reflecting on the phrase "retain access to," I find similarities 

with the artmaking processes. As intense as the art process may be, there is time and 

place for thinking and decision-making during the actual process and during breaks, after 

a day's work, or a longer period. I do not conceive the higher stages of consciousness as 

ignoring the lower and the various functions. During this research, I have recorded in my 

joumal and tape recordings, activities taking place after artmaking within the two-month 

production period to this study. 

WUber (1983a) clarifies that. 

It is not the mind but an exclusive identity of consciousness with the mind. The 
infant-child is identified more or less exclusively with the body . . . it subsumes 
the body in its own larger mental identity. Just so, as spirit emerges, it destioys 
the exclusive identity with mind (and subsumed body) but does not destroy the 
mind itself; it subsumes the mind to its own larger supreme identity. The mind 
itself is perfectly valued, as is its free and critical inquiry into any theoretical area, 
(p. 104) 
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Walsh (1993b) recommended phenomenological mapping and deep stmctural 

analysis as one method to acknowledge the multipUcity and complexity of transpersonal 

experiences. He believes this is necessary, to appreciate the richness and variety of 

transpersonal states and to differentiate them from pathological states such as 

schizophrenia. See Walsh (1993b) for a phenomenological mapping of shamanic, mystic, 

and Hindu practices evidencing deep stmctures within particular or surface stmctural 

manifestations. 

Wilber's Epistemology 

For Wilber (19%), the evolutionary hierarchy is also a hierarchy of knowledge. 

Each level of the Great Chain of Being has its mode of apprehension or epistemology. 

For using the simplified version of body, mind, and spirit, the three corresponding modes 

of knowing are objective/sensory, symbolic/conceptual or mental, and 

contemplative/intuitive or transcendental. The Christian mystics refer to them as the eye 

of flesh, the eye of reason, and the eye of contemplation.^ Perennial philosophy 

identifies gross (flesh and material), subtie (mental and animic), causal (transcendent and 

contemplative) (p. 3). Aristotie refers to these realms of knowledge as techne, praxis (or 

phronesis) and theoria (p. 171). 

For Wilber (19%), the modes of knowledge are hierarchical in that for example, 

"the eye of reason transcends but includes the eye of flesh; the eye of contemplation 

transcends but includes the eye of reason" (p. 171). Wilber (1983a) clarified that these 

modes of knowledge correspond to the physical body, the mind, and the spirit, but, that 

^ Wilber (19%) referenced St. Bonaventure's three modes of attaining knowledge 
and their mode of illumination, the eye of flesh by which we perceive the extemal world 
of space, time, and objects {lumen exterius); the eye of reason by which we attain a 
knowledge of philosophy, logic, and the mind itself {lumen interius); and the eye of 
contemplation by which we experience knowledge of transcendent realities {lumen 
superius) (p. 3). Wilber also mentions Hugh of St. Victor's eye of flesh (cogitatio), eye 
of reason (meditatio), and eye of contemplation (contemplatio) (p. 3). 
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the mind can look not only at its own level, but at tiie other two levels as well, and that in 

each case the result is a different type of knowledge (see Figure 1.4). 

1) SPIRIT 

2) MIND 

3) MATFER 

SPIRIT 

• MIND 

MATTER 

Figure 1.4. Modes of Knowledge (Wilber, 19%, p. 172) 

The modes and realms of knowledge are 1 (spirit), 2 (mind), and 3 (matter). The 

subsets a, b, and c (based on Jiirgen Habermas)'" are characterization of three mental 

subsets. Wilber (19%) stated. 

When the mind confines itself to sensory knowledge, the mode is called 
empirical-analytic, and its interest is technical. When the mind works with other 
minds, the mode is hermeneutic, phenomenological, rational, or historic, and its 
interest is practical or moral^'... When the mind attempts to cognize the spiritual 

^ According to Wilber (1983a), Habermas distinguishes three modes of 
knowledge inquiry, the empirical-analytic (which deals with objectifiable processes); the 
historical-hermeneutics (which aims at interpretative understanding of symbolic 
configurations); and the critical-reflective (which apprehends past-cognitive operations 
and subjects them to a measure of insight) (p. 111). See WUber (1983b pp. 111-116) for 
an in-depth analysis of Habermas understanding of modes of knowledge. Note that 
Habermas does not consider any spiritual domain. 

' ' According to Wilber (19%), Kepler, Galileo, and Newton did empirical science 
and focused on the how, not on the why of a phenomenon. Knowledge is based on 
common sense (eye of flesh). Russell's principle of reference, Descartes self-evident 
tmths, and Husseri's direct phenomenological apprehension are all based on the eye of 
mind. 
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realm, its mode is paradoxical or radically dialectical, and its interest is 
sotereological (see Figure 1.5), (p. 172) 

- SPIRIT-PARADOXICAL MANDALIC/SOTEREOLOGICAL 

MIND.^--^MIND-HERMENEUTIC-PHENOMENOLOGICAUMORAL 

MATTER-EMPIRICAL-ANALYTIC^ECHNICAL 

Figure 1.5. Different Metiiods of the Mind Articulating Matter, Mind, and Spirit 
(WUber, 19%, p. 172) 

For Wilber (1983a), conceptual symbolic knowledge cannot be reduced to the 

objective sensory dimension, or the contemplative realm to conceptual symbolic 

knowledge without resulting in a category error.''^ Therefore, the method for establishing 

the validity of each realm's knowledge must be specific to its level. He suggests the use 

of analytic-empirical knowledge for objective data and the use of, phenomenology and 

hermeneutics^" for symbolic conununication (i.e., philosophical phenomenology or 

'^ For Wilber (19%), spiritual data is transmental and transconceptual, and 
therefore resist conceptual, rational, theoretical mapping, and codification. Further, for 
him, when the mind attempts to look at or thirUc about spirit, it produces paradoxical 
results. In his view, the mind cannot adequately look at or map spirit because spirit 
tianscends it. He adds, "the results are slippery, paradoxical, poetical terms of mandalic 
reason" (pp. 70-71). 

"̂  See Wilber's (1980), The Pre/Trans Fallacy for a thorough explanation of 
category error. Walsh (1985) indicates that the concept or Pre/TransFallacy or category 
error is one of Wilber's important contributions. He states, "we have all too often tended 
to assume that all nonegoic experiences are by definition pre-egoic regressions, an error 
that WUber documents at length and calls the Pre-TransFallacy" (p. 260). Similarly, 
Fittipaldi (1981) highlights the importance of establishing the difference between 
"preconscious, infantUe states of fusion and transpersonal conditions of unity" (p. 193). 
He adds, "these two states . . . are often confused by psychologists" (p. 193). 

'" For Wilber (1983a), human goals and values cannot be determined via 
empirical-analytic of objective methods. He states. 

For unlike the merely biological systems that form the basis of the functionalist 
model, human interactions also possess conscious meanings, values, goals, and 
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postmodern relativist/culturally constiTicted theories). Wilber recommended "direct 

Gnostic'^^ apprehension" for the realm of tiie contemplative (i.e., Eastem perennial 

philosophy). To reveal the contemplative realm, Wilber (1983a) offered his methodology 

of "Direct Gnostic Verification:"'^^ 

Direct (as opposed to textual) investigation of the higher levels of consciousness 
by means of gnosis/gnana for direct apprehension, and mandafic-logic to 
communicate them. Spiritual knowledge, itself is not symbolic; it involves direct, 
nonmediated, trans-symbolic intuition of and identity with spirit. Spiritual 
knowledge, like all other forms of valid cognitive knowledge, is experimental, 
repeatable, and publicly verifiable, because, like all other valid modes it consists 
of three strands: (1) Injunction: always of the form, "If you want to know this, do 
this." (2) Apprehension: a cognitive apprehension illumination of the "object 
domain" addressed by the injunction. (3) Communal confirmation: a checking of 
results with others who have adequately completed the injunctive and illuminative 
strands, (pp. 132-133)77 

purposes, and these relations are not so much objective as they are intersubjective. 
Consequently they are disclosed not so much by objective measurement and 
analysis as by intersubjective communication and interpretation, and these 
intersubjective interpretations slide through the system without leaving 
completely empirical-objective footprints, (p. 11) 

75 Gnostic is used to stand for the Greek word describing knowledge. 

7̂  WUber (19%) described gnosis as intuition, the human's highest faculty (p. 
171). 

77 WUber (1979c) originally addressed his methodology in Eye to Eye, ReVision 
giving an example of aU three strands. He describes, 

In empirical-analytic sciences . . . to know if a ceU contains a nucleus . . . you 
must learn to operate a microscope, leam to take histological sections, leam to 
storm cells, and so forth (injunction), look and see (apprehension), compare your 
apprehensions with those of others, (teachers, a community of like-minded 
scientific adepts. Bad injunctive theories will be rebuffed by noncongment 
apprehensions and subsequentiy rejected by the community of investigators, (p. 
134) 

Another example provided is for Zen practice, 
Zen has an injunctive strand, experimental and experiential. Injunction-leam the 
tools [through] years of specialized training and practice of meditation. 
Apprehension—illumination (satori—a direct seeing into one's nature); and 
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Confirmation by a Zen Master and the community of participant meditators, (p, 
134) 

In Two Humanistic Psychology? A Response (1989a), Wilber advocates 
mysticism in general because in his view, transpersonal experiences and mystics claims 
are based on "experiential evidence . . . no more or less verifiable than any other 
experiential knowledge claims, including those of empirical science" (p. 230). According 
to Wilber mystics claim that transcendence is not a theoretical postulate but a direct 
experience (or even permanent adaptation). Critics tend to invalidate tiiis claim by 
stating, 

1. Mystical experiences are not valid knowledge because they are ineffable 
and therefore incommunicable. Wilber responds, that mystical experience 
is ineffable, or not capable of being put entirely into words. He states, 
however, tiiat Uke experiencing a sunset, one has to have fived tiie 
experience to testify to it. He believes mystical experience can be 
communicated or transmitted by taking up spiritual practice under the 
guidance of a spiritual master or teacher. He states, "much as judo can be 
taught but not spoken; as Wittgenstein would have it, the mystical 'can be 
shown but not said'" (p. 240). 

2. Mystics might be mistaken. They might think they are becoming one with 
the ground of being. Wilber responds that this argument against mystical 
knowledge applies to all forms of knowledge based on experiential 
evidence (including empirical sciences). It is to be checked against more 
experiences, which is what other sciences do, check with other experts. 

3. A mystical vision could be a schizophrenic reaction. He responds that 
mystics rely on prayer or meditation. 

4. The mystical notion of living in etemity is a defense mechanism designed 
to shield one from the horrors of morality and finitude. He responds that 
the experience of timelessness is not an idea or a wish but a direct 
apprehension. He states that direct experience can be interpreted in various 
ways: "claim it is hallucinatory, claim it is mistaken, or accept it as it 
announces itself to be, a direct experience of timelessness or etemity" (p, 
241), 

5. The mystical experience is not real knowledge because it is not empirical. 
WUber responds, 

If by empirical you mean 'experiential,' then mysticism is 
definitely empirical and can be empirically validated. If by 
empirical you mean 'amenable to verification by the senses or their 
extensions,' then mysticism is not empirical-and neither are 
mathematics, logic, literature, most philosophy, psychoanalysis-
all of which, like mysticism, are largely transempirical. (p. 241) 
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Wilber (1983a) concluded that the verification of the contemplative is with 

verifiable Gnosis. He stated. 

If you want to know about the actual transcendent realms themselves, then take up 
a contemplative meditative practice (injunction)7* and find out for yourself 
(illumination,) at which point tiie all inclusive community of tianscendence may 
disclose itself in your case and be tested in the fire of tiie like-spirited 
(confirmation), (p. 135)7^ 

My perception is that similarly in tiie arts, a like-minded community of artists and art 

perceivers should have a greater voice in defining art. For the most part, however, those 

published and cited critics and theoreticians regarding the nature of art experience art 

only as viewers and do not experience its transformative power as makers of art. In 

Wilber's (19%) view, tiie modes of knowing, sensory, mental, and spiritual have access 

to direct, immediate, and intuitive apprehension or data (sensibifia, intelligibilia, and 

transcendelia). He says, "notice, however, that the very data of the mental mode-its 

words and symbols and concepts-simply because they are indeed symbofic, intentional, 

reflective, and referential can be used to point to, or represent, other data, from any other 

realm: sensibilia, intelligibilia itself, or transcendelia" (p. 173) (see Figure 1.6), 

^ In Wilber's (1989c) response to Kirk Schneider, Wilber highlights that the 
injunction mode is at the heart of mystical discourse. It provides experimental techniques 
and instmctions to train us how to grasp spiritual realities. Wilber states, "this mode is 
likened to a recipe for a cake. Although I cannot describe to you what a cake tastes like, I 
can give you a recipe; if you allow it, you, too, can taste the cake. Just so with 
mysticism" (pp. 497-498). 

79 How to validate transpersonal psychology? According to Hamlin (1991) Karl 
Popper in The Logic of Scientific Dwcovery-demonstiated how logical positivism can 
lead to absurdity since its vital verification principle, in experience, eliminates all 
metaphysical statements and consequently destroys empirical hypotheses and scientific 
knowledge as a whole . . . Most of the propositions of natural sciences are not empirically 
verifiable and must therefore, be rejected as "metaphysics" (p. 20). In other words, 
empirical science has intrinsic metaphysical elements. 
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SPIRIT 

MIND 

MATTER 

SPIRIT (TRANSCENDELIA) 

MIND (INTELLIGIBILIA) 

MATTER (SENSIBILIA) 

Figure 1.6. Modes of Apprehension of Data (Wilber, 19%, p. 173) 

Number 5 is sensory-material or sensorimotor perception (sensibilia). Number 4 

is empirical-analytic mental knowledge, or mind's ideas about the sensorimotor world. 

Number 3 is hermeneutic, intiospective, and phenomenological knowledge. It is mind's 

knowledge about mind. Intelligibilia reflects on and grounds itself in the world of 

intelligibilia itself.*' Number 2 is paradoxical or mandalic reason,*' or mind's attempt to 

think about spirit. Intelligibilia attempts to reason about spirit or transcendelia. Number 

1 is spirit's direct knowledge of spirit^ (nonmediated or nonsymbolic knowledge, 

intuitive and contemplative).^ 

^ Wilber (19%) clarified that "mind (intelligibilia) is phenomenological 
philosophy, introspection psychology, intersubjective communication, interpretation, 
value systems" (p. 176), These form maps of subjective and intersubjective realms, 

'̂ According to Wilber (19%) mandalic sciences, including mental cartographies 
of spirit, are paradoxical. 

82 Wilber (19%) noted that this involves noumenological or gnostic sciences. 

^ Wilber (19%) stated, "you can read, think, and write about the Tao all day, and 
none of that is the Tao, No mental theory is even close to Brahman . . . And since, if you 
do reason about Tao, you will only generate paradox" (pp. 174,194). 
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Wilber (19%) noted that mind articulating about other data (sensory, mental, or 

transcendental) is an intermediate process. "It is a mapping, modeling, or matching 

procedure or theoretical knowledge constmction" (p. 68). He described that neither 

sensorimotor nor spiritual realms form theories altiiough they can be objects of tiieories. 

The reason for this is that one is presymbolic, the other transymbolic, while theories are 

symbolic or mental productions. Nevertheless, in presymbolic and transymbolic realms 

tiiere is valid experience, valid knowledge, and valid apprehension. Wilber offered his 

epistemology as a "transcendental paradigm" in an attempt to integrate the three modes 

of knowledge. 

WUber's Understanding of Phenomenology and Hermeneutics 

According to WUber's (1983b) definition, "phenomenology^ is an attempt to 

directly study [the] realm of intersubjective intelligibilia ... Hermeneutics is simply the 

branch of phenomenology that is specially concemed with interpreting the meaning of 

these intersubjective or intentional symbols" (p. 13). For him, phenomenology is the 

** Walter L. Brenneman, Jr. et al. (1982) described phenomenology as, 
A creature of ambivalence; like the serpent that lives in both water and on land, or 
the salmon that dwells in both salt and fresh water, phenomenology crosses 
boundaries . . . [It is] a highly controversial discipline whose limits are vague, 
resisting the rigors of definition, and whose critics outnumber its adherents . . . 
those who claim its name explicitiy do so at their own peril . , , for they will be 
inevitably challenged by colleagues, (p, 1) 

From reading about phenomenology, I realize that as with all fields of knowledge, 
there is the phenomenon (event or thing) and there is a method to access the event, thing, 
or experience of that phenomenon. It is phenomenology. Additionally, there is the 
theory or philosophical perspective sustaining the practice of phenomenology. In this 
study I claim that the act of artmaking is a phenomenological event at its essence. I use 
description and/or interpretation to disclose its meanings. Therefore, this study has 
aspects of phenomenology and of hermeneutics. Gadamer suggests that art is a form of 
hermeneutic experience per se or a manifestation of tmth (Gadamer referenced in Wilson, 
19%), which in my view implies some sort of translation of an experience. 
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stiidy of the meaning of mental acts as mental acts.®^ Phenomenology describes what 

we^ think we do when we think, what we see when we see, what we hear when we hear. 

It describes the phenomenon from within the phenomenon.^ 

Wilber (1983a) viewed mental phenomenology (in any of its branches, 

philosophical,^ psychological, linguistic, sociological, and others) as "the science of 

discovering and reproducing . . . meanings, patterns, stmctures, and laws" (p. 51). For 

WUber (1986), in rational-phenomenology the data itself is seen or experienced orUy with 

the eye of mind. In his perception, the object domain is intelligibilia, because "the things 

we are looking at are thoughts—their stmcture and their form-as they immediately 

display themselves to the inward mental eye" (p. 47). Wilber (19%) mentioned that in 

classical phenomenology (e.g., Husserlian), 

One begins phenomenology with an injunction, which is to "bracket out" 
extraneous events and various preconceptions and thus approach a direct, 
immediate, and intuitive apprehension of the object domain of mental phenomena 
as mental phenomena, and these apprehensions are then shared and confirmed (or 
rebuffed) via interpersonal communication and interpretation, (p. 48) 

WUber (19%) stated, "the starting point for such mental-phenomenology is 

simply this: What is the very nature of a mental act, a symbolic occasion, a linguistic 

understanding, as it discloses itself intuitively or immediately to the mind's eye?" (p. 48). 

According to phenomenology he added. 

If one directiy inquires into a mental act—an image, a symbol, a word, as one 
actually uses it—one will find that it intrinsically possesses intentionality or 

^ See Kersten (1989) for a description of Husserlian mental life-processes and 
descriptions (Erlebnisse). 

86 We" here stands for human beings. 

^ It is what Husserl means by pure tianscendental reduction, which allows us to 
focus on a specific phenomenon or part of a phenomenon. 

^ Wilber (1983a) gave the example of rocks, photons, trees, etc, which are not 
philosophical in that "these do not themselves possess meaning (in the sense that they do 
not symbolically represent or point to something other than themselves)" (p. 48). 
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meaning; it has a native form or stmcture; and it is semiotic or symbolic. For, 
unlike the objects of sensibilia, the objects of intelligibilia intrinsically possess 
meaning, value, or intentionality (i.e., mental symbol of act carries the power to 
represent or point to some other object or act). And the way you discover such 
meaning is via mental inquiry or interpretation, not sensory impact, (p. 48) 

WUber (19%) stated, "there is no emp/r/ca/—scientific proof for the meaning of 

Hamlet. It is a mental-symbolic production and can thus be understood or apprehended 

only by a mental act" (p. 48), He added, "Hamlet is not composed of elections, 

molecules, wood, or zinc; it is composed of units of meaning—mental data—which 

disclose themselves not as sensibUia but as inteUigibilia" (pp, 48-49), 

Likewise, for WUber (19%), phenomenology discloses that intelligibilia are not 

only meaningful and intentional, but also intrinsically intersubjective.^ For him, in 

communication and discourse, "many minds may step into the union of shared symbols, 

entering into each other in a way that greatiy transcends mere bodily contact or 

intercourse" (p. 49). He stated, "meaningful communication is no mere chaos or random 

babbling—it has structure, it has rules, it follows a logic or form. It is a very real 

territory with very real data—hut data that are hidden to mere sensory apprehension" (p. 

49). 

For Wilber (19%), "mental-phenomenology is concemed with the nature, 

stmcture, and meaning of intelligibilia—with language, syntax, communication, 

discourse, logic, value, intentionality, ideas, meaning, concepts, images, symbols, 

semiotics" (p. 49) as they appear in various branches of knowledge. 

Through general mental-phenomenology we leam about the sphere of intelligibilia, 

which is subjective. Nevertheless, phenomenological apprehensions are not "mere 

values" or "just ideas" as opposed to "real facts," because in the mental realm, "values 

and ideas are the real or immediate facts or data directly disclosed" (Wilber, 19%, p. 49). 

Further for Wilber phenomenological apprehensions can be "tested by striking them 

^ Wilber (19%) gave the example of an apple as a symbol known and its meaning 
shared by others intersubjectively. 
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against the community of other minds who have followed the proper injunction" (pp. 49-

50). In his view, bad injunctions will be rebuffed. 

Wilber (19%) posited that intersubjective stmctiires themselves will rebuff 

erroneous claims. 'They are not the result of wishful thinking, subjective bias, or 

nonverifiable opinions but the result of following mles of good interpretation, rigorous 

like those of empirical science" (pp. 50-51). Empiricists identify as non-empirical or 

nonsensory investigations subjective psychology, idealistic phenomenology, and 

ontology, because empiricists overtook intrinsic stmctures of intelligibilia itself 

For Wilber (19%), 

Mental-phenomenology must observe all three strands and structure of the 
intersubjective realm of intelligibilia (the other mental facts themselves and the 
community of interpreters) as in empirical testing (which are easier because it is 
performed by a subject on an object, whereas mental-phenomenology is 
performed by a subject (or symbol) on or with other subjects (or symbols), (pp. 
51-53) 

For Wilber (19%) in empiric-analytic strategy, we use symbolic mind to map or 

mirror the presymbolic world or objects. In mental-phenomenology, we use the symbolic 

mind to map or mirror the symbolic mind itself or use symbols to mirror or reflect other 

symbols, which themselves can reflect the reflection, and so on in a "hermeneutic circle" 

of meaning (p. 52). 

Wilber and Hermeneutics 

Wilber (19%) based his views on hermeneutics^ on the writings of Hans Georg 

Gadamer and Paul Ricoeur for whom hermeneutics means mentality in general, or 

* According to Ihde (1971), hermeneutics is not a weU-defmed field. In its 
broadest sense hermeneutics means interpretation, but for Ihde, there is no unified or 
agreed upon criteria for interpretation. He finds that even in its historical uses, the 
broadness of its meanings is suggestive. "Aristotle's Peri Hermeneias is 'interpretation' 
as logic; Plato's techne hermeneia is an art of making obscure expressions clear" (p. 6). 
Brenneman, Jr. et al. (1982) define hermeneutical phenomenology as a "science of 
interpretation that seeks to bring to light the primordial nature of a particular 
phenomenon" (p. 2). For them, interpreters engage in "an intimate relation with the 
phenomenon as it reflects back on us" (p. 2). Brenneman, Jr. et al. believe that 
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symbolic intentionality and meaning and value (p. 173). Hermeneutics WUber (1981a) 

understood as the science of interpretation of symbolic meaning. He asked. 

What is the meaning of Macbethl or last night's dream? or of your life? 
[Meaning here, he says] is established not by sensory data, but by unrestrained 
communicative inquiry and interpretation . . . tmth^' of the mental realm is not 
sensory but symbolic . . . [that] symbolic-mental productions always exist in a 
particular historical context, and a subjective grasp of that context is necessary to 
highlight their meaning, (p. 32n) 

WUber (1983a) befieved we must enter the hermeneutic circle,^ which is set in a 

particular historical context in order to understand the particular meaning of symbols.^ 

Heidegger's hermeneutical phenomenology (ontological) is a method that focuses on the 
essential dimension of phenomena reflecting each other. For Brenneman, Jr. et al. not 
only does the "attitude of concem with situation" affect the object of study, but it also 
affects the life or existence of the investigator, changing (him/her) and the quality of 
existence itself" (p. 18). 

'̂ Relating Gadamer's concept of tmth in art, "what we experience in a work of art 
and what invites our attention is how tme it is, that is, to what extent one knows and 
recognizes something and oneself" (Gadamer cited in Risser, 19%, p. 159). According to 
Risser (19%), Gadamer's perception of philosophical hermeneutics is the "entanglement 
in the image that entangled us in tmth" (p. 166). He adds that other dimensions of 
hermeneutic experience is a constant "entanglement of thick images in which the 
inteUigible is itself entangled" (p. 167). For him, such entanglement is prescribed not 
only by the character of tiie image, but also by the character of hermeneutic experience 
that always begins with "a supporting mutual understanding" (p. 167). Brenneman, Jr. et 
al. (1982), referencing Dilthey state, 'understanding' is possible because the interpreter 
shares with all humans past and present, common stmctures of human experience" 
(DUthey in p. 2). 

^ According to Wilber (1983a), the hermeneutical circle is constituted by the 
intersubjective exchange of linguistic symbols, an exchange that is always set in a 
particular historical context. Hence the common titie, "historical-hermeneutics" (p. 14). 
Wilber (19%) mentions tiiat tiie hermeneutic circle is "the self aware of itself only by 
taking the role of other-but the same is equally tme of the other" (p. 193). He stated, 
"two mirrors in discourse, co-creating each other in communicative exchange" (p. 193). 
In Wilber's (1996) view, "human mind can indeed form and inform the objective world, 
but those objects then embody an intelligibilia that is not given to mere sensibilia but 
dialogic science or general mental-phenomenology" (p. 57). Brenneman, Jr. et al. (1982), 
see the hermeneutic circle as the interaction between the interpreter and the phenomenon, 
each side revealing itself to the other a process in which both participants are changed. 
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Wilber (19%) provided an example of the three modes of knowledge using the 

case of Egyptian hieroglyphics.** He stated. 

What we have here is a mysterious language-some form of hidden inteUigibilia-
inscribed on stone tablets. Empiric-analytic inquiry can provide the age of the 
stone; its composition and weight but it cannot contribute to the understanding of 
the intelligibilia of the hieroglyphics themselves or their meaning, (p. 50) 

Wilber (1983a) added. 

To determine the meaning [of the hieroglyphics], I must follow a set of mental 
injunctions—I must begin to look for the inner stmcture of the symbols with my 
mind's eye; I must experiment, try out, various combinations of symbols to see if 
the right combination, the right injunction, leads to a meaningful apprehension of 
their possible meanings. If a certain combination looks correct, I still must check 
it with other combinations—a promising meaning might actually be rebuffed by 
other meanings down the line. Finally, I must check my overall results with 
others similarly qualified, (p. 50) ̂ ^ 

^ WUber (1983a) believed that if we want to understand anyone else's symbols 
and meanings, then the best approach is some sort of empathetic interpretations, just as if 
we wish to understand Hamlet or Goya's paintings or any other symbolic communication. 
He states, "I must reproduce in my awareness via interpretation the inner world or 
meaning of the work to grasp its essential message" (p. 12). 

** Wilber (19%) is referring to the study of the Rosetta Stone by Jean-Francois 
ChampoUion and Thomas Young. 

^̂  Wilber (19%) believed that Freud started with an empiric-analytic approach to 
discover the meaning of psychological data (dreams and symptoms), their intentionafity, 
and their interpretation. Freud's realm of study was "mental-phenomenological, 
hermeneutical, and historical (the individuals own self-system—past fixations, traumas 
and repression). [It was] the historical consciousness, reconstmction and remembrance 
of personal history to understand its present influence" (p. 57). For Wilber, 
psychoanalysis was a dialogue and demanded intersubjective discourse instead of an 
empiric-analytic approach. Therefore in his view, Freud's main discovery was not a 
theory, but an injunction (an exemplar or a paradigm), "the injunction was free 
association (which discloses the unconscious primary processes—'Say whatever comes 
into your mind')" (Freud cited in p. 57). In Wilber's view, by using tiiis injunction, Freud 
began to collect data on the unconscious primary processes. These data could be verified 
by following the three strands: (1) the injunction to free associate; (2) apprehensions or 
data; and (3) comparison and contrasting the data within a community of the similarly 
adequate. According to Wilber (1996), some of Freud's theories have passed the 
intersubjective test of Uke-minded or communicative intelligibilia "the existence of 
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Differences Between Empiric-Analytic and 
Mental-Phenomenological Inquiry 

Wilber (1983a) established tiie differences between empiric-analytic^^ and 

mental-phenomenological inquiry. Empiric-analytic^ inquiry is performed by a subject 

on an object, but mental-phenomenological inquiry is performed by a subject (or symbol) 

on or with otiier subjects (or symbols). In empiric-analytic inquiry, tiie referent of 

conceptual knowledge is other than conceptual knowledge, whereas in mental-

phenomenology, the referent of conceptual knowledge is the process of conceptual 

knowledge itself (or the stmcture of ideas, language, communication, and intentions). 

The facts (data) of empiric-analytic inquiry are things-usually things in nature; in 

contiast, the facts (data) of mental phenomenology are thoughts—usually symbols in 

history. In empiric-analytic inquiry, the propositions themselves are intentional 

(symbolic), but the data are nonintentional (presymbolic); in mental-phenomenology, 

however, both the prepositions and the data are intentional and symbolic. Empiric-

analytic inquiry is a monologue—a symbolizing inquirer looks at a nonsymbolizing 

unconscious processes, defensive or repressive mechanisms, narcissism, the importance 
of development, the existence of different types of psychological stmctures" (p. 59). 
WUber states that those that have not passed the text are Freud's "derivation of ego from 
id, overemphasis on sexual etiology, certain anthropological speculations, phallocentrism, 
and the exact nature of dreams" (p. 59). 

^ Notice that here I am using the word "empiric" as Wilber uses it in this section 
instead of "empirical" as I have used it throughout this paper. 

^ Empiric-analytic inquiry for example when applied to psychology (the human 
being) produces classical behaviorism in the style of Skinner. According to Wilber 
(1983c), behaviorism accepts as data only sensibilia. The mind as mind is dismissed, and 
the organism is viewed as a reactive mechanism. Behaviorism collects sensible-objective 
data (data on reinforcement timetables, conditioned responses, positive and negative 
reinforcements). For Wilber, behaviorism is a monological science, which works well 
with animals and objects, but not with human beings, who possess mental stmcture that 
obeys laws of intelligibilia. Wilber (19%) emphasizes that "intersubjective phenomena 
develop in the realm of discourse, dialogue, communication, introspection, hermeneutics, 
and phenomenology" (pp. 54-55). 
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occasion-whereas mental-phenomenology, is a dialogue-a symbohzing inquirer looks at 

other symboUzing occasions (pp. 54-55).^ 

Additionally, Wilber (1983c) gave an example (which is appropriate to my study) 

of empiric-analytic and symbolic-hermeneutic levels of knowledge and their 

methodological strategies using Goya's May 3, 1808. Wilber is of the opinion that "the 

artwork [could] be studied empirically as an objective entity: the composition of the 

paint, the data of the canvas . . . the sensibilia of the artwork itself~its colors, lines, 

surfaces, or aesthetics" (p. 55). He claimed that: 

If Goya was trying to communicate not just sensibUia but intelligibUia, then 
empirical impact and study no longer avail. The canvas and paint are still objects 
out there, but they axe formed and informed by human intelligibilia, by the human 
creative mind; they embody in objective form the intentions, of human subject, 
and those intentions are not given empirically or sensory, (p. 56) 

WUber (1983a) stated that in order to leam about the intentions and meaning of 

Goya's work, "he must enter Goya's mind, to 'talk' to him . . . [he] must use [the] 

historic-phenomenology, hermeneutics, dialogic technique [ s ] . . . to attempt to recreate, 

via the mles of good interpretation, Goya's intentions" (p. 56). In order to understand the 

"mood in which Goya painted" he has to "grasp and interpret his personal-subjective 

intentions" (p. 56). For Wilber, Goya was trying to teU us something: 

The painting was done during the period of Napoleonic invasions, of civil war, of 
firing squads, all of which appalled Goya. The painting is brilliant and frenzied in 
its execution; it constitutes a vivid and vicious indictment of human barbarism 
and outiage at the world given over to war. Of course, there might be other 
meanings as wel l . . . but any sole meaning or interpretation will not do—this 
painting is not about the joys of war. We might not be able to determine all the 
legitimate meanings via hermeneutic-phenomenology, but we most certainly can 
determine some, perhaps most of them. (p. 56) 

98 In WUber's (1983c) view, 
Empiric-analytic inquiry can proceed without talking to the object of its 
investigation—no empirical scientist talks to electrons, plastic, molecules, 
protozoa, fems, etc. But the very field of mental-phenomenological inquiry is 
communicative exchange or intersubjective and intersymbolic relationships 
(language and logic), and this mental-phenomenological depends in large measure 
on talking to and with the subject of investigation, therefore it is dialogic, (p. 54) 
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In WUber's (19%) view, phenomenological investigation has the phase of 

verification through a community of intersubjective interpreters. A community of 

transubjective meditators verifies contemplative practices, for example between Zen 

master and student. Wilber believes that it is precisely this verification phase of 

phenomenology and hermeneutics by like-minded individuals that avoids "bad 

injunctions" (p. 185). He says that it depends upon the caliber of the community of 

interpreters. A bad interpretation will not meet consensus and will be rebuffed. Further, 

a phenomenological tmth, in order to be recognized as tmth, must be tested in a 

community of like-minded interpreters. For him, the hermeneutic test is as stringent and 

demanding as the empiric test, but the empiric test is easier because it is performed by a 

subject on an object, whereas phenomenology is performed by a subject on or with other 

subjects. 

For Wilber (19%), tme phenomenology is always evolutionary, dynamic, or 

developmental, and "to grasp the phenomenon's nature is to attempt to reconstmct its 

development—trace its history, map out its evolution, discover its context not just in space 

but in time" (p. 199), which he does throughout his writing. My intention in this study is 

to follow this type of mapping but in relation to the phenomenon of artmaking as 

transformation. 

A goal of this study is to begin to establish a research metiiodology based on 

Wilber's framework of stmctural development and epistemology for new studies about 

the nature of art from the artist's perspective so that in the near future, a like-minded 

community of insiders may have a say into what art is and document its power from 

which others can benefit. 
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Overview of Styles of Phenomenology 

There exist two great branches of philosophy, continental and analytical 

(European or American). Continental philosophers include Edmund Husseri,^ Martin 

Heidegger, Hans-Georg Gadamer, and Paul Ricoeur (the last two associated by a 

hermeneutics, which combines phenomenology and pofitical thought), Jacques Derrida, 

Michel Foucault, Julia Kristeva, Diane Elam (stmcturalist-deconstmctionist), Jiirgen 

Habermas, Patti Lather, bell hooks (critical theory). Analytical philosophy implies the 

precepts of continental philosophy, in full or partially, or new perspectives. According to 

Don Ihde (1986), analytical phenomenology in the '80s was represented in the United 

States by Peter Caws, Stanely Cavell, Arthur Danto, Newton Garver, and Charles Taylor 

through The Society for Phenomenology and Existential Philosophy^°° (p. x). 

J, M. Edie (1%7) traced the development of phenomenology in American studies 

and finds that phenomenology in this country is passing from the stage of repetition, 

commentary, and critical analysis of European phenomenology, to producing new genres 

of phenomenological investigations. Many keep the title "phenomenologists""" in 

quotation marks, however, and hesitate to apply it to themselves specifically or without 

qualification, confirming the belief of Brermeman, Jr. et al. (1982) about the ambiguity of 

the term. 

* Dominique Janicaud (19%) stated that Husserl is considered the father of 
phenomenology, although there are antecedents to his phenomenology in Kant and in 
Hegel. 

""'According to Ihde (1986), phenomenology has grown to be the third largest 
special interest group in American philosophy, with almost 1(XX) in its mailing list at the 
time of his book's publication. 

'°' Janicaud (19%) believed that the question of the nahire of phenomenology is 
still valid today, because it has not yet been thoroughly answered. For her, HusserUan 
phenomenology is the study of essences (eidetic) of perception, of consciousness, but it is 
also a philosophy, which relocates essences within existence (i.e., Merleau-Ponty), by 
starting from their facticity . Therefore for her, phenomenology deals with essences and 
with human facticity (p. 52). 
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Wilber (1981a) dedicated a whole book (No Boundary), to remind us that in 

reality there are no tme boundaries. For him, it is helpful to use mapping and 

categorization as metiiodological procedures to study or analyze things, and events but 

not to subvert reality as Deconstmction does.'°^ Phenomenology is a method and a 

philosophy of mapping experience and describing/interpreting phenomena. 

Phenomenology (without qualification) is an umbrella term under which a variety of 

phenomenological styles or trends or strategies have developed (see also Janicaud, 19%). 

Husseri. It is said that Husseri's phenomenology is transcendental and idealist, 

and further, that it is based on Modem phUosophy (Cartesian'"^ rigorous science'*'). 

Husserl is viewed as neo-empiricist perceptualist, microperceptionist or sense 

perceptionist (Ihde, 1986). J. M. Edie (1%7) identifies Husseri's phenomenology with 

phenomenology of the natural attitude, "the study of intra-mundane stmctures of 

experience" (p. 187). Brenneman, Jr. et al. (1982), described Husseri's view that "tiie 

special task of philosophy was to bring to light the ideas lodged within the facts of the 

'°^ Diane Elam (1994) expanded Deconstmction to be subversive in her 
Groundless Solidarity theory, referred to also as perpetual displacement. 

'"̂  In the Cartesian Meditations (1993), Husserl described a first methodological 
principle, "I as someone beginning philosophically . . . must neither make nor go on 
accepting any judgment as scientific that I have not derived from evidence, from 
'experiences' in which the affairs and affair-complexes in question are present to me as 
'they themselves"' (Husserl referenced in Kersten, 1989, p. 17). 

"^ For Husserl, rigorous science means that phenomenology is considered the 
method of scientific philosophy as such. It is a science, a method, a system, and an 
attitude of mind (referenced in Brenneman, Jr. et al., 1982). For John Sallis (1986), this 
means, "it is a matter of placing philosophy under the demand that the last word be left to 
the things themselves" (p. 76), Philosophy under this perspective is a science of 
beginnings or radical. "It must avoid simply identifying the things themselves with 
empirical facts, must avoid identifying itself with mere empiricism. It must be radical 
even as regards the identity of the things themselves; hence ultimately as regards its own 
identity, its own self-understanding" (p, 76), In Sallis's view, "radical phenomenology is 
two-sided. It is research of theoretical work on the things themselves . , , as they show 
themselves . . , it must expose itself to the question of identity of the things themselves 
(or ask What Things are Things Themselves?)" (p, 76), 
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worid" (p, 20). In tiiis view, Husseri's eariy work dealt with the ideal nattire, or essence 

of mental acts relating to cognition-such as believing, seeing, and imagining. It is 

different from psychology in that it is descriptive rather than causal in its approach. 

Husseri did not try to explain acts in terms of the known facts, but to describe them in 

such a way as to reveal tiieir essential nature. Brenneman, Jr. et al. identify Husseri's 

later work as transcendental or pure phenomenology.'"^ In i t Husseri set forth a method 

known as the reduction, which makes possible tiie reconstitution of the appearance of the 

world in terms of its tianscendental stmcture or essence. The same reduction, applied to 

the investigator, gave rise to the notion of transcendental ego. According to Ihde (1986), 

the premise of the tianscendental ego is that a "world and ego are correlated; ego is not 

self-enclosed-it reaches only by way of the world; and there is no subject without an 

object, or object without a subject" (p. 188).'°^ In the view of Brenneman, Jr. et al. 

(1982), Husserl was interested in regaining the original and authentic task of philosophy, 

a task whose focus was not on the facts but on ideas, or rather, on the idea of the facts, 

and that it is cmcial to distinguish between facts and ideas. Fundamentally, the 

phenomenological attitude requires attention to the awareness of experience and a 

reflection upon the experience. In Salfis's (1986) view, it is the attention to the things 

themselves as they present themselves. It involves setting aside all prior interpretations, 

setting all presuppositions out of action and attending to things as they show themselves 

'"̂  Pure phenomenology is made up of descriptions of acts of thinking and 
knowing in general. "Phenomenological theory is that theory, which expresses a will to 
knowledge as a foundation for a critically justified formal ontology" (Kersten, 1989, p. 
9). According to Kersten, phenomenology is pure in that it is free from confusing logic 
with psychic mental life-processes and acts of consciousness. She states, 
"phenomenology is . . . pure in the sense that it is restricted to description without 
empirical-genetic explanation: its theory is pure theory, its description is pure 
description" (p. 9). 

'°^ This notion is based on the Cartesian worldview of subject/object dualism or 
dichotomy, which is disputed today. Wilber provides the framework and methodology to 
transcend subject/object dualism through deep meditation. In this study I posit that it can 
be cultivated through artmaking processes. 
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in their immediate intuitive presence, which allows for certain stiiictures of experience 

that repel the process to reveal their essences. In Sallis's (1986) understanding, for 

something to show itself through experience require that the conditions exist for 

something to manifest itself. 

In my view, this is a natural phenomenon of artmaking. The process of artmaking 

aUows for essential aspects of life or things that do not disclose themselves ordinarily in 

experience, to disclose themselves within the process of creativity. Further, in artmaking, 

Husseri's pure phenomenology"" (reduction, parentiiesis, bracket,"* and switching off) is 

a method that reveals itself naturally. In my particular case (which 1 will describe 

simplistically), in order to prepare myself mentally for a creative phase, I might first 

decide on a time and date to start a period of art production, I then might order or prepare 

all materials needed for the task, I might on the day scheduled, if working at home, 

bracket all activity happening in the house and its surroundings. I bracket the 

environment within the room (object, pictures); I then bracket sounds out of my 

awareness. Later I bracket my body (members and mental activity—thinking processes, 

problems, imagery, etc.) successively until there is awareness only of my hand and a part 

"" Kersten (1989) referenced Husserl stating that "the exercise of 
phenomenological epoche . . . signifies a setting out of action or excluding of the general 
positing belonging to the natural attitude—an excluding of the accepting of the actually 
existing, real world as an existing world" (Husserl cited in p. 23), Kersten posited the 
question, "what will remain if everything is parenthesized, if the whole world is 
excluded?" The answer, following Husserlian precepts, is that "mental life-processes still 
remain in acceptance , , , even when the whole actually existing real world is 
parenthesized" or that mental life-processes have a 'being' of their own (p, 23), In my 
experience, while experiencing heightened stages of awareness or unity consciousness, 
mental-processes cease to be reduced or parenthesize and translate into cosmic fusion; 
language, however, is limiting to describe this phenomenon. 

'"* It is a bracketing of the natural world. In this regard Janicaud (19%) stated it 
as "putting myself out of play . . . and let everything be as it is" (p. 54). For her, the 
epoche does not modify the facticity of things. She stated, "but it changes my belief. At 
any moment and from any standpoint, I can freely connect my empirical judgements, 
thereby performing the transcendental epoche" (p. 54), Therefore, she believed, 
"Husserlian method is two phased reduction (bracketed) and the procedure of eidetic 
(essence) variation in intuition" (p. 54), 
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of the drawing surface. During further bracketing, die hand, and the pen, and the drawing 

surface disappear from awareness into a fusion of the three-to-one or none, which is what 

Wilber calls unity consciousness. In tiie case of artmaking as transformation, Husseri's 

method of pure phenomenology is a procedure that happens naturally as part of creative 

acts. I believe Husseri's insight is highly valuable in providing, in my view, the 

conceptual framework for understanding phenomena, but, indirectiy, it also provides the 

framework for understanding essential aspects of artmaking. 

It occurs to me that what quality art education does for children at grade levels, is 

precisely the bracketing of extemal elements first through providing an adequate 

enviromnent for creativity. Phenomenological reductions are further facilitated for 

children when they are carefully motivated and guided at the beginning of the art session 

and allowed to focus on their activity during the time allotted for the activity (which 

varies with different age levels) in order for the whole creative process to take place. In 

my experience, children show, while making art, signs of applying (without knowing) 

eidetic, pure phenomenological strategies apparent or obvious through stages of deep 

concentration. Children appear to be able to bracket everything including their 

environment except for the interaction with themselves and their object. The results of 

this process are meaningful experiences and art products with personal content and value. 

Within the styles of phenomenology, phenomenological reduction is apphed 

intentionally to the analysis and description of other phenomena. For example 

(simplistically described), in my view, Heidegger brackets Husserlian's 

perception/description method and adapts interpretation, as a result of which 

phenomenology becomes hermeneutic. Heidegger focuses on the disclosedness or non-

disclosedness of the subject-Being (who is the object and subject of an investigation or 

phenomena). Merleau-Ponty brackets or radicalizes perception towards 

multidimensionality and multistability and considers the whole range of human activity 

or intersubjectivity. Derrida brackets out completely perceptualism and focuses on 

language (the progression of writing) and goes as far as to bracket speech out of his 

discourse and rely only in written language. Foucault does the same as Derrida, but 
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focuses on the disunities or differences instead of on the unities and similarities of 

language. On tiie other hand, Ricoeur keeps Husseriian transcendental phenomenology 

(although he rejects transcendental idealism) as a requisite for phenomenology. He 

therefore does not bracket out experience and perception but focuses on the symbols 

(images, mytiis, and dreams) found in texts. Ricoeur's phenomenology is therefore 

perceptualist (transcendental) and hermeneutic. Gadamer's phenomenology is similar to 

Ricoeur focusing on language, text, context, and on metaphorical meanings. 

In the production stage of this study, I practice Husseriian phenomenology, which 

happens in a natural manner. In the descriptive stage through joumal keeping and tape 

recordings, I practice Husseriian descriptive phenomenology. I describe the phenomenon 

of artmaking without purposefully interpreting it, describing it only as it presents itself in 

my awareness. In the interpretative stage of my study (where I look for similarities, 

differences, pattems, and meaning of symbols), I practice hermeneutic phenomenology in 

a combination of Heidegger (Dasein or self-understanding) and Merleau-Ponty 

phenomenology, which acknowledges that knowledge derives from looking into the 

things themselves and from interpreting through language and the context in which the 

phenomenon appears.'°^ 

Heidegger. Sallis (1986) said that an engagement of philosophical thought 

involves two moments: "it is an engagement with some issue, and it is an engagement 

with it in some definite way" (p. 88). In other words, it involves an issue and a method. 

Heidegger's method is that of phenomenology."" He took from Husserl the idea that in 

order to phenomenologize it is necessary to attend constantly and solely to the things 

themselves as they show themselves rather than the idea that things are determined by 

'"̂  In this particular study, I do not use Ricoeur or Gadamer's phenomenology to 
interpret my work because the emphasis they place on text and language as overarching 
immediate experience. Instead, I use Wilber's notion of deep and surface stmctures. I 
use Jungian psychology for understanding metaphors, symbols, and the meaning. I use 
feminism and autobiographical methods for insight into surface structures or contexts out 
of which my work emerges. 

"° Heidegger is Husseri's student. 
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presupposed opinions, theories, and conceptual formulations. With Heidegger, however, 

there is an "opposition between interpretation and reflective adherence to the immediate 

experience" (p. 78). The "what" of tiie investigation shifts to tiie subject (Being or 

Dasein shows itself). Dasein is then also the investigator, in other words, "Dasein's 

showing itself to itself (p. 90). According to Sallis, Heidegger's thought takes from 

Husserl its method, and from Greek (ontology) Heidegger takes the issue. Heidegger 

radicalized phenomenology by asking, what remains unthought in Husseri's appeal to the 

things themselves, "How is it that Being is what remains unthought in the appeal to the 

things themselves? How is it that a radical phenomenology must become ontology?" (p, 

90), Sallis stated, "in thus attending to their showing of themselves, one easily passes 

over that which makes such showing possible, which makes it possible in the sense of 

being necessarily always already in play in the commencement of every such showing" is 

what Heidegger caUs "world"'" (p, 91), It constitutes "Being showing itself to Dasein 

for it to understand Being" (p, 91). According to Sallis, this matter of disclosedness is 

the origin of Heidegger's thought. In it the issue and method involves a moment of 

tmth—the disclosing of Being itself—"original tmth where things show themselves""^ (p. 

94). "Tmth is what grants to thought that content which it is to think. The origin of 

" ' Sallis (1986) provides the example of a hammer. 
What is required in order for a hammer to show itself in its specific character as a 
hammer? It is required that it be linked up with a certain context of other tools, 
all oriented toward certain kinds of work to be done—especially if, as Heidegger 
insists, the hammer most genuinely shows itself as a hammer, not when one 
merely observes it disinterestedly, but rather at the moment when one takes it up 
and uses it for such work as it is suited to. In order for the hammer to show itself 
as a hammer,.. there must be already constituted a context from out of which it 
shows itself—that is, a system of involvement or references by which various tools 
and related items belong together in their orientation, their assignment, to certain 
kinds of work to be done. Such a system of concrete references is an example of 
what Heidegger means by "world." It requires that something like a world, from 
out of which the tool can show itself, and, more significantiy, that that world be 
disclosed in advance to the one to whom the tool would show itself, (p. 91) 

"^ When writing about works of art, according to Sallis (1986), Heidegger 
opposes the modem tendency to refer art to human capacities such as feeling that could 
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thought is original tmtii" (p. % ) , For Heidegger, according to Sallis, "philosophical 

thought can attach itself to its origin, because that origin belongs latentiy to everyone, 

including who ever would philosophize. One is always already attached to original tmtii" 

(p. %) . 

Perception versus. Expression. Ihde (1986) believed tiiat Husseri restores the 

sense of the object, its "thickness" or "deptiis," by including within perception itself both 

what is manifest and what is latent, the given and the meant, both presence and absence 

(my italics) multidimensionally, like a cube. In Heidegger, perceptual 

multidimensionality is instead relocated within the progression of interpretations, which 

constitute his hermeneutic method. Therefore, Heidegger is considered macroperceptual. 

Kisiel (19%) saw that in Heidegger, there is "a shift from intentional consciousness to 

intentional life, from intentionality as a mode of knowing to a mode of being" (p. 39). 

Heidegger's hermeneutics is conceived as understanding "a certain familiarity that life 

already has of itself and that phenomenology needs only to repeat. It is the spontaneous 

experience of experience, the doubling of experience. A retum of experiencing life upon 

already experienced life is the immanent historicity of life" (p. 46). Despite differences 

between Husserl and Heidegger, Ihde (1986) believed they have in common "the 

possibility of reclaiming the significance of perception" (p. 50). I believe (like 

Heidegger) that there is an opposition between interpretation and reflective adherence to 

the immediate experience as what I do in this study. 

According to Ihde (1971), Gabriel Marcel adapted Husserlian phenomenology but 

gave it an existential twist, identified as the fived body (corps vecu) or incarnate 

existence. Similarly, for Ihde, Maurice Merleau-Ponty in his phenomenology makes 

perception central, and his sense of perception is both Husseri's and Heidegger's sense of 

be taken as having no connection with tmth; contrary to such an approach, Heidegger 
seeks to show that original tmth is precisely what is at issue in art. According to his 
analysis, 

A work of art makes manifest the strife of tmth. It composes and thus gathers 
into view tmth in its tension with untmth. A work of art presents the strife 
between world, i.e., the open realm in which things can show themselves, and 
earth, i.e., the dimension of closure and concealment. (Heidegger cited in p. 94) 
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perception understood as "Being-in-the-Worid""^ (p. 3). Ihde (1986) showed that 

Merieau-Ponty radicalizes the notion of perception by expanding it to the 

multidimensionality of phenomenological understood perception and adds the notion of 

multistability while also embracing Heidegger's notion of "historico-linguistic contexts" 

(p. 51). For this reason, Merieau-Ponty is seen as uniting micro and macro levels. With 

him, perception becomes not only multidimensioned, but also multistable or 

polymorphic. Perception in Merleau-Ponty's view is simultaneously sensory and 

cultural; the result of which is hermeneutic perception. For Merieau-Ponty, the simplest 

perception is a figure/ground gestalt regardless of whether the figure/ground is clear or 

ambiguous, 

Ihde (1986) noted that Jacques Derrida claims that perception never existed. 

Derrida's philosophy is derivative from Heidegger's. For Derrida, rather than perception, 

what lie at the base of the changes of human understanding "are the progressions of 

writings . . . incamate markings and inscriptions, which even precede speech. Perception 

is a kind of historical invention, which appears at a certain time and in a certain context" 

(p. 53). From this perspective, Ihde states, "I—like the subject and even the world in post-

stracturalism—presumably disappear at some point in a coming set of perspective 

switches, which constitute the refractional paradigm of Deconstmction" (p. 53). 

Ihde (1986) found that Michel Foucault attacked Husserlian phenomenology. 

Foucault sees humans as "a historical occurrence." Following what Ihde calls the 

refractional paradigm, "what remains is the play of refractions—almost automated—to 

which we are historically tied. There is a presumed disappearance of the world and the 

Self (p. 53). Ihde states that in Foucault's archeological method of interpretation. 

Each era particularly Westem intellectual history is marked by the emergence of a 
set of stmctures and often hidden or unconsciously held assumptions which 
interdisciplinarity or cross-scientifically determines a set of practices, which are 

"^ Merleau-Ponty would put it"(/ 'en suis) I am of it, I belong to it. It is an 
experience proper to me. It in fact appropriates me and I, in accord, appropriate It (Es er-
eignet sich): It propemess" (In Kisiel, 1996, p. 44). 
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followed. This "stmcture" . . . is clearly transubjective, not invented by any 
individual, but nevertheless operates nearly universaUy in an epoch, (p. 53) 

In Ihde's view, Foucault's method emphasizes disunities or differences. It is "a waming 

against all forms of anachronistic reading, antihermeneutical stiategies which forego any 

hidden or subterranean meanings" (p. 53). Ihde interprets that for Foucault, a movement 

appears in history and later dies, not by refutation, but by abandonment. When such 

death occurs, another movement immediately replaces it and in an etemal cycle.'"* 

Ihde (1986) noted that the views of continental philosophers, particularly those 

owing debts to phenomenological-hermeneutic traditions, seem obsessed with the written 

embodiment of language, such as Ricoeur with narrative, Derrida with writing, and 

Gadamer with text. Ihde's (1986) understanding is that Ricoeur's phenomenology is 

interdisciplinary and dialectic, both existential and hermeneutic, and derived from a 

combination of Husserl, Merleau-Ponty, and Heidegger phenomenologies. Ricoeur's 

phenomenology is transcendental (Husserlian) but not idealist transcendental. Ricoeur 

explored the field of symbols and myths (i.e., of evil) lying behind Westem traditions. 

Ihde mentions that Ricoeur undertakes his archaeology "as an eidetics, with which he 

retains vestigial features of empiricist constmctionism""^ (p. 165). According to Ihde, 

for Ricoeur symbols are already in language and are a latent hermeneutic, both as 

experience and expression. Hermeneutics is latent because symbols precede 

hermeneutics. Ihde (1971) states that the conception of the primacy of the symbol in 

language is equivalent to the primacy of perception in immediate experience. 

Hermeneutics shifts its focus to the linguistic field, but retains a basic phenomenological 

strategy. For Ihde (1986) then, "Ricoeur is multidimensional and latentiy multistable" (p. 

169). Ricoeur also identifies hermeneutics as interpretation of indirect languages or as 

"'' I believe that notions addressing humans deep stmctures, human 
commonalities, human universals do not die or are refuted by abandonment, what is 
refuted are notions of surface stmctures or particularities, 

"^ John J, Compton (1%7) identified the eidetic method in phUosophy as 
encompassing both analytic and synthetic methods and says that both emphasize the 
notion of the "seeing eye" (p, %) . 
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deciphering indirect meanings. In his later works, Ricoeur links hermeneutics to written 

language and texts. In Ihde's (1971) view, hermeneutics presupposes that a "text" or an 

"expression" has something to say, which in tum can be interpreted or said in another 

way. This notion involves translation (making obscure expressions clearer) and an 

exegesis, which exposes the hidden meaning of a text. In this case hermeneutics is a 

"reading" or a "listening" to what is said (p, 83), 

Wilson (19%) conducted a study of Hans Georg Gadamer's hermeneutics and 

finds that Gadamer's inquiry concerns how human experience is an interrelationship 

between language and the worid. Wilson believes that Gadamer takes from the Greek 

tradition the supposition that "we could speak all that we know" and from the medieval 

tradition the idea that "we are not able to speak the whole of the world" (p, 155). In this 

view, we may be aware of the whole, but unable to express this. We seek to express the 

whole and seek the right word at the right time, and simultaneously we can not express 

everything. Wilson believes that understanding is linked with speech, but that 

understanding exceeds speech. This is how WUber understands speech and how I see the 

description of my artmaking process. I know more about creativity than I can describe. 

Therefore for Wilson, following Gadamer, "since we are finite, we can never 

communicate or understand the whole without interpretation. We are constantiy involved 

in interpretation when we try to express ourselves and understand others" (p. 156). 

According to Brenneman, Jr. et al. (1982), for Gadamer,"^ "once something has 

been committed to writing, it has been freed from the immediacy of oral discourse and 

freed for virtually unlimited audience of readers" (p. 47). Gadamer is of the idea that it is 

necessary to "let speak the text!" (p. 47) because for him, the meaning of the text is not in 

the text but is between the reader and the text. Meaning or tmth of a text for Heidegger 

"^ For Gadamer, the hermeneutical situation is always constrained by the 
particular traditions that define the life of the interpreter. "Long before we understood 
ourselves through the process of self-examination, we understood ourselves in a self-
evident way in the family, society, and state in which we live" (Habermas cited in 
Gallagher, 19%, p. 122). 
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and Gadamer is a result of a dialogical process of questioning and being questioned. 

Brenneman, Jr. et al. state, "to reach an understanding with one's partner in dialogue is 

not merely a matter of total setf-expression and tiie successful assertion of one's own 

point of view, but a transformation into a communion in which we no longer remain what 

we were" (p. 49). 

Wilber's Notion of the Pre/TransFallacy 

Throughout his writings Wilber addresses the problem of Pre/TransFallacy, which 

occurs when a certain level of consciousness is studied or analyzed under the lens of a 

different level of consciousness. For Wilber (19%), the confusion occurs because the 

transpersonal realms are reduced to prepersonal status, or the prepersonal realm is 

elevated to tianspersonal realms (see Figure 1.7). 

In WUber's (19%) view, Freud recognized the prepersonal (A) and the personal 

ego (B), but reduced aU spiritual and transpersonal experience (C) to the prepersonal 

level of (B),"* Jung, on the contrary, recognized the transpersonal level but confused it 

with prepersonal stmctures. He confused the prepersonal collective and the transpersonal 

collective, (which for Wilber correspond to the deep stmctures of all levels), Wilber's 

interpretation is that Jung and his followers saw the development of consciousness 

"^Schmidt (19%), however, mentioned that Richard Rorty classifies Gadamer as 
a "weak textualist" as opposed to a strong textualist. The weak textualist is said to be a 
decoder of the "metaphysics of presence" (p. 176). Schmidt referenced Derrida's notion 
that philosophical hermeneutics has not progressed far enough along the path of 
Deconstmction due to Gadamer's reliance on a particular (or metaphysical) description of 
experience. Schmidt references Habermas as also noting that Gadamer fails to recognize 
the power of reflection that develops in understanding (Derrida and Habermas referenced 
in p. 176). 

"* For Wilber (1996), this is typical of orthodox Westem psychology (i.e., Piaget, 
Sullivan, Alder, and Arieti). 
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occurring from (C) to (B) and tiien back to (C)"^ without acknowledging the prepersonal 

realm. 

PERSONAL (or Self-conscious or Rational) 

B 

A C 

PREPERSONAL TRANSPERSONAL 

(or Preconscious, or Prerational) (or Superconscious, or Superational) 

Figure 1.7. The Pre/TransFallacy (Wilber, 1996, p. 201) 

Wilber (19%) viewed the Pre/TransFallacy as the greatest obstacle to the 

emergence of a tmly comprehensive or integral paradigm that validates all modes of 

knowing (sensory, mental, and spiritual).'^ For Wilber, it is essential to understand that 

all things in the world are in constant change or development. This developmental-

"^ According to Wilber (19%) the same holds tme for Darwinian evolutionary 
theory, which sees evolution moving from lower to higher but ignoring or not being 
aware of the spiritual as higher, similarly for anthropology, which sees primitive barbaric 
rites of pre-rational stages as mystical insights, the idea of the noble savage. I too find 
traces of admiration or nostalgia for the primitive or prepersonal in Dissanayake's work 
(1988-1992) and in Suzi Gablik's (1992) recommendation to retum to primitivistic-type 
rituals of trance experiences as a way to remythologize ourselves. In addition, Wilber 
mentions sociological theories of the "new age" (Christopher Lash and Peter Marin) who 
do not cannot differentiate between prepersonal regression and transpersonal progression. 

'^ In Wilber's (19%) view, this fallacy plagues many disciplines, such as 
psychological approaches (from Freud to Jung), philosophical schools (from Bergson to 
Nietzsche), sociological perspectives (from Levy-Bmhl to Auguste Comte). I believe it 
plagues the eirtworld, which confuses visceral art reactions with art made from and for the 
spirit. 
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evolutionary view is comprised by developmental philosophy (in the West tradition, 

Hegel, in the East, Aurobindo) and developmental psychology (Baldwin and Piaget in 

West tradition, and Kundalini Yoga in the East). For Wilber the overall sequence of 

development is from nature to humanity to divinity, from subconscious to self-conscious 

to superconscious, from prepersonal to personal to transpersonal (p. 207)'^' and therefore, 

all development should be acknowledged. 

Types of Meditation 

In this tiieoretical frame I have described Wilber's (19%) characterization of the 

different levels of consciousness, which he posits are accessible to all people through 

practices of deep meditation. For him, meditation is a sustained instmmental path of 

tianscendence. In his words, "meditation is evolution and transformation" (p. 115). In 

agreement with Wilber, Derek Gifford-May and Norman L. Thompson (1994) define 

meditation as "a group of practices that aim to transform consciousness through the 

deliberate alteration and control of attention" (p. 117). This definition also aligns with 

Deikman (1982), Walsh (1993), Tart (1990) and otiier views that award power to 

meditation. Walsh and Vaughan (1993a), also in accordance with Wilber, state that our 

usual stage of consciousness is suboptimal but that it can be trained and clarified through 

technologies or adequate methods such as meditative strategies refined over thousands of 

years. 

Wilber (19%), Gifford-May and Thompson (1994), Walsh and Vaughan (1993a), 

and Tart (1990) identify two types of mediation: concentrative (koan form) and receptive 

(shikantoza form), which manifest through mantric or silent meditative practices 

respectively. Wilber (19%) notices that in concentrative meditation the special condition 

of transformation takes a defined form while in receptive meditation it is formless. 

Wilber states, "concentrative-absorptive meditation breaks the lower and egoic 

'^' WUber (19%) mentioned Berdyaev and Aurobindo, and Baldwin's prelogical, 
logical, hyperlogical notions Kohler's preconventional to conventional to post-
conventional morality, Teilhard de Cardin's evolutionary drive toward the supermind 
(concept held also by Aristotle and Hegel), 
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translation by halting it while receptive-defocal mode of mediation does so by watching 

it" (p, 118). Wilber mentioned that although different, both forms of meditation 

contribute "to break of a lower-order translation resulting in a higher-order 

transformation" (p. 118). 

Wilber (19%) noted that the transpersonal realms of consciousness are part of 

what he calls the emergent-unconscious and that mediation speeds up the emergence 

from lowest to highest realms. Emergent-unconscious is identified as one type of 

unconscious. The process of meditation, in his view, involves differentiation of a realm 

to dis-identification to transcendence, and to integration to a higher realm consecutively 

(see Figure 1,8), 

Integration 

Transcendence Integration 

t ^ 
Differentiation Dis-identification 

Figure 1,8. Transformative Meditative Process (my figure based on my 
understanding of Wilber's argument). 

Walsh and Vaughan (1993a) described the process, which they call "the art of 

transcendence" by means of mediation that involves: ethical training, concentration and 

refinement of awareness,'^^ emotional transformation and redirection of motivation, and 

'^ Walsh and Vaughan (1993a) refered to Fritz Peri's (the founder of Gestalt 
Therapy) idea that "awareness per se-by and of itself-can be curative, which is what 
happens through meditation" (p. 6). 
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the cultivation of wisdom, which implies cultivation of love, transpersonal development, 

and tianscendence.'^ 

Derek Gifford-May and Norman L. Thompson (1994), Deikman (1982), Tart 

(1990) and otiiers, mention types of changes perceived through meditation such as 

changes in the individual's cognition, emotions, and perceptions. They note that the 

meditation object is distorted, that there is increased clarity of perception, that there are 

changes in the perception of the self and body, and that these include an affective change 

toward tianquility, an increase in positive emotions described as bliss and rapture, as in 

well as love and joy. 

Tart (1990) stated that, for example. Buddhism is conceived (more than as a 

religion), as a technology for attaining happiness and for eradicating suffering 

permanentiy. For him, the idea that Buddha attained "enlightenment" is called bodhi in 

Sanskrit, or "really big awakening" (p. 160). Bodhi signifies Buddha attaining the Tao. 

The Tao is understood as the "Way" or the ultimate tmth. 

The phenomenon of transformation through the development of higher levels of 

consciousness is seen as far-fetched and unrealistic by some; for example. Kirk Schneider 

criticizes the precepts of the transpersonal movement. Wilber (1989c) responds to 

Schneider (a non transpersonal!st) stating that what he and transpersonalists do, "is report 

the evidence of contemplative experts . . . collect and correlate those results and report 

'^ It is important to note that schools of meditation aim for different realms of 
consciousness and are generally found of three major classes: Nirmanakaya, 
Sambhogakaya, and Dharmakaya. See Wilber, 19% for a description of the 
characteristics of meditation of school and classes. Tart (1990) accounts that for 
example, Shinzen Young following the Theravada tiadition, teaches techniques of 
vipassana a method of "just observing" (p. 151), Tart mentions that this involves learning 
to concentrate, focus, observe, and to listen. He states, "to the quiet, rapid, subtier levels 
of our mind, emotions, and body" (p, 150), He also mentions that Shinzen's path of 
meditation involves: basic morality, concentration power, insight through observation, 
and habitual loving-kindness (known in Pali—the classical language of early Buddhism as 
sila, samddhi, panna and mettd (p. 155), Gifford-May and Thompson (1994) highlight 
other meditative traditions (i,e,, Siddha Yoga, Transcendental Meditation ^^, Buddhism, 
and Visuafization (focused on chakra system of Kundalini Yoga). Buddhist tradition 
focused on breath during meditation. Zen Buddhist uses Koans in meditation. 
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them to tiie public" (p. 499). Wilber stated, "these are our a posteriori conclusions, nor 

our a priori assumptions, and they are based most fundamentally on the experiential-

intiospective data yielded by an at least 3,000-year-old experimental metiiodology" (p. 

499). For Wilber, meditation works; "it has demonstrable, repeatable, and therefore 

verifiable/refutable results" (p. 499). In this study, I posit art side by side with meditation 

and artmaking processes as another route for transformation, 

Wilber's Identification of Types of Unconscious 

Wilber (19%) mapped the different types of unconscious as they have been 

identified by orthodox and contemplative psychology (the Ground-Unconscious, 

Archaic-Unconscious, Submergent-Unconscious, Embedded-Unconscious, Emergent-

Unconscious, and Emergent-Repressed Unconscious), Knowledge about the existence of 

the different type of unconscious as understood by Wilber, I believe, might contribute to 

the understanding of imagery and symbols in works by children and adults. In this 

dissertation I use Wilber's mapping to study the possible meaning and symbols 

manifested in my own artworks and as key to understanding the transformative power of 

art, 

Ground-Unconscious, According to Wilber (19%), "Ground" is a developmental 

concept. It is neutral in meaning but possesses encompassing characteristics'^ (p, 104). 

Wilber stated, "Ground-Unconscious is all the deep stmctures existing as potentials ready 

to emerge at some future point" (p. 104). Wilber added. 

All the deep stmctures given to a collective humanity—pertaining to every level of 
consciousness from the body to mind to soul to spirit.. . are enfolded or 
enwrapped or undifferentiated in the ground-conscious . . . [these are] stmctures 
that are unconscious but not repressed because they have not yet entered 
consciousness, (p. 104) 

'^ Wilber (19%) differentiated between Ground-Unconscious and Ground of 
Being. The first is the ground for unconscious; the latter discloses only at the 
transpersonal levels. Wilber noted that the types of unconscious should not be confused 
with levels of consciousness, although he refered to them both. 
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Further, WUber (19%) stated. 

Development or evolution consists of a series of hierarchical transformations, 
unfolding, or differentiations of tiie deep stmctures out of the ground-
unconscious, starting witii the lowest (matter and body) and ending with the 
highest (causal and ultimate). When-and if-all of the ground-unconscious has 
emerged, then there is only consciousness: all is conscious as the All. (p. 104) 

According to WUber (19%), for Jung "the ground-unconscious is largely devoid 

of surface stmctiires for these are learned during the unfolding of deep stmctures" (p. 

105). This is Jung's concept of the archetypes, "forms devoid of content" (p. 105). 

Wilber quotes Jung as stating tiiat "an archetype is determined as to its content only when 

it becomes conscious and is tiierefore fiUed out with the material of conscious 

experience" (Jung cited in p. 105). Wilber stated. 

Everyone, "inherits" the same basic deep stmctures; but everybody leams 
individual surface stmctures, which can be quite similar or quite dissimilar from 
those of other individuals and especially other cultures (but still within the 
constraints of the deep stmctures themselves), (p. 105) 

Therefore, for Wilber, the sum of deep stmctures is the ground-unconscious, and all other 

types of unconscious are defined in relation to the ground-unconscious. Wilber stated, 

"this gives us a concept of unconscious processes that is at once stmctural and dynamic, 

layered and developmental" (p. 105). 

I am thoroughly convinced that through artmaking the deep stmctures at each 

level of consciousness can be accessed and allowed to enter into awareness. I know from 

experience that art can fulfill this task, and believe that Wilber's concept provides a 

framework to understand this aspect of art and its importance for human development. 

Wilber believes that on many occasions, deep stmctures (aspect of the ground-

unconscious) do not enter consciousness in a person's life. Progoff (1985) would agree 

with Wilber but highlights continuously in his writings the characteristics of the Utopian, 

visionary individual who gains access to his/her deep unconscious. In my view, not 

accessing our deep stmctures at all levels of consciousness impoverishes us as individuals 

instead of empowering us in our daily life activities. It seems to me that it is like having 

a void that is not filled or replenished, and worse, not knowing that it is possible to 
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nourish ourselves. To me, tiie modest and uncomplicated act of artmaking (which has 

been with us tiiroughout evolution, in Dissanayake's terms) can bring fulfillment to those 

who experience this void, with the added benefit of contributing to the development of 

integral individuals. I believe art can help in tiiese "differentiations of the deep stmctiires 

out of die ground-unconscious" which Wilber (19%) refers to. 

The Archaic-Unconscious. According to WUber (19%), in Freud's initial 

development of the concepts of unconscious and conscious, the unconscious was 

repressed. In his second development of these concepts, Freud discovered that some 

aspects of the ego (the superego, the defenses, and the character-stmcture) were 

unconscious and that parts of the id were unconscious but not repressed. These parts of 

the id are not repressed as a result of being unconscious from the start. They are what 

Freud identified, in agreement with Jung's theory of the archaic unconscious, a 

phylogenetic heritage (i.e., content of fantasies). Wilber states tiiat this phylogenetic or 

archaic heritage included, besides instincts, "abbreviated repetitions of the evolution 

undergone by the whole human race through long-drawn-out periods and from pre

historic ages" (p. 106). 

In WUber's (19%) understanding, Jung's phylogenetic heritage "consisted of the 

instincts and the mental-forms or images associated with the instincts, which [Jung] 

eventually . . . termed the archetypes. For Jung, instinct and archetype were intimately 

related—almost one."'^ 

Wilber (19%) quoted Jung in this respect, 

Man [sic] inherits these images from his ancestial past past that includes all of his 
[her] human ancestors as well as his [her] prehuman or animal ancestors. These 
racial images are not inherited in the sense that a person consciously remembers 
or has images that his [her] ancestors had. Rather they are predispositions or 

' " Wilber's (19%) admiration for Jung collapses with this perception that instinct 
and archetypes are related. This connection reduces the archetypes to only the matter 
level of consciousness. While for Wilber, the archetypes may reveal themselves at all 
levels of consciousness (matter, body, mind, and soul), because for him archetypes are 
deep stmctures, and deep stmctures are found at each level of consciousness. Wilber 
prefers to refer to Archetypes (upper case) to talk about the manifestation of Spirit as 
Spirit 
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potentialities for experiencing and responding to tiie worid in tiie same ways that 
his [her] ancestors did [they are] archaic deep sh^ctures. (Jung cited in pp. 106-
107) ^ 

Therefore, for Wilber (1996) the archaic-unconscious is initially unconscious but 

unrepressed, and some aspects of it tend to remain unconscious, never clearly unfolded to 

awareness. See Appendix B: Freud's and Jung's Conception of the Unconscious. 

Submergent-Unconscious. Wilber (19%) stated that the submergent-unconscious 

is comprised of all surface stmctures taking various forms within deep stmctures. The 

submergent-unconscious exists at all of Wilber's designations of levels (collective, 

personal, archaic, subtie, etc.). The submergent-unconscious rises to consciousness and 

also becomes submerged into unconsciousness. Wilber stated, "the submergent-

unconscious is that which was once conscious, in the lifetime of the individual, but is 

now screened out of awareness" (p. 108). He said that submergent-unconscious becomes 

unconscious by inattention or by forgetting (i.e., ranging from selective forgetting to 

forceful/dynamic forgetting) (p. 109). Forceful forgetting is what Freud called 

repression'^ (p. 109), 

Embedded-Unconscious, According to Wilber (19%) the existence of embedded-

unconscious is Freud's greatest discovery. It involves the concept of ego-id. The 

unrepressed part of the ego is the repressing part, which Freud called superego. 

Therefore, the ego and the superego are unconscious but not repressed. The id is 

'^ Reception Theories of art highlight this aspect of the unconscious. Some focus 
only on the viewer's reception of the art object and do not consider the artist. Their 
argument is that the artist has and unconsciously conveys hidden agendas and repression. 
The artist's hidden intentions are identified by psychology as indicated above and 
intentions hidden as a result of interacting within broader social, cultural, economic 
aspects, Wilber (1993) identified as symptomatic theories (i,e.. Feminism, Marxism, 
Womanism, etc.) 

Barbara H. Greenwood (1995) is thoroughly convinced that through artmaking 
processes, repressed memories come to consciousness and heal. She believes that when 
the artist moves into a stage where regression is located, it can aUow the regression to 
come out. For her, each art media addresses different levels of regression, Wilber 
would accept this notion in that for him too, there is a method to address different 
pathologies and that distinct pathologies reveal within different levels of consciousness. 
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unconscious and has one repressed part (submergent-unconscious) and one part that is not 

repressed (archaic-unconscious) (p, 110) (See Appendix B), 

Emergent-Unconscious. Wilber (19%) identifies the emergent-unconscious as 

the deep stmctures (at all developmental levels: matter, body, mind, soul), which have 

not yet emerged from the ground unconscious. The emergent-unconscious is 

unconscious but not repressed. It is latent, waiting to become conscious as human beings 

develop to higher levels of consciousness. Wilber reminds us that collective humanity 

has only evolved to the ego level (also known as centaur). From his experience and 

studies, he is thoroughly convinced that the subtie realm wUl emerge from ground-

conscious. My beUef is that art allows for the emergent-unconscious to manifest at the 

various levels of consciousness because art leads to transformation from one level to 

another. 

Emergent-Repressed Unconscious. For Wilber (19%), the emergent-repressed 

unconscious is "the part of the ground-unconscious whose emergence is resisted or 

repressed" (p, 113), Through his research, Wilber finds that there are reasons for the lack 

of broader emergence of higher levels of consciousness. He mentions rationalization 

(tianscendence or transformation is viewed as impossible, and if manifested, is 

interpreted as pathological evidencing the Pre/TransFallacy), Isolation is another reason, 

Deatii terror or fear to surrender our ego is a third reason. He also mentions desacralizing 

or a denial of transcendent values substitution or pretending that the lower level is the 

higher. Another reason is contradiction or regression to lower levels. 

For Wilber (19%), these reasons or defenses become part of the ego's translation 

processes and do not allow for transformation to higher stages. Wilber (19%c) 

described two drives "the Atman project,"'^ which comprise the desire to attain unity and 

the intense fear of achieving Atman or unity (p, 13). 

'^ Slusser (1983) mentioned that Wilber's term of Atman comes from a Buddhist 
context and is used as the technical name for the goal of the human pilgrimage, the final 
enlightenment in and as God. 
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Selected Theories on Psychology 

Introduction 

This study about tiie transformative power of art is firmly rooted in Wilber's 

understanding of developmental and tianspersonal psychology (orthodox and 

contemplative). Because I believe, however, that psychology holds an important key to 

understanding creative processes, I have also researched different perspectives on 

psychology as a discipline and on its development, for a better comprehension of how 

tiansformation happens through the visual arts, Marcie Boucouvalas's (1983) 

contribution helps by providing a general view of the four forces of psychology, which 

are recognized by Wilber (1979) and otiiers. Progoff s (1953, 1973) interpretation of 

Freud and Jung's theories (1953, 1959, and 1973), as well as John Raphael Staude's 

(1976) comparison of Freud and Jung, provide insight into Depth Psychology. I explore 

existential psychology as defined by Rollo May (1983, 1989) as one part of a larger 

whole integrating psychology. Psychology provides insight into the internal mechanisms 

of our being and describes our potentialities.'^ With the assistance of psychological 

views, in this study I postulate art as vehicle for inner transformation. 

The Four Forces in Psychology 

Boucouvalas (1983), WUber (1979), Lajoie et al. (1992), and other theoreticians 

identify four forces,'^ branches, or major schools in the development of psychology: first 

'^ Several authors, part of my theoretical frame, have investigated psychological 
approaches. For example, artist/art therapist, Barbara H. Greenwood (1995) found it 
instmmental to look into Jung's study of dreams and archetypal images in order to 
understand her own images. Jung's "active imagination" method opened the door to her 
unconscious memory, and Freud's psychoanalytical process of catharsis helped to relieve 
her from past issues that were afflicting her. From Gestalt premises, she accepted the 
notion that it is important that the "entire body be used to release energies and feelings 
because it is within the body that memories are stored" (p. 124). Similarly, she explored 
the existentialists notion that the "pain and bleakness of a journey can be honored, 
accepted and lived through" (p, 53), 

'̂ ^ Boucouvalas (1983) described a force as a "phenomenon which causes changes 
in many facets of society" and which contributes to a new worldview. 
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force, psychoanalytic; second force, behavioristic; tiiird force, humanistic; and forth 

force, transpersonal psychology. Psychoanalytic psychology or first force began with 

Freud and his conception of the repressed unconscious. 130 

Behaviorism 

Boucouvalas (1983) recognized Watson and Skinner as the major exponents of 

behavioristic psychology, Behaviorists emphasized the analysis of observable behavior. 

The method implicated the manipulation of environments and conditions for controlled 

behaviors. Progoff (1959) noted that antecedents to academic psychology are found in 

seventeenth and eighteenth-century philosophers. Concentration was on experimental 

laboratory work that investigated human personafity in terms of the nervous system, 

reflexes, and mechanisms for perception and learning. RoUo May (1983) mentions that 

the United States contributed to behaviorism in clinical and applied aueas of study and 

psychiatry related advancements such as dmg therapy, Roger Walsh (1993a) has the idea 

that because psychology was highly dominated by behaviorism and psychoanalysis, it did 

not explore the dimensions of human potential but instead pathologized transpersonal 

experiences as neurotic immaturity. May (1983) discusses Gordon Allport's description 

of American and British psychology as Lockean or pragmatic, "a tradition fitting 

behaviorism, stimulus and response systems, and animal psychology" (p, 47), The 

Lockean tradition consists of an emphasis on the "mind as tabula rasa on which 

experience writes all that is later to exist therein," whereas the Leibnitzian tradition views 

the mind as, "having a potentially active core of its own" (p, 47). According to May, tiie 

continental tradition has been Leibnitzian. 

'̂ ° Staude (1976) believed that philosophers Schopenhauer, Von Hartmann, and 
Cams had already noted the idea of a repressed unconscious since the beginning of the 
nineteenth century. Nevertheless, it was Freud that articulated systematically such 
premise. 
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Humanistic Psychology 

In Boucouvalas's (1983) perception, humanistic psychology emerged as a 

unifying element of psychoanalytic and behavioristic psychology. Boucouvalas, Progoff 

(1959,1985,1973), Rollo (1953,1983), and others agree that humanistic psychology is 

about nurturing the individual's potentialities. Walsh (1993a) described that in response 

to the dilemma or weaknesses presented by behaviorism and psychoanalysis, a group of 

people met in the San Francisco Bay area in the late 1960s and began the transpersonal 

psychological movement in the United States. 

Boucouvalas (1983) mentioned that Abraham Maslow was one of the first 

psychologists to envision a progression or development towards a transpersonal 

psychology. Boucouvalas quoted Maslow as stating, "I consider Humanistic, Third Force 

Psychology, to be transitional, a preparation for a still higher Fourth Force Psychology, 

transpersonal, transhuman, centered in the cosmos rather than on human needs and 

interest" (Maslow cited in p, 7), Walsh (1993a) highlighted that Maslow identified 

exceptionally healthy individuals who tended to have peak experiences (i.e,, spontaneous, 

ecstatic, unitive states of consciousness experiences parallel to mystical experiences 

reported cross-culturally). For Walsh there was an indication that psychological health 

and potential included possibilities undreamed of by mainstream psychology. 

Lajoie et al. (1992), cited Sutich's definition of transpersonal psychology (Fourth 

Force) as concemed with. 

Empirical, scientific study of, and responsible implementation of the findings 
relevant to becoming, individual and species-wide-needs, ultimate values, unitive 
consciousness, peak experiences. B-values, ecstasy, mystical experience, awe, 
being, self-actualization, essence, bliss, wonder, ultimate meaning, transcendence 
of the self, spirit, oneness, cosmic awareness, individual and species wide 
synergy, maximal interpersonal encounter, sacralization of everyday life, 
transcendental phenomena, cosmic self humor and playfulness, maximal sensory 
awareness, responsiveness and expression, and related concepts, experience and 
activities. (Sutich cited in p. 81)'^' 

'^' Lajoie et al. (1991) conducted a historical context analysis of The Journal of 
Transpersonal Psychology's statement of purpose since its first publication in 1%9 under 
the editorship of Anthony Sutich (the founding editor). The findings of Lajoie et al. were 
compiled into eight reoccurring patterns or categories: "states of consciousness; unity and 
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In this study I explore art as transformation as an intimate awareness of the 

cosmos tiirough tiie experience of unity consciousness. Depth psychology including 

Jung's notions of synchronicity and archetypes, in my view, helps understand how 

tiansformation happens at the lowest levels of consciousness. This sets tiie basis for 

understanding how transformation occurs at other levels of consciousness. 

According to Boucouvalas (1983), under the premises of transpersonal 

psychology tiie unconscious is multi-layered, and all psychological forces 

(psychoanalysis, behavioral, humanistic and transpersonal) are represented. Boucouvalas 

states that transpersonal force or movement "addresses the development of a unified, 

integrated self capable of transcending . . . and perceiving the unity and inter-relatedness 

of tiie universe" (p. 6). Boucouvalas befieved that it is in adulthood that full ego-

tianscendence is possible. For her, enlightened older populations can act as guides and 

models of what we all may become and accordingly she places great emphasis on 

tianspersonal psychology as a movement contributing to social transformation. Wilber is 

also of the idea that advanced levels of consciousness are achieved in adulthood. My 

own belief based on personal experiences is that artists of various ages exploring the 

depths of their being experience the transpersonal and transcendental through artmaking 

processes. I see in Jung's concept of synchronicity and archetypes the theoretical 

foimdations for understanding visual art imagery. 

Depth Psychology, John Raphael Staude (1976) found that the unifying principle 

in the works of Freud and Jung (psychoanalysis and humanistic psychology), and Claude 

the cosmic; being, essence, and ultimate meaning; transcendence; spirit; meditation; 
interpersonal focus, and tianspersonal actualization and realization" (p, 180), In a 
subsequent study, Lajoie et al, (1992) surveyed the definitions of transpersonal 
psychology based on 202 citations that appeared in books, articles in joumals, and 
newsletters. The recurrent pattems here were: states of consciousness, highest or ultimate 
potential, beyond ego or personal self, transcendence, spiritual, transpersonal experience, 
cross-cultural, inner states, unitive consciousness, holistic, transformation, mystical, 
religion, synthesis of fields of study, parapsychology, psychic, energy, force, deep self, 
universal awareness, ecstasy, compassion, opeimess, intuition, ground of being, expanded 
awareness, pereimial philosophy or psychology. Divinity, God, metaphysical, and 
meditation. 
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L6vi-Strauss (sociology and anthropology) is the theory of tiie unconscious, Staude 

stated that tiiese "theoreticians on their own assumed a universality and collectivity of 

human nature at its deepest, archaic level , , , and tiied to devise . , , a style of analysis to 

help discem tiie universal laws and principles governing . . . the human mind" (p. 304). 

He adds, "tiiey sought the essential stmcture and pattem of human mental processes 

through an analysis of human cultural products such as art, dreams, music, mythology , , , 

and language" (p, 304), 

For Staude (1976), Freud understood that dreams have meaning, although hidden, 

and that a scientific procedure (which he called free association) for decoding and 

interpreting them was possible. In Staude's view, for Freud "the unconscious was a 

special realm with its own desires and modes of expression, an autonomous sphere, not 

reducible to other levels of consciousness" (p, 305), 

Staude (1976) noted that Jung acknowledged Freud's work for showing that 

"there is an identity of elementary human conflicts existing independent of time and 

place" and that psychoanalysis offered "a key of enti7 i^to the mind of archaic as weU as 

modem [hu] man" (p, 313), Staude specifies that psychoanalysis thus had revealed "an 

indissoluble common bond linking modem man [sic] to the civilization of antiquity" (p, 

313), According to Staude (1976), Jung shared Freud's initial premise of the continuity 

of human nature and of psychological processes through history, but Jung refused to 

reduce the explanation of cultural phenomena to Freud's theory of sexuality. Instead 

Jung expanded Freud's notion of libido to psychic energy, and Freud's theory of the 

unconscious to include a collective dimension (p, 314), Freud had interpreted dreams as 

indicating repressed and disguised wish-fulfillment, and Jung developed the notion of the 

dream as having a compensatory and guiding function (p, 314), Freud's tactics of 

interpretation pointed back to the personal childhood of the individual, whUe according to 

Staude, "Jung's hermeneutics pointed to the social collectivity, backward to the collective 

history of human race, and forward to [hu] man's personal and collective destiny" (p. 

314), Wilber's framework of deep and surface stmctures allows acknowledging the 

value of both Freud's and Jung's contributions. 
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In Staude's (1976) view, Jung's conception of "collective representations, the 

basic beliefs and assumptions about the nahire of things prevaiUng in a cultiire and 

transmitted from generation to generation" (p. 315) are grounded in sociology (i.e., 

Durkheim, Mauss, Hubert, and Granet). From Durkheim, Jung took tiie idea of 

participation mystique. Mystique was the primitive's sense of a power such as "Mana" 

binding events together or fusion between subject and object (p. 315). 

Staude (1976) stated that in Jung, "the essential stmcture and dynamics of social 

and cultural life reflect the underiying psychic realities in the culture" (p. 315), For 

Staude, Durkheim correlated collective representations (conscious collective) witii the 

social stmctures; Jung related them to psychic (subjective) stmctures (p. 316), 

In Staude's (1976) perception, for Jung, 

Basic processes of the psyche are the same for all people and are expressed in 
symbols with underlying similarity . . . [but] the universality of the archetypal 
foundation of the psyche becomes meaningful reality only in the diversity of 
individual lives, which are conditioned by history, culture, tradition, environment 
and otiier factors, (p, 316) 

Staude added, "the psychic background (the collective unconscious) was always the same 

. , , the conscious configurations in the foreground always unique, contained and varied 

the archetype figures in ever new pattem" (p, 316), These notions are similar to Wilber's 

(1983) comprehension of deep and surface stmctures and are of vital importance in 

understanding the content and symbols of my work. 

In Staude's (1976) interpretation of Jung, the psyche, like the body, has a 

historical stmcture. The psyche's presence is manifested through dreams, symbols and 

creative fantasy.'̂ ^ The symbols are important not only for personal psychological 

growth and stability; they also perform an important social function of Unking the 

individual with the social collectivity. In Staude's view, Jung exemplified this when he 

used historian Jacob Burckhardt 's term, "primordial images" (p, 318), More 

importantiy, Staude stated, "through contacting the primary symbols or 'living symbols' 

'̂ ^ The recognition of this historical stmcture in her own life helped Greenwood 
(1995) to discover the characteristics of her pathologies and how to overcome them. 
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in tiie unconscious, tiie individual is able to participate in something cosmic within 

himself [herself], Mytiis and symbols anchor the person in himself [herself], in the 

coUectivity and in the cosmos" (p. 318). 

Staude (1976) stated that Jung and Freud both shared the belief that deep down 

inside, all men are the same. For Jung, however, tiie "universals are instinctively based" 

(p, 324), WUber departs from this view of human nature. He sees matter as the only 

level of unconscious relating instincts, while universal deep stmctures he conceives as 

present at all levels of consciousness (matter, body, mind, soul). 

Background to Deptii Psychology. Ira Progoff (1959) traced the use of tiie term 

Depth Psychology to Swiss psychiatrist Eugen Bleuer in the early twentieth century. The 

term referred to Freudian theory of the repressed unconscious but mainly to the 

"recognition that there are processes taking place beneath the surface of awareness and 

that these processes are as real, as subject to law, and to scientific principles of 

understanding, as the processes of the body" (p, 9), These notions aUgn with Wilber's 

perceptions that the different levels of consciousness including the subtie, causal, and 

ultimate are real and can be attested to by experience,'^^ 

Progoff (1959) finds indications of the development of depth psychology since 

ancient times in Empodocles, Heraclitus, and "semimythical men of the ancient Orient 

[sic] who understood the mind of man [sic] as a dynamically creative entity with hidden 

realms far beneath the surface" (p, 31), Progoff adds that in Westem civilization, 

Pythagoras, Parmenides, and Democritus influenced Plato and the NeoPlatonic and that 

during the Enlightenment, the pre-Socratics, specially Heraclitus (who viewed human 

personality as "having no boundaries") (p, 31), were rediscovered, influencing 

Schopenhauer, Nietzsche, and von Hartmaim, who in tum laid the foundation for modem 

'^ Progoff (1959) mentions Arthur Alder's view that "[hu] man knows more than 
he understands" but that "[hu] man's faculty for analytic thinking lags behind his [her] 
capacity for direct intuitive knowledge" and is limited when trying to express it in words 
(p, 65). In other words, we know we experience the transpersonal but we do not know 
how to describe such experience. In my view, Wilber and Jung provide the terminology 
and discursive frameworks for such interpretations. 
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deptii psychology as understood by Freud, Jung, Otto Ranks, and Atfred Alder. Furtiier, 

Progoff believes that psychological underpinnings were found in phUosophical writings 

since Plato, Descartes, Locke, Berkeley, Hume, and Kant. The idea of levels beneath the 

surface resonates with Wilber's notions of deep stmctiires. Wilber's conception of no 

boundary appears similar to that of Heraclitus. 

Progoff (1959) agreed with Staude (1976) that the original meaning of depth was 

what Freud called the unconscious repressed, but of much greater consequence are tiie 

unconscious hidden propensities to growth for human development, which Wilber (19%) 

recognizes as contributions made by Jung and Maslow in pointing out the healthy side of 

the unconscious. Therefore, Progoff assumed that the new developments in depth 

psychology are inherentiy affirmative and constmctive and have holistic'^ as well as 

existential connotations. For Progoff the word depth refers to the "magnitude of human 

personality , , , it is the dimension of wholeness in man [sic] " (p, 8), In his view, the 

"depths contain what is implicit in the psyche, what is potential there, what is working in 

the background of individual development toward fulfiUment by means of growtii" (p. 8), 

a notion that echoes Dissanayake's (1992) views on human propensities. Progoff (1959) 

further stated that "as a result of processes of the psyche, a person may reach the peaks of 

human experience" (p, 13). Progoff does not believe that wholeness is given as a final 

product but as a potential or possibility. He described that the task of depth psychology 

is to illustrate the processes by which growth takes place in humans and to devise 

practical procedures and methods that can achieve growth toward wholeness in modem 

humans. In my view, Wilber's understanding of human nature and of the working of 

consciousness provides the description of how growth unfolds through translative and 

transformative mechanisms. Further, Wilber offers methods to expedite and enlarge 

human's natural developmental growth through deep meditative practices. In this study 

that explores art as transformation, I propose artmaking as a vehicle or method to 

promoting such growth. Progoff mentions that concepts are not enough and that what is 
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necessary is a practical way of working "by which an inner experience of reality can be 

achieved" (p. 28) as well as a reawakening of a sense of spirituality. In agreement witii 

Dissanayake's (1979) metiiod proclaiming that humans can access our potentialities 

through art and ritual, I believe that artmaking and art as a ritiialized behavior fulfill such 

a role, 

Progoff (1959) referenced Alder's view that the tme goal of deep psychology is 

the development of the potentialities of human nature, Progoff believed that this is very 

important in modem times because the emphasis placed on extemal existence leaves an 

inner emptiness. As a result, humans are led to believe that the source of creativity does 

not lie within, and therefore we do not seek to develop our inner capacities. 

Consequentiy, Progoff saw a need for an "awakening of existential awareness" (p. 16). 

Further, Progoff believes that depth psychology in its new hohstic form provides tiie 

"practical tools with which modem man [sic] can restore the dimension of depth to his 

[sic] existence . . . and brings a conception of human nature that restores man's [sic] 

feelings of creative power working within him [sic]" (pp. 29-30). 

Progoff (1959) found that Otto Rank's The Myth of the Birth of the Hero is the 

first bridge between Freud's basic conception and Jung's theory of archetypes. Progoff 

saw Rank's psychology as having a transitional function until the emergence of a new 

type of psychology: it has "the task of sustaining the modem personality in interim period 

when it has lost its old beliefs and has not yet found new ones" (p. 60). Progoff added, 

"it opens the way to a direct confrontation with the more than personal, the universal, 

generic reaUties of human existence, and the transcendent meaning of life that may be 

found within man [sic]" (p. 63). Additionally, in his view, "what is required of depth 

psychology . . . is that it brings forth a view of the human personality, its nature, and its 

dynamics, that will make a new, living experience of meaning actually and 

psychologically possible for modem man [sic]" (p. 63). The new type of psychology in 

his view, must be one that gives modem humans access to resources that are adequate for 

'^ This holistic view of humans, Progoff (1959) credits to Jan Christian Smuts, 
for whom, "wholes are basic to the character of the universe and Holism, as the operative 
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a "spiritiial leap going beyond psychology" (p. 63). It occurs to me tiiat Wilber's integral 

psychology described in his Spectrum of Consciousness model and his All-Level, All-

Quadrant models satisfies tiie needs Progoff speaks about. WUber goes beyond 

traditional Westem orthodox psychology and embraces principles from Eastem 

contemplative psychology, which address the higher levels of human consciousness that 

are of a spiritual and tiansformative nature. 

Progoff (1959) believed tiiat Jung sought to find "tiie nonpersonal dynamic factor 

that is at work in the deep unconscious levels of the personality" (p. 53), and to do this, 

he studied the significance of religious symbolism and mythologies to identify universal 

pattems or archetypes. He studied, for example, from primitive mythology to Tibetan 

Buddhism, Taoism, Hinduism, Gnosticism, and esoteric and heretical Christian cults. In 

Progoff s view, however, Jung was looking to develop a conception of the psychic deptiis 

that could be integrated into a general theory of the relation of mind and matter or a 

"unitary principle underiying psyche and soma" (p. 55), which differs from Wilber's 

views. Wilber identified the psyche with soma only at the level of matter or lowest levels 

of consciousness. Therefore, in WUber's view, Jung's framework neglects the deep 

stmcture of all other levels. Jung titied the unifying principle that relates psyche and 

soma in a noncausal manner "Synchronicity" (p. 55). I find that it is important to explore 

Jung's conception and meaning of Synchronicity and archetypes as a model of how our 

psyche works at our lowest level. The insights derived might contribute to understanding 

the working of higher levels of consciousness. Therefore I believe that to understand 

creative processes it is helpful to look into Freud's and Jung's framework of the 

unconscious. 

Jung's Principle of Synchronicity 

Progoff (1973) scmtinized Jung's concept of synchronicity. Progoff observes that 

when studying deep levels of the Self, Jung found a correlation between events, dreams 

and interpretations in ancient especially Eastem scriptures about "changes of destiny in 

factor in the evolution of wholes, is the ultimate principle of the universe" (p, 92), 
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the course of human life" (p, 3), These findings and his interaction with physicists Nils 

Bohr, Wolfgang Pauli, and Albert Einstein led Jung to "note the equivalence of tiie atom 

as the basic unit of the physical worid and tiie psyche of tiie human being" (p. 3), 

According to Progoff (1973), Synchronicity is a principle of interpretation 

reflecting deeper than conscious levels. Synchronicity includes nonphysical as well as 

physical phenomena with "noncausal but meaningful relationship to one another" (p. 4), 

Progoff (1973) believed tiiat Jung based this idea on Pierre Teilhard de Chardin's 

conception of the biosphere, which "contains all the expressions of life in nature , , , and 

the Noosphere, which indicates a higher level of evolution and is tiie sphere of spirit and 

meaning" (p, 5). Progoff cited Teilhard's vision: 

The Noosphere, is a layer of reality, or 'envelop',,, that surrounds the physical 
earth as an atmosphere. It is an envelop around the physical, but it itsetf is not 
physical,,, Its contents are derived from man's [sic] cumulative life . , , formed 
by the inner experiences of [hu] mankind . , , that take place at the depth level of 
consciousness, (p, 5) 

In Progoff s (1973) view, "Jung provides a means of understanding the Nature of the 

human experiences that form the Noosphere, the content and manner of operation of the 

Noosphere in his principle of Synchronicity" (p, 8), Progoff believed that Synchronicity 

is significant on a theoretical level: "it opens an additional dimension of consciousness 

with respect to the nature of human experience in the unfolding universe" (p. 20). And 

on the empirical level, "it provides avenues for the factual study for some of the most 

elusive aspects of human life and destiny" (p. 20), 

Progoff (1973) quoted Jung as stating, "Synchronicity takes the coincidence of 

events in space and time as meaning something more than mere change" (Jung cited in p, 

23), Progoff prefers the term coocurrence instead of coincidence: 

Since the central thought concems the occurrence at the same moment of two 
separate events that are not causally connected to one another. They take place at 
the same time with neither one having an effect on the other, and yet they are 
related to one another in a meaningful way, (p, 23)'̂ ^ 

'̂ ^ Progoff (1973) described how this principle of Synchronicity underlies the use 
of the/ Ching, which he experimented with Jung, during a trip to Switzerland. The 
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Progoff (1973) described the mechanism: "it makes it possible for tiie entire moment of 

the present, to express itself and to include in its expression the past and tiie future as 

well as the present" (p, 26), This concept of synchronicity I believe is valuable to 

understand the futuristic, visionary quality of artmaking-processes and art objects that 

connect tiie artist witii her or his past, present and the future in a deep manner. This 

concept also helps understand the object as possessing visual transcriptions of such 

phenomena. 

To understand tiie background to Synchronicity, Progoff (1973) mentioned that 

the concepts of cause and effect are typical of Westem view of life. He gives the 

example of David Hume who "demonstrated logically that causality is not something we 

actually see, but that it is only an imputation that we read into events . , , and that from 

the epistemological point of view causality cannot be proven as a tmth" (p, 47), In 

Progoff s understanding, "cause-and-effect events provide the raw materials with, which 

meaningful coincidences take place" (p, 56), but causality is only one principle, Jung 

looked into teleology, which goes beyond causality as a second point of view or 

principle, Progoff describes that tiie essence of teleology is the conception of a "final 

purpose implicit in the seed of each organism, with the life of the individual constmed as 

the working out of that purpose" (p. 63). Progoff added, "the coming together by 

apparent chance of factors that are not causally finked but that nevertheless show 

themselves to be meaningfully related, is at the very heart of the process by which the 

purpose of the individual's life unfolds and becomes his [sic] fate," and is where 

teleology and contingency meet (p. 65). It is Progoff s perception that Synchronicity 

becomes an independent principle that balances and complements causality and 

teleology. 

According to Progoff (1973), the main philosophical antecedents of Synchronicity 

in the West, are Leibniz philosophy, and in the East the philosophy of the Tao. Progoff 

/ Ching spoke to Progoff significantiy and at different levels, simultaneously evidencing, 
aspects of his present fife and aspects that materialized in his future, (See pp, 21-43 for 
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found that Leibniz's Manadology "epitomizes tiie conception of man [sic] as a 

microcosmic expression of tiie macrocosm" (p, 67), According to Progoff Leibniz's 

basic conception of the cosmos postulates a "pre-established harmony," which Leibniz 

understands in the universe as a vast pattem in which individual parts or monads (souls) 

are interrelated. The monads have characteristics according to their nature, a place within 

the pattem of the universe, and contain an image of the pattem of the universe in them. 

Therefore, the monads are perceptual living mirrors of the universe, Progoff stated, 

"human beings, as monads, participate in the moving pattem of tiie cosmos and reflect 

them" (p, 68), 

For Progoff (1973), Leibniz is connection between body and soul, which are 

separate and operate under independent laws) is the foimdation for synchronicity as 

principle. Further, Progoff highlighted tiiat Leibniz speaks of the monad as "the seed of 

potentiality, the inherent, living essence of the organism" (pp. 71-70). 

Therefore, Progoff (1973) found tiiat for Jung, "tiie principle by which the 

pattems of life are held together is neither causation nor teleology, but a principle that 

binds [without substituting] the entities of body and soul together" (p. 73). Progoff 

stated. 

The principle of causaUty is based on statistical laws . , , synchronicity takes the 
coincidence of events in space and time as meaning something more than mere 
chance; namely, a pecufiar interdependence of objective events among themselves 
as well as with the subjective (psychic) states of the observer or observers, (pp. 
98-99) 

According to Progoff (1973), Jung believed that "the psyche carries all the 

necessary answers within itself [and] his method of Active Imagination was to encourage 

or stimulate the psyche to express what is latent in it" (p, 77), In Progoff s view, Jung's 

purpose for his theory of Synchronicity and the analysis of archetypes was to "discover 

the forms in which the macrocosm becomes manifest in the microcosm of human 

personality or seeds of its being" (p, 79), 

the details of this experiment,) 
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Progoff (1973) stated that Jung's view of the Self is equivalent to the monad, 

which contains tiie seed and purpose latent in tiie human personality and contains the 

essence of the universe in miniature, a direct point of contact with the entire worid. For 

Progoff tiiis is the level on which tiie "Self corresponds botii psychologically and 

cosmicaUy to Tao and to Leibniz's 'Universal Harmony,' which is . . . the macrocosmic 

aspect of the monad" (p. 79). 

Progoff (1973) described this cosmic character: 

It is experienced with a great intensity, accompanied by a great emotional affect, 
and it brings an awareness of a special light, a numinosity carrying a sense of 
transcendent validity, authenticity, and essential divinity , , , An extiaordinary 
great concentiation of energy seems to be at work in this , . , the energy , , , 
derives from the transcendent aspect of the archetype as a manifestation of the 
macrocosm in microcosnuc form [and] . . . it expresses . . , the great intensities of 
energy activated when a human being touches the psychoid level of his nature 
where instinct and archetype are fused as one. (p. 83) 

Jung's Archetypes. To understand synchronistic events, Progoff (1973) described 

Jung's conception of the archetypes, 'The archetypes are not universal images, but 

factors that bring about processes of change at profound levels of the human psyche" (p, 

105), Progoff stated that Jung called the archetype of magical effect, "the archetypal 

forces that affect life in mysterious ways and transfix consciousness" (p, 105), 

Progoff (1973) talks about the experience of the archetype of the miracle, or of 

magical effect He stated that it takes place. 

At the most fundamental level of the psyche at the transpersonal level, , , which 
leads back even beyond the archetype to the primal pomts at which instinct and 
archetype are united as opposites in the primary pattem of human behavior, (p, 
106) 

In his view, it leads back to what Jung describes as the "psychoid factor" (p, 106), 

According to Progoff (1973), Jung used the word "numinosity to describe the aura of 

great light and . . , warmth that is attached to the archetypes when they become directly 

manifest in a strong human experience" (p, 108), Progoff described the process as 

follows: 
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When a numinous event occurs, it draws a large concentration of psychic energy 
around it. This energy constellates around the archetypal symbol that is active as 
the effective center of the experience. A complex, or cluster, of psychic contents 
is thus formed at this point . , , tiiere follows a lowering of the mental level on that 
side of the psyche from which energy has been withdrawn. The contents of this 
side, sink downward into the lower levels of the unconscious. WhUe the level of 
conscious activity is heightened and intensified on one side of the psyche, the 
conscious controls are altogetiier loosened on the other side so that the psyche is 
open to the full impact of archetypal factors at the deepest level, especially the 
psychoid level, of the unconscious, (p, 109) 

For Progoff (1973), it is the "heightening of consciousness that leads to a 

corresponding lowering, and through this lowering the capacities of awareness are 

expanded" (p, 109), He conceives these as two events that take place at the same time as 

part of a single process. 

To help us visualize the level this phenomenon happens, Progoff (1973) described 

Jung's four levels of human cognition: Ego Consciousness, which is at the surface level; 

Personal Unconscious, which is immediately below it; Collective Unconscious or 

transpersonal level, which is beneath that, extending for a considerable depth; and the 

Psychoid level, which is at the base, and that Progoff believes reaches into the realm of 

nature itself. Progoff references Jung as stating, "the psychoid level of the unconscious 

represents the point at which type psyche is so close to the animal world as not yet to be 

differentiated from it" (Jung cited in p. 112). 

Progoff (1973) further cited Jung: "once the functioning of a significant part of 

the psyche has dropped to the psychoid depth, the individual, as microcosm, is in a 

condition at which a part of his psyche is able to 'catch' the 'reflections' of the 

surrounding macrocosm to describe them and make them articulate" (p. 114). Jung's 

notion of microcosm embraces Liebniz's concept of the 'monad' as perpetual living 

nurror of the universe.'^ 

'^ Progoff (1973) mentioned Gardner Murphy's compilation of findings in 
embryology and biology indicating that the "basic pattems of form and stmcture are 
repeated throughout the universe, and that they are equally 'duplicated in man' [sic] in 
miniature" (p. 33). Progoff stated that when "man [sic] studied himself in-depth, he [she] 
shows himself to be a mirror of the universe with respect to both inteUectual knowledge 
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Progoff (1973) characterized this process in terms of time as follows: 

When lowering of tiie mental level increases tiie sensitivity of the psyche to the 
reflections of the pattem, the individual becomes capable of perception or 
cognition tiiat goes beyond space and time in our usual causalistic sense . . . 
Synchronistic principle deals witii the patteming of experience across a moment 
of time . . . In the mirroring of pattems that takes place, what is reflected may 
refer eitiier to the past or the future, (p, 117) 

Progoff (1973) also emphasizes that synchronistic events "tend to reflect the 

characteristics of the operative archetype" (p. 123), In other words, the "archetype plays 

an important role in constellating the pattem, so tiiat tiie pattem tiiat forms is somehow in 

the image of the archetype" (p, 123), 

Archetypes and Synchronicity. Progoff (1973) saw that tiie unfolding of a human 

life takes place in two distinct planes or dimensions of reality simultaneously. One is the 

individual's awareness of life. The second dimension is a transpersonal macrocosmic 

field in which Synchroiucity operates, Progoff states, "when two or more events take 

place at a given moment of time without either one having caused the other but with a 

distinctiy meaningful relationship existing between them beyond the possibilities of 

coincidence, that situation has the basic elements of Synchronicity" (p. 131), 

Progoff (1973) noted that the role of the archetypes is not that of a causal factor 

operating extemal to the contents of the synchronistic event, but that of a "factor of inner 

cohesion and integration" (p, 134), For him, "it is via the archetypes that the 

encompassing pattem that traverses a moment of time is cohered and separated into 

minor pattems that relate to the life of the individual person" (p, 134), Progoff added, 

"the specific role of the archetypes in synchronistic phenomena seems to be to serve as 

the constellating hub of a situation across time, and to be the factor of inner orderedness 

that gives the distinctive set to the situation" (p, 136), Further, Progoff states, "the 

constellative effect of the archetypes in addition to causality is what brings about 

meaningful coincidences" (p, 140), For Progoff, "the specific archetypes that are active 

at the depth of an individual's existence are the means by which the general orderedness 

and spiritual experience" (p, 35), Depth Psychology is the branch of science that studies 
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of the larger pattems of the macrocosm can come to specific expression at any moment of 

time" (p. 144), In Progoff s view, "the archetypes are the vehicles by which tiie 

encompassing pattems of life are individualized in experience, and Synchronicity is the 

explanatory principle by which the chance and meaning of the intersection of these 

experiences in time may be recognized and comprehended" (p, 144), 

In Progoff s (1973) outiook, this is how the archetypes are "mediators between 

the individual and the cosmos , . . The archetypes draw that part of their physical (or 

social) surroundings to which they are meaningfully related into the pattem by which 

tiieir own characteristics are defined" (p. 149). The patteming, however, is "always an 

unconscious process which cannot be detected until afterward" (p. 155). This for Jung 

meant that "activation and expression of an archetype cannot be planned in advance . . . 

or predicted in advance with respect to the spontaneous events of life" (p. 156). In 

Progoff s view, this is why "it is difficult to mark off and delineate any particular 

archetype . . . although the archetypal effect... is definite and visible" (p. 156). 

To understand the phenomenon, Progoff (1973) recommended that we see the 

archetypes as adjectives possessing organizational qualities instead of as nouns. Progoff 

adds. 

At the psychoid level of archetypes that is reached through the abaissement of the 
mental level, the events that express the principle of Synchronicity come about.. 
. the psychological has become deeper than the psyche. It has become 
nonpsychic, and therefore no longer separated from the physical aspect of nature . 
. . when the psychic and the physical are no longer differentiated from one 
another, a continuum is established in which synchronistic events can come to 
pass, (pp, 156-157) 

Progoff (1973) stated that along with the co-occurrence of events in time, 

Synchronicity carries a principle of orderedness that occurs in the universe regardless of 

causal connections and beyond space and time. It is where Synchronicity links with 

Teilhard de Chardin's conception of the Noosphere, and supplements it with an essential 

dimension of knowledge, 

the human side of this human/cosmos relationship methodically, 
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Synchronicity and the Possibility of Facilitating Synchronistic Events. According 

to Progoff (1973), in Jung's view, one cannot cause synchronistic events to happen, nor 

avoid them. However based on his observations during more than two decades of 

practice and workshops, however, he believes that it is possible to develop in a person an 

increased sensitivity to synchronistic events, and a capacity to harmonize life with such 

occurrences,'^7 

Further, in Progoff s (1973) view, synchronistic events take place throughout our 

lives and affect our destiny in ways that we do not recognize because we do not see them 

in tiie light of the synchronistic principle, Progoff is tiioroughly convinced that by 

retiacing and documenting what takes place in synchronistic events we can better 

understand the human being as individual, and the individual as an agent of history, 

Progoff states that the Intensive Journal Program of personal growth conducted by 

Dialogue House and its methods of joumal keeping have as their purpose "to assist the 

process of individual development throughout the continuity of a person's life" (p, 168), 

Yet, he finds that many unplanned experiences that meet Jung's criteria of Synchronicity 

do in fact take place. For Progoff, these experiences are "all the more significant since 

they occur spontaneously" (p, 169), He stated, "they indicate the unnoticed prevalence of 

synchronistic phenomena in the ordinary course of a human life" (p, 169), For Progoff 

(1973), "it is worth investigating whether the lives of creative persons show a particular 

tendency toward the occurrence of synchronistic events" (p, 168), He believed that 

Jung's theoretical frameworks to understanding synchronistic events might open the 

possibility of stimulating them and bringing them about. He expresses hope that "the 

intuition that was Jung's will become a knowledge for all of us" (p, 172), 

It is my belief that Progoff acted upon this conviction, that it is possible to 

stimulate and bring about synchronistic events, and this is evidenced in his workshops. I 

'^ Progoff (1973) mentioned creation in 1966 of his Dialogue House Intensive 
Journal program and workshops in which there is evidence that synchronistic events take 
place within its members. See also his At a Journal Workshop, Writing to Access the 
Power of the Unconscious and Evoke Creative Ability (1992) for a detailed systematized 
method of joumal keeping. 
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am thoroughly persuaded that Jung's conception of synchronicity and archetypes helps in 

tiie understanding of the nature of art. It is my contention that artmaking processes allow 

the individual to access tiie deep levels of our psyche (in Jung's sense as related to soma 

and in Wilber's sense as related to spirit). Jung's conceptions as understood by Progoff 

(1959, 1973) in combination witii Wilber's theories on human consciousness contribute 

to tiie understanding of my own creative processes and provide insight into the content 

and symbols of my work as I describe in Chapter V of this study. 

Existential Psychology 

Rollo May (1983) identifies two trends of existentialism. One has negative and 

destmctive connotations, such as the philosophy of despair advocating suicide, or 

antirationalists systems,'^^ and another is positive and constmctive in nature. I place 

emphasis on the second trend as it relates to the purpose of this study, which is to explore 

human potentiality through artmaking and expression. 

Background to Existential Psychology. May (1983) finds that existentialism 

sprang up spontaneously in different parts of Europe. He mentions V. E. Von Gebsattel 

as representative of the first existential stage or the phenomenological movement in 

Germany. He also finds origins of the Existential Movement in Schelling, who in May's 

view, exerted influence on Kierkegaard, Burckhardt, Engeles, and Bakunin. The idea 

behind their philosophies was to overthrow the rationalist system, namely Hegelian, that 

valued thinking over immediate experience.'^^ May is of the opinion that despite Hegel's 

rationalism and emphasis on absolute tmths, there were existential elements latent in his 

views. May highlights the fact that Karl Marx embraced Hegel's dialectical method to 

'̂ * See W. W. Spanos (1966) A Casebook on Existentialism for theoretical and 
literary examples of this trend that highlights nothingness, dread, angst, alienation, 
objectivation, and death. 

'^' May (1983) believed that existentialist thinkers like Kierkegaard and later 
Nietzsche were not antirational but that sought objectivity without loosing subjectivity. 
He states, Nietzsche "attacked not reason but mere reason" (p. 74). 
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constmct his historical materialistic model, although he attacked Hegel's ideas about 

absolute tmtii. In May's view, Marx is also existential by his view that capitalism causes 

dehumanization and a profound sense of annihilation in those affected by its stmcture. 

May (1983) mentioned that when the first existentialist movement subsided, an 

impetus towards its revitalization came through the work of Dilthey, Nietzsche, and 

Bergson. May added that a contemporary or third phase of existentialism arose after 

Worid War I. In May's view, this third phase owes much to Kierkegaard and the eariy 

Marx who were rediscovered, as well as to the phenomenology of Edmund Husseri, 

which provided Heidegger, Jasper, and others tiie tools to undennine the subject-object 

approach dominating science and philosophy. In May's (1983) view, Heidegger is a 

major contributor to contemporary existential thought and phenomenology mainly 

through his work. Being and Time.^"^ 

May (1983) traced the term existence and finds that it comes "from the root 

existere which means literally, 'to stand out or emerge'" (p. 50). For May, however, in 

the existentialist approach existence refers to "coming into being or becoming" a notion 

conceived as a fundamental stmcture of human existence (p. 50). The term being is not 

understood as static, "but as a verb form, the participle of the verb to be" (p. 50). 

According to May, existentialism is concemed with "ontology or the science of being 

(ontos, from Greek being)" (p. 50). He states that in this sense, "existence is individual or 

particular" (p. 51) is not essentialist or universal. 

In May's (1983) view, both Kierkegaard and Nietzsche place emphasis on the 

importance of a person's experience as such, as well as on the individual to whom the 

experience is happening. This emphasis for May is an ontological view of human beings. 

Further, May stated that both Kierkegaard and Nietzsche were "radicaUy devoted to the 

nobility of man [sic] and both sought some basis on which this dignity and humanity 

'*' May (1983) mentioned that other fundamental contributors to existentialism 
are: Jean-Paul Sartre (the representative of a subjectivist extreme existentialism); Gabriel 
Marcel and Albert Camus in France; Nicolas Berdyaev and Shestov in Russia; and 
Ortega y Gasset and Unamuno in Spain; Bultmann and Barth in Switzerland; Buber in 
Israel; and Paul TiUich in the United States. 
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could be re-established" (p. 76). For May, this is the meaning of Nietzsche's "man [sic] 

of power" and Kierkegaard's "ti^e individual" (p. 76). 

May's (1983) stated that Nietzsche's concept of "wiU of power" implies. 

The self-realization of the individual in the fullest sense . . . Will to power is an 
ontological category . , , an inseparable aspect of being , , , It is the individual 
affirming his [sic] existence and his [sic] potentialities as being in his [sic] own 
right; it is the courage to be an individual, (p, 79) 

According to May (1983), Nietzsche used the word power in the classical sense of 

potentia, dynamis. May stated, "for Nietzsche this power, this expansion, growing, 

bringing one's inner potentialities into birth in action is the central dynamic and need of 

Itfe" (p, 80)."*' Further, for May being "is not given once and for all. It does not unfold 

automatically" (p. 97). A human (or Dasein) is tiie particular being who has to be aware 

of, responsible of, and become himself/herself. This phenomenon expresses the fact that 

nonbeing is an inseparable part of being, 'To Be or Not to Be" (p. 104). May stated, 

"Being means not I am the subject, but I am the being who can, among other things, 

know myself as the subject of what is occurring" (p. 97). 

In his discussion of being. May (1983) mentioned that human existence is Dasein, 

which is composed of "sein(being) plus da(there)" (p. %) . Dasein indicates that a human 

is the being who is there, and that has a there (or knows is there and can act from that 

perspective of awareness). The "there" involves the time and space of the individual's 

existence. It is the capacity to become aware of or to experience within the experience of 

being (p. 96). 

May (1983) described that Nietzsche believes in human potentiality and the need 

to express ourselves. Nietzsche attests to assertion, joy, and freedom (within 

''*' May 1983) noted that in the United States, there is a tendency to contrast being 
with becoming. Becoming is understood as dynamic and being as static. 
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responsibiUty). May stated thus, "far from being a destmctive, nihilistic thinker, 

Nietzsche tiims out, on deeper inspection, to be profoundly constmctive" (p. 83)."*^ 

May (1983) believed that the contribution of existential analysis is to rediscover 

humans (as beings) interrelated with the worid and to rediscover the worid as meaningful 

to humans. The idea is that the person and the world are a unitary, stmctural whole 

conceived as dialectically relevant. May states, "Self implies worid and worid self; there 

is neither without the other, and each is understandable oiUy in terms of the other" (p. 

122). 

It is my belief that exploring existential psychology as part of the continuum of 

orthodox psychology, contributes to a more holistic approach to understanding human 

nature and consequentiy, to visualize the role that art plays towards human development. 

WUber (1981c, 1986b) located existential psychology at the threshold above the mind 

level of consciousness marking the route for the psychic level to manifest 

In agreement with Wilber's framework that all human beings have potentially 

right of entry to levels beyond the rational mind, existentialist notions of "coming into 

being or becoming" as well as understanding ourselves within the experience of being, I 

believe, are essential to open doors for further development of consciousness. I have no 

doubt that art contributes to self-realization and affirms human existence and 

potentialities. Wilber postulated that we can access our potentialities through meditative 

practices; I believe that we can also do so by artmaking and by experiencing art as 

viewers. Art provides awareness of Dasein, or the ability as May (1983) stated it, to 

"know myself as the subject of what is occurring" (p. 97). Further, I posit that art as 

transformation is the vehicle for accessing unity consciousness, which is where we 

discover ourselves in interrelation and as one with the cosmos. 

"*̂  May (1983) mentioned that nevertheless, neither Kierkegaard nor Nietzsche 
could escape their historical situations, and the tragic consequence of their own intensity 
of self-consciousness. Both were lonely, anticonformist in the extreme, and knew the 
deepest agonies of anxiety, despair, and isolation. 
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Feminist Art Perspectives 

Intioduction 

While working on the theoretical frame section of this study, 1 reafized that the 

prevalent theories in tiie Western canons of art discourse were developed predominately 

by men. I felt I needed to review feminist art theories to leam what women have written 

regarding the nature of art. 

My intention to look at feminist art theories is due to the fact that my years of 

formal study in art, in Mexico and in the United States, had excluded an introduction to 

female theorists on the nature of art. From reading women writers, I realize that I have 

been a feminist since I was 12-13 years old. I wanted to broaden the scope beyond male 

views of the nature of art and to leam how these female philosophers, theorists, cultural 

critics, and artists might inform my study. Additionally, I reviewed feminist 

contributions with the purpose of identifying writings, which seek the power of art for 

inner transformation, cultural, and social understanding. I feel overwhelmed with the 

amount of literature and vzuious viewpoints in feminist literature and do not intend that 

this section is a complete overview, nor that it is a reconciliation of all approaches and 

perspectives conceming feminist theories on art. With the help of Wilber's models to 

focus this section I note how he integrates many femiiust views within psychology, 

biology, social, and cultural stmctures. I also situate myself historically, theoretically, 

and aesthetically as I describe feminist art theory, contemplating if and how my art 

relates to any or all of the versions of feminisms. 

I begin the section with an operational definition by Faith Wilding (2001) (with 

which I agree) of how I use the term feminism is this dissertation and how that definition 

provides support for use of autobiography in this study. I provide a brief overview of the 

different phases of feminism situating my study as both occurring ideologically and 

literally within the years of fourth wave feminism as understood by Bluestone (1995). 

From reviewing the selected literature on feminism with a focus on feminist art, I 

realize that the term "feminism" has evolved throughout time and is continuously 

changing. There are several branches of feminism such as liberal, Marxist, and cultural 
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feminists. Most feminists now speak of feminisms (i.e., Stanley, 1992). A core 

definition that threads through the variations is that feminists address women's issues. 

According to Faith Wilding (2001), 

Feminism (or more properiy, "feminismS") has been understood as a historical-
and contemporary-transnational movement for justice and freedom for women, 
which depends on women's activist participation in networked local, national, and 
intemational groups. It focuses on the material, political, emotional, sexual, and 
psychic conditions arising from women's differentialized social constmction and 
gender roles. fhttp://www-art.cfa.cmu.edu/www-wUding/wherefem.htmll 

In the 1990s, feminist artists and critics were looking back and evaluating the 

feminist movement's development to the extent tiiat some authors, including Joanna J. 

Fmeh, Cassandra, L. Langer, and Ariene Raven (1988, 1994), Natalie Harris Bluestone 

(1995), Kathy Deepwell (1995), Whitiiey Chadwick (1997), Leslie Heywood and 

Jennifer Drake (1997), and others, have identified several stages (phases, waves, periods, 

or generations are the main terms used) of femirusm. Leslie Heywood and Jeimifer 

Drake (1997) in their Third Wave Agenda: Being Feminist, Doing Feminism, provide an 

overview of the most common ways that three waves of feminism are described. They 

state, "early 'first wave' feminists . . . worked for abolition, voting rights, and temperance 

causes. Second wave feminists concentrated on the ERA and wage equity, developed 

gender and sexism as key categories of analysis, critiqued beauty culture, and often 

worked in black, gay and New Left movements" (p. 23). In their view, third wave 

feminism embraces these histories and continues these stmggles, but, goes beyond them 

and acknowledges "complex ways that power, oppression, and resistance work in a 

media-saturated global economy" and scmtinize whether development is tmly 

"progressive" or "regressive" (p. 23). According to Heywood and Drake (1997), third 

wave feminists ask, "Which personal? And Whose Politics? [and] How to think 

'sisterhood' in terms of difference and hybridity?" (p. 23). 

Bluestone (1995), for example, described the first phase of feminism as the 

"Retrieval Phase" (p. 10). Similar to Heywood and Drake (1997), Germaine Greer 

(1999), Elaine Showather (2001) Simone de Beauvoir (1989), Betty Friedan (1%3, 1976) 
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and otiiers, Bluestone refers to first wave feminist to include the suffragettes in the eariy 

20* century. The second wave includes the consciousness raising of the 1970s (which 

Bluestone identifies as "Gender-Specific Phase"). The third wave includes 

cyberfeminisms, issues of racial and gendered bodies, and reproductive technologies 

(which Bluestone classifies as "Litany of Oppression Phase")."*^ Mira Schor (1994) 

spoke of third-phase feminism as a critical rethinking of the gender of art discourse, 

which is stUl a system dominated by men: "a patrilineal validation system in which males 

choose to write about women artists who conform best to their system to subsume to 

pattiarchy" (p. 46).'** Further, Bluestone (1995) identified a fourtii stage of feminism, 

which she calls "Revolutionary Revamping Phase" (p. 10). Most feminist scholars, 

however, would refer to Bluestone's fourth phase as a key aspect of Third Wave 

Feminism. 

I believe the progress that we currentiy enjoy (and have to continue to fight for), 

would not have been possible without the ground-breaking contributions of all femirusmS 

in all their phases or developments regarding inclusion, valuing female experiences and 

femaleness, seeking equality for all peoples including women and minorities rights, the 

creation of new art discourses acknowledging the personal and the public, the individual 

and the collective. I personally owe to feminism of all stages the credit for setting the 

conditions and opening doors to my own development (individual, social, cultural, and 

political). 

I use Bluestone's (1995) four distinctions of feminist activity to organize this 

section of the literature review within two main categories: Gender-specific art and 

political activist art. Neither is exclusive of the other and both are based in various 

"'̂  Historically, as time periods, "Litany of Oppression Phase" aligns more with 
second phase than third phase feminism and "Gender-Specific Phase" with third phase 
feminism. Bluestone theoretical base seems to be the "Retrieval Phase," 

"'^According to Schor (1994), Griselda Pollock in her Vision and Difference: 
Femininity, Feminism, and Histories of Art (1987) provides a different validation system 
in which women's work is more highly valued if it dismpts patriarchal systems of 
aesthetic disinterestedness in subject matter (referenced in p, 47). 
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feminist art theories. In the Gender-specific art section, two main views emerge: 

essentialism and social theory. Within the essentialist perspective, I review aspects of 

archetypal imagery of the Great Mother and the Great Goddess described as appearing in 

women's work. I relate these views to Wilber's conceptions of these archetypes, I then 

compare feminist positions to Wilber's All-Level, All-Quadrant Model. Throughout this 

review 1 situate myself within the various feminist postulates as they relate to my own 

artmaking and belief system. In Chapter III under the subtitie 'The Transformative 

Power of Art: Autobiographical Account," 1 provide a more thorough description of my 

historical, cultural, and social background as it informs my study. 

Brief Background to Women Artists in the 20^ Century. EUzabeth C. Baker 

(1973) mentioned that in the 1930s and 1940s female artists' work was beginning to be 

recognized and included in major art exhibitions and that in general women's careers 

were on the rise. This recognition and this inclusion were in large part due to the WPA 

New Deal programs that opened the doors of financial support to artists of both genders 

and people of color."*^ World War II put an end to the WPA and to support to women 

artists. Many women, however, had had their careers launched, which impacted the 

Artworld. Such artists include Lee Krasner, Alice Neel, Helen Frankenthaler, Lee 

Bontecou, Nell Blaine, Grace Hartigan, Joan Mitchell, Afice Barber, I. Rice Pereira, 

Georgia O'Keeffe, Loren Maclver, Marisol, Anne Rayan, and Eva Hesse (p. 145). Other 

artists recognized during the period (among others) include Dorothea Tanning, Leonora 

Carrington, and Frida Kahlo. Today, only about half (10 out of 20) of these women are 

acclaimed in mainstream art history texts and museum collections. Many of these 

women had male partners who provided access to Artworld recognition; some used male 

sumames. Others such as Alice Neel, and Emily Caar, who had support in the 1930s 

WPA programs, were not acknowledged after Worid War II and were finally 

acknowledged in tiie late 1980s, as a result of the end of the Cold War. The Cold War 

was especially important as to why art changed and who was designated as artist Baker 

"*̂  See Griselda Pollock and Rozsika Parker (1981) for contextiialization of why 
women's work was recognized in 1930s and 1940s. 
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(1973) noted "a counter-revolution parallel to tiie overwhelming retreat-to-the-home 

movement for American women following Worid War II, affected women artist's statiire 

as a professional, as well as her drive and self-esteem as was the case with her 

counterparts in other fields" (pp. 114-115). Suzi Gablik (1973) noted tiiat women were 

bound in two ways: "an unmarried women is regarded as a disadvantaged person, and her 

self-confidence is undermined. If on the other hand, she follows her stereotyped role and 

limits herself to being a wife and mother, the echoes of male disparagement will haunt 

her" (p. 89). Gablik expressed her conviction, however, that if people become aware of 

what conditions tiiem, they can change those factors for the better. She sees that it is in 

"a reflective self-awareness" that ties the promise of change in our culture (p. 89). 

In Laura Cottingham's (1994) view, since the late 1960s, political/activist 

demands for inclusion have inspired advances in feminist art. She discussed the Black 

Power movements, the anti-Vietnam War campaigns, and the emergence of Gay Rights 

as prevalent aspects of fenunist art of this period, Cottingham (1994) states that the 

Women's Liberation Movement of the 1970s "spawned an immediate visual arts 

movement" (p. 138), Art by women referenced female experience and sexuality 

including topics of consciousness-raising. Moira Roth (1988) mentioned that in the 

1970s the objectives were "to describe and to demand . . . to make art about women from 

the woman's point of view, and to teach others about the collective, interactive character 

of women's political and spiritual strengths" (p. 102). The ultimate goal of the 70s, 

according to Ruth Iskin (1979), was "to raise consciousness, invite dialogue, and 

transform culture" (p. 125). In Sally Dawson's (1995) view, the new strategy involved 

redefining, reclaiming, naming, quizzing, shifting, redressing, mapping and taking 

control, as well as challenging discrimination against women and politics of censorship 

(p. 115). 

Shifra Goldman (1988) found parallel developments in the Chicano socio

political movement that began in 1%5 with the grape pickers' strike; in her view, 

however, sexism for Chicana women was "coupled with racism and economic 

exploitation" (p. 189). A similar phenomenon occurred for Asian women artists as 
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indicated by Margo Machida (in Fmeh, 1988) who found that obstacles derived from 

their race as well as from their gender. 

First-Phase Feminist Art History: Retrieval 

The first phase of feminism is recorded as modeled on tiie civil rights and anti

war movements of tiie late 1960s (Chadwick, 1997) and identified as the Women's 

Movement. During the "Retiieval Phase" of eariy feminist art scholarship (Bluestone, 

1995, p. 10) researchers/writers such as Linda Nochlin (1973), one of the first feminists 

to critique the discipfine of art history with the purpose of revealing biases and 

inadequacies regarding women's art, found that many feminists saw a "different kind of 

greatness for women's art than for men's" (p. 2). Lawrence AUoway (1979) recognized 

that the first big year for writing on the subject of women art was 1971. In January, Art 

News published a special issue on "Women's Liberation, Women Artists and Art 

History," with statements by artists and several articles, especially Linda Nochlin's "Why 

Have There Been No Great Women Artists!" (p. 66). Nochlin (1973) proposed the 

existence of a distinctive and recognizable feminine style, differing in both formal and 

expressive qualities from that of men artists and posited that there was a unique character 

of women's situation and experience. For her, however, rather than "what is feminine 

art?" the question should be "what is art?" (pp. 2-5). This is because the standards and 

values beyond by which art was judged in the past ignored the conditions under which art 

was produced. Her belief led to criticize the concept of genius and the ideal of early 

manifestation of a talent for art. 

Early feminists' challenge to traditional art history's way of stmcturing 

knowledge included such processes as "description, classification of objects, style, 

attribution, dating, authentication, identification of individuals known as artists (hero-

genius), and the rediscovery of forgotten artists" (Chadwick, 1979, pp. 8-10), For 

Christine Havice (1995), early feminist scholarship in the arts such as Nochlin, also 

exposed the sexist bias inherent in the myth of the artist as genius and questioned 

"ahistorical writings that used gender as a more binding point of connection between 
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women tiian class, race, and historical context" (p, 90), Chadwick (1997) stated, "some 

feminist art critics challenged existing hierarchies of production and representation, to 

reclaim women's histories and to resituate, and re-evaluate women within the history of 

cultural production, which led to a focus on female creativity" (p, 8), For example. 

Pollock's, and Parker's in Old Mistresses: Women, Art and Ideology (1981), sought to 

acknowledge tiie contribution of women to the arts throughout history and highlight the 

reason for their exclusion from the Westem Fine Arts Canon. 

In this self-study about tiie transformative power of art, I attempt to shed insight 

towards a redefinition of the nature of art that is open-ended, and that encompasses many 

views including feminist perspectives. I attempt an initial mapping of the feminist 

theories reviewed in this section within Wilber's All-Level, All-Quadrant Model. By 

writing a statement of the power of art as I have experienced it, I seek to add to the 

continuous building, "redefinition," "naming," etc., of art as understood by Iskin (1979) 

above, and Lippard's and Nochlin's contributions as highlighted by Roth (1988). My 

approach is based on my experience and my studies about art, which reflect my class, 

gender, and particular historical context. Through this self-study about creative processes 

at various levels of transformation, emulating Charlotte Salomon (1981), I wish to 

provide an example of art's power that may help guide future studies by artists, which 

compiled might provide an integral view of the nature of art. 

Feminist Art Scholarship. For artist Sally Dawson (1995), the purpose of 

artmaking and scholarship in the 1970s was to empower women's lives and actions. 

Mira Schor (1994) refers to the '70s as "the decade of systematic research and critical 

analysis of work by women artists, with the goal of recaUing them from obscurity and 

misattribution, however, inserting such artists into an already constituted, 'universal'— 

white male-art history" (p. 42). Similarly, Joanna Fmeh (1988) noted tiiat the 1970s 

feminist art scholarship concentrated on retrieval of lost feminist artists' role models, 

although standard art historical methods were still employed by most; nevertheless, some 

writings sparked revision. Roth (1988) in her overview of the accomplishment of early 

feminist critics, such as historians like Lucy Lippard and Linda Nochlin, mentions that 
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they took on the tasks of "(a) the discovery and presentation of art by women, past and 

present; (b) the development of a new language for writing about this art; and (c) the 

creation of a history of and theories about the form and meaning of art by women" (p. 

100). 

Lawrence AUoway (1979), Pennina Bamett (1995), Whitney Chadwick (1997), 

Joanna Fmeh (1988), Fmeh et al. (1994), Christine Havice (1994), and from their 

analysis of first-stage feminism speak about positive contributions as well as excesses. 

For example, Fmeh (1988) in regards to feminist criticism concluded that tiiis stage was 

important for "acknowledging women as part of art history and providing a sense of 

belonging" (p. 155). For Chadwick (1997), additionally, it shifted the focus of study 

from major arts to minor works and highlighted traditional materials for making art such 

as embroidery, needlework, and textiles. AUoway (1997) highlighted similar issues and 

adds to the list the fact that sewing, weaving, and knotting fibers were given value as art 

materials and acceptance as art activity.'"^ 

Similarly, for AUoway (1979) and for Fmeh (1988), first-generation revisionist art 

history was necessary. Judy Chicago (1979, 1980) attributed O'Keeffe with creating a 

female visual language, although O'Keeffe like Lee Krasner, also from an earlier era 

recognized that this association would limit their acceptance in the mainstream (male) 

Artworld. Among other women who refused to be disassociated from male artist 

traditions was Elaine de Kootung (1973) who stated, "I don't object to being called a 

women artist as long as the word 'woman' isn't used to define the kind of art I create" (p. 

57). These women denied that their female experiences were different from males' 

experiences and that therefore their art was equal to their male colleagues in its universal 

language of form. Chicago (1982) herself shared experiencing such conflict during an 

early stage of her career; she too felt the need to be accepted and worked within the 

'"̂  Pennina Bamett (1995) documented that for example, as a result of The 
Subversive Stitch exhibition, embroidery officially entered male-dominated art schools 
for the first time in Britain and was promoted as an expressive form in its own right, 
which allowed for later experiments with the formal qualities of fiber as an end in itself. 
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parameters of males' Artworid. She soon recognized tiie inner cost of such acceptance 

and chose instead to explore art fully from her perspective as woman. Nevertheless, 

Fmeh (1994) befieved that early feminism as equated with essentialism has been 

considered obsolete since the 1980s. In fike fashion, Christine Tamblyn (1994) spoke of 

the process as social normalization that reduced difference to uniformity. 

The universalizing attitudes of some feminist writing also contributed to non-

differentiation of voices. Fmeh et al. (1994) cited Gloria Anzaldua, a Chicana: "many 

white women did not acknowledge that they were agents of repression . . . Whites not 

naming themselves white presume their universality; an unmarked race is a sign of 

Racism unaware of itself, a blanked-out Racism" (Anzaldua cited in p. xvi). Pennina 

Bamett (1995) argued for a shift in scholarship that focuses on the importance of a 

particular identity on one's historical and cultural background of race, class, and gender 

issues. 

Bamett's (1995) viewed that highlights the importance of particular contexts 

provides justification to this self-study in that it places value in my endeavor of speaking 

my voice or of sharing personal experiences of artmaking. I disagree, however, with the 

criticism of the retrieval phase of scholarship theoretically informed by essentialism. I 

believe that what is needed is a theoretical framework that allows comprehension of both, 

the universal (essentialist) and the particular (socially constmcted) views of woman and 

her art. Following Wilber's notions of deep and surface stmctures, I suggest that both 

essentialist and culturally specific views are valid and do co-exist. Early retrieval 

essentialist feminist art historians, such as Nochlin (1973,1979), Chicago and Schapiro 

(in Fmeh et al. 1994), and Cindy Nemser (in Chadwick (1997) mainly address deep 

stmctures of human nature while the criticism of their scholarship address surface 

stmctures of consciousness. In this study, I propose to embrace both views as belonging 

to a part/whole dynamic, and not as mutually exclusive. As a result of a more integral 

interpretation of feminimS is possible. 
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Feminist Political Activist Art: Transformative Political, 

Bluestone (1995) noted that feminists in the 1970s asked questions about the 

position of women in the arts and in society and questioned modemist patriarchal 

oriented assumptions of "normalcy" (p, 5). Fmeh et al, (1994) also found that such a line 

of inquiry was apparent in second-wave feminist activity in the 1970s and continues in 

third wave feminism in the 21"̂  century. They described the "painful process of revealing 

the tmth about patriarchal violence in the home through consciousness-raising and how 

the media and government responded in the 1980s by undermining women's emerging 

power" (p, xiv). 

Litany of Oppression Phase, Bluestone (1995) categorized a third-phase of 

feminism that focused on revealing obstacles and discrimination towards women, which 

hindered their success. This phase recognizes the unfaimess to women of all colors and 

sexual orientation resulting in activist art to change this political situation. The art 

stemming from this phase of critical awareness and political activity included work by 

Adrian Piper, Harmony Hammond, and Mary Kelly, among others, Lise Vogel (1988) 

described how artists, critics, art historians, and museum workers began to organize their 

efforts around issues such as equal rights, job discrimination, unequal wages and 

advancement and lack of exhibition opportunities for women artists. 

In Roth's (1988) view, the main tasks for feminism in the 80s were: 

(1) The creation of visual symbols of women's unity and power; (2) the 
making of connections and bonds among women previously separated by 
race, class, age, geography, and history; (3) the portrayal of past, present, 
and future obstacles to women's power and unity, and the analysis and 
criticism of such impediments in the light of feminist theories; (4) the 
invention of a visual language to help forge the political and spiritual 
components of feminism; (5) the development of effective stiategies for 
protecting feminist art from co-optation and misrepresentation; and 6) the 
creation of feminist visions of and for the future, (p, 102) 

Roth (1988) cited artist Suzanne Lacy: "now [in tiie 1980s] feminist art must 

show a consciousness of woman's social and economic position in the world" (Lacy cited 

in p, 101), Iskin (1979) quotes artist Faith Wilding's recognition that. 
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The personal is political.,. It is political because when a person becomes 
transformed, enters into public experience, and infuses her own experience into 
the public, the world becomes transformed for her, but in addition she then has the 
possibility of transforming the worid. (Wilding cited in Iskin 1979, p. 117) 

Pat Mainardi explained that, "feminist art is different from feminine sensibility . . 

. feminine art is political propaganda art" (cited in Vogel, 1988, p. 42). To me political 

art is most compelling for societal and personal transformation when the imagery 

depicted is multilayered in meaning as opposed to straightforward, literal, or illustrative. 

Subtiety provides a chance to reflect and intemalize the ideas and to unfold meaning. I 

agree with Ariene Raven's view that art has a subtle way of uncovering, expressing, and 

making public (in Rosser, 1994, p. 67). Nevertheless, having expressed my personal 

preference, in tiiis study I posit that political and feminine sensibUity, along with other 

perspectives, has a place within Wilber's models (i.e., personal/psychological, biological, 

social/political, and cultural). 

Feminist artists such as Dominque Mazeaud,''" Laurie Anderson,''** Guerrilla 

Girls, challenged patriarchy through pofitical actions, demands for equal representation, 

and new opportunities. For example, the Guerrilla Girls,"*^ an underground group of 

women artists, writers, performers, and film makers, active since mid-1985 to fight 

discrimination and increase visibility of women and minorities in the artworld, have 

'̂ "7 See Gablik (1992) for an extensive description of Mazeaud's work concemed 
with art and ritual, a quest begun and continued since 1979 (i,e.. The Great Cleansing of 
the Rio Grande River Project executed once a month, ritually on the same day, the 
process described in a diary to document-tiie ritual has heating power and originates in 
appreciation for nature and the environment). 

"** Laurie Anderson is a savvy, outspoken, highly creative. Pop Art artist of 
intemational stature. Her focus is on social and political commentary through highly 
engaging multi-media performances and visual artworks. 

'"̂  See [http://www,gueriUagirls.comy], 
[http://members.aol.com/mindwebart3/pagel80.htm], 
[http://home.sprynet.com/~mindweb/pagel81.htm] for visual examples of these women 
group's work. 
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instigated much of this organization in tiie USA and Europe with their research expressed 

in slick, stiaightforward Madison Avenue type billboards, posters, and masked actions. 

They have demonstrated a backlash in the mid-1980s in which women and people of 

color were excluded from art history, museums, galleries and university positions (i,e,, a 

poster before the 1993 Whitney Biennial stated. No female black painter or sculptor has 

been in a Whitney Biennial since 1973. Another poster noted revealing statistics, Do 

women have to be naked to get into the Met. Museum? Less than 5% of the artists in the 

Modem Art Sections are women, but 85% of the nudes are female. 

For Cassandra Langer (1988) while early feminists were gradualists/reformers 

rather than active revolutionaries/radicals, second-wave feminism continued to seek to 

add women artists to the existing canon. However, it shifted its attention to problems of 

class, sex, and culture that determine what art is described in women's central terms (p. 

117),'* 

Femiiust Charleen Touchette (1994) proposed a revolutionary challenge to the 

women's art movement to. 

Infiltrate and change from within mainstream art institutions to reflect the 
diversity of world artmakers , , , to claim our own voice of authority [if the above 
does not work] . , , to stop lobbying for inclusions in the mainstream . . . Instead, 
question and undermine the legitimacy of the very concept of a mainstream art 
worid. (p, 214) 

Charleen Touchette (1994) put it on feminist's shoulders to change historical 

traditions in order to acknowledge artists of all colors and both sexes. In her view, 

feminists work for multicultural diversity in the arts and in arts education and work to 

improve the status of all people in the world. Touchette stated. 

It is cmcial to assert our right to define ourselves and to support and defend artists 
of all ethnicities and races who create art out of their own experiences . . . we are 
at a crossroad where we can choose to accept and authenticate our wonderful 
diversity as human beings. The harsh lessons of the past must compel us to reject 
divisiveness and, instead, work toward actualizing a creative environment 
worldwide in which all people are free to reach their potential without limits, (p. 
214) 

'* See also Lise Vogel (1988) for a supporting view. 
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Touchette (1994) proposed a solution in multiculturalism. She rejected 

assimilation or the melting pot metaphor of eariy multiculttiralism and proposed to 

celebrate diversity, pluralism, and inclusion through building coalitions and interacting 

peacefully with people of other cultures. 

In this study, I explore art as transformation at all levels of consciousness (matter, 

body, mind, and spirit) but with focus on transformation at the level of unity 

consciousness or spirit as spirit. From my experience with art, at this level, I reach a 

realm of consciousness that connects or fuses me to the cosmos. As a result, I do not see 

myself as separate from nature, animals, and other people. It is a stage in which I believe 

the artist gains a profound identity with our humanity.'^' 

May (1983) highlighted Heidegger's term Sorge, which means "care and 

understanding of being and taking responsibility for being" (p. 147). May believed that 

humans have the capacity for transcending the immediate situation because we have the 

capacity for Sorge" (p. 147). For May, the capacity to transcend the immediate situation 

is given in the ontological nature of being human along with the capacity for imagination. 

Imagination, he states, is the "possibility of all reflection, and the intensity for this 

medium is the possibility of the intensity of the Self (p. 149), Gablik (1992) would 

agree with May's assertion. Throughout her writing she highlights the need for caring 

and compassion as tools of the soul. 

The Revolutionary Revamping Phase. According to Cassandra Langer (1988), 

third-stage feminism was more theoretical than the first two phases. It centered on 

gender analysis of fiterature (text or object, historical context, culture, content and 

function). The Revolutionary Revamping Phase of some current feminists' work, 

however, in Bluestone's (1995) opinion, is a shift in ideology and a dismantiing of the 

dominant power stmcture. This phase involves the close examination of issues regarding 

'^' See Chapter III for a connection of art and personal experiences reflecting my 
role as a women, and artist of Mexican heritage and cultural, social, economic 
background. 
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race, etiinicity, sexual orientation, gender, cultiire, and creativity. It emphasizes political 

activism, group collaboration, and continues to question dynamics of hierarchy and 

subordination of female artist to tiie male oriented worid.'̂ ^ Bluestone stated, "it is no 

longer enough to point out tiie obstacles women have faced in the past . . . a radical 

restmcturing of tiie ideologies underiying the evaluating and making of art is necessary" 

(p. 10). For example, tiiere is Group Material,'^ a collaborative group established in 

1980, concemed with bringing art to the community through exhibitions in altemative 

spaces (reclaiming of public space); with highlighting democracy or inclusion in art (i.e.. 

Democracy project for the DIA foundation, 1988 regarding education, electoral pofitics, 

cultural participation, and AIDS); proclaiming art as vehicle for communication and 

interfacing between subject matter and society; promoting to reclaim public spaces for art 

and public interaction beyond institutionalized settings such as museum and gallery (i.e., 

storefronts, talks, town meetings, newspaper ads, magazines, and bus posters). Another 

example is SubRosa; a cyberfeminist cell dedicated to art, activism, politics including 

biotechnologies on women's bodies, lives, and work by means of artworks, campaigns 

and projects, publications, and public fomms. A highlight is the interconnections of 

technology, gender, and difference; feminism and global capital.'^ 

SimUarly, Deepwell's (1995) highlighted the images of stereotypes of women in 

literature, the omissions and misconceptions about women in criticism and woman-as

sign in semiotic systems and expose the many ways in which patriarchal attitudes affect 

'̂ ^ In this sense, Chadwick (19%) quoted Harmony Hanunond: "I see art-making 
. . a site of resistance, a way of intermpting and intervening in those historical and 
cultural fields that continually exclude artist" (Hammond in p. 13). 

'^ See D. George (19%), Group Material: The Activation of Presentation Space 
for a more thorough description of the activities of these group in 
[http://www,franklinfumace,org/flow/gpmat/bush,html] 

'**The name SubRosa is intended to "honor feminist pioneers in art, activism, 
labor, and politics: Rosa Bonheur, Rosa Luxemburg, Rosie the Riveter, Rosa Parks" 
[http://www-art.cfa.cmu.edu/www-wUding/srmain.html]. See also, [http://www-
art.cfa,cmu.edu/www-wilding/act.html] for example of activities Women, Health, and 
Biotechnology: An Interdisciplinary Forum. 
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literary criticism. DeepweU concurs witii Lucy Lippard's belief that discrimination still 

exists. Lippard's (1990) Marxist analysis highlighted the production and reception of art 

as an economic phenomenon and the distiibution of the pie as stiU in male hands. 

Cultural Conditions for Women in tiie 1990s. Susan Faludi attested to a backlash 

on feminism in which feminism has become a "dirty word" (in Amelia Jones, 1994, p. 

16). Rosser (1994) describes the reasons: 

Those who had fought society, families, and their own conditioning to work 
outside the home were appalled to hear during the '80s that women were suffering 
from "superwoman bumout" and fleeing the work force to devote themselves to 
"better" motherhood . . . A tidal wave of backlash articles washed over. Media-
created "trend" stories based on questionable statistics announced that women 
who pursued their careers at the expense of marriage and/or family were suffering 
from record levels of depression; women who delayed marriage were 
experiencing "a man shortage"; and women who delayed childbearing were 
suffering from infertility (their biological clock was mnning out of time)... Ads 
contributed by featuring former career women in their homes surrounded by 
adoring children, (p. 65) 

Despite the backlash, and attacks on feminism, according to Ariene Raven 

"feminist art uncovers, speaks, expresses, and makes public the experience of women" 

(cited in Rosser, 1994, p. 67). For Rosser (1994), the fundamental issue feminists 

explored in the 1980s were rape, violence, abuse, isolation, and incest. Rosser noted that 

psychiatrist Judith Lewis credits feminists as being the first to "break the conspiracy of 

silence and bring to public awareness the dark side of the patriarchal family myth: 

alcoholism, dmg abuse, battering, child abuse, incest, rape, and murder" (in Rosser, p. 

60). Additionally, Rosser referenced curator Capasso discussing feminist artists' 

contributions. "Feminism opened the doors for dealing with the body, the family, 

domestic life. Artists who raised issues of abuse [and violence] are threatening 

patriarchal society at its roots" (p. 76). Analogously, Fmeh et al. (1994), believed that 

feminists "critiqued misogynist and sexist seeing and thinking" (p, xii). They point out, 

however, that male Continental Philosophers (i,e,, Jean Baudrillard, Jacques Derrida, 

Michel Foucault, Ronald Barthes, and others) simultaneously reinforced "cultural 

stereotypes, such as theorizing women as bearers of meaiung rather than makers of 
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meaning" (p, xii). Following Marxist views, I believe that in capitalist societies, there is 

always a social group or a faction of society that is conservative and recalcitrant in their 

actions. In my interpretation, tiiis group or faction generally uses the fa9ade of family 

values and religion to foster the interests of capitalism/imperialism (namely exploitation, 

obscurity, and inequality) as tools for its own survival, I agree with Rosser (1994) that 

media backed by a capitalist economic system in current times promotes many issues 

involving a rejection of feminisms. Faith Wilding (2001) reflected similar concem 

relating technological culttire (i,e,, the "bad grrls," "web grrls," "riot grrls" phenomenon 

of the Internet) when she states, "tiie repudiation of historical feminism is problematic 

because it throws out the baby with the bathwater and aligns itself uneasily with popular 

fears, stereotypes, and misconceptions about feminism," For her, cybeifeminism needs 

to acknowledge and incorporate "the lessons of history into an activist feminists politics" 

(without neglecting issues of sex, age, economic, social class, and race fundamental to 

feminism). She recommends that we value the "knowledge, experience, and feminist 

analysis and strategies accumulated" through time side by side with new perspectives and 

new technologies rhttp://www-art.cfa,cmu.edu/www-wilding/wherefem,html] 

In terms of art discourses, Amelia Jones (1994) saw postfeminism, a conjunction 

of feminist and postmodemists views, (which I interpret as Derridean deconstmctive 

postmodemism)—as contributing to antifeminist discourse and hostility to feminism, 

Jones stated that the death of feminism (its status as "post") has been promoted by 

reducing feminism to a unitary constmct backed by patriarchal fantasy under the guise of 

family values that reinforce predictable stereotypes of femininity, AmeUa Jones 

mentioned Claudia Wallis's comment "Motherhood is back and feminism is outmoded 

because, after all, hairy legs haunt the feminist movement, as do images of being strident 

and lesbian" (p, 19), A, Jones stated, "the goal appears to be the silencing of the 

confrontational voices of feminism into a less threatening, post feminism of (non) 

difference" (p, 22), A, Jones noted Tania Modleski's point that there is a confusion of 

"feminism with feminization," a confusion that serves masculinist critics who wish to 

benefit from the "radicafizing force" of the feminist label (p, 23). A, Jones believed that 
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by simply acknowledging the contingency of art as language, feminism becomes useful 

to nonfeminist male artists and critics as Postfeminism. A. Jones suggested a radical 

retiiinking of feminism. She proposed "re-embodying the subjects of feminism and to 

acknowledge the contributions of multiple first subjects of infinitely viable identities and 

to recognize the diversity of feminism" (including artistic subjectivity, fenunist agency, 

and representation in the broadest sense) (pp. 25, 29). 

Deepwell (1995) stated tiiat a parallel phenomenon is occurring in the United 

Kingdom: 

Since the 70s there has been a form of backlash giving rise to extensive discussion 
conceming postfeminism and a rejection of the notion of feminism as positive . . . 
the tmth is that in reality, there is still a systematic discrimination against women. 
Further, the position of women artist has deteriorated and women continue to be 
marginalized . . . Women are still fighting against a hostile world, which operates 
within traditional male boundaries, informed by misogyny, bigotry, and sexist 
frameworks of thought and practice, (p. xiv) 

I believe that the awareness that these problems continue is a step towards finding 

new solutions—feminism has advanced women's right extiaordinarily. Similar to A. 

Jones (1994) and other feminists' views, I believe many young women from the late 20"' 

century to the present take the efforts and achievements of feminisms for granted. I 

agree with Deepwell (1995) that "feminist art criticism [that personal expression is 

political voice] remains with a cause and a tool through which women can empower 

themselves" (p. 5). 

Cassandra Langer (1988) proposed a gynergenie critique, which she defines as a 

"self-consciously aware and aggressively women-identified attach^ on the male-

identified status quo from a women-centered perspective" as an altemative to patriarchal 

art, art history, and criticism (p. 111), For her, gyner genie criticism is a radical practice 

in that it seeks woman's total identity and demands active commitment and participation 

in social change, 

Deepwell (1995) mentioned Sydney Janet Kaplan who contrasts the gynocentrics 

and feminist critique approaches in feminism but sees them both as not mutually 

exclusive, Kaplan identified gynocentrics as a "genuinely women-centered, independent 
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and intellectually coherent approach which attempts to read women not as anomalous, 

eccentiic or precious, but as vital precursors and innovators" (Kaplan in p, 6), Feminist 

critique traces pattems of influence and common concerns, including ideas about 

women's body, language and psyche, but interpreted in relation to the social contexts in 

which they occur, Pennina Bamett (1995) believed that we need to acknowledge both the 

category "women and the lived experience of real women" (p, 80). Thus Bamett would 

agree with Wilber (1981c) that both deep and surface stmctures, to use Wilber's terms, 

exist In this study, by embracing Wilber's integral views including psychology, 

behavior, culture, and social stmcture, I believe I use both gynocentrics and feminist 

critiques of my art created with a two-month time frame. See Chapter V for a thorough 

description. 

Touchette (1994) proposed a solution to the problems women and humanity face 

in multiculturalism. She rejected assimilation or the melting pot metaphor of early 

multiculturalism and proposes a celebration of diversity, pluralism, and inclusion through 

building coalitions and interacting peacefully with people of other cultures. 

In my view, V, A, Walsh (1995) honored feminism when stating. 

Eyewitnesses and activities, our art and feminism are life-support systems, which 
must be cherished and developed in terms of each other, as living politics and 
creativities. Moving away from powerlessness, without becoming exhausted, 
bored, or bumt out, involves much more than Deconstmction and critique. It 
requires collective as well as individual intervention and subversion; the 
unbridling of our creativity as women, as we challenge the academic voice 
(women's as well as men's), its exclusions and interests, its purposes and 
consequences. We have to find our hearts and speak from there echoing and 
emboldening each other with hope and insistence that "We will be." (p. 57) 

This sentiment about hope is further expanded by Progoff (1985) and Gablik 

(1992) who also place value in Utopia, and Lippard's (1989) notion that sometimes 

"ideaUsm can reclaim the positive and disclaim the negative" (cited in Fmeh et al. 1994, 

p. xvi). I believe that with support of Utopian and idealistic individuals and of artists lies 

the potential for development of humanity towards a better future. Dissanayake (1980), 

May (1983), Progoff (1985), Gablik (1992), and Wilber (in most of his writing, see 
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human growth as development of natural potentials). Wilber speaks of development as a 

natiiral progression towards higher levels of consciousness. He seeks to contribute to the 

emergence of higher levels of consciousness. He seeks to contribute to the emergence of 

higher levels through practices of meditation. May sees development as an existential 

potential of our being, and espouses promoting awareness of being. Progoff argues for 

the Utopian individual, who marks tiie path for the future to come, and Gablik talks about 

potential through a regaining our sense of hope and reenchantment. I agree with all tiiese 

views and add the development of human potential through art as a vehicle of inner 

transformation that heals our body, heart, nund, and soul. 1 highlight these views and 

give tribute to feminism and treasure feminist valor, insight, and commitment towards 

change and betterment of all peoples. 

Gender-Specific Art 

According to Bluestone (1995), the "Gender Specific Phase" of fenunist art and 

creativity hold the conviction that there exists a female sensitivity and that such 

sensitivity is reflected in art. Bluestone's notion of gender-specific art explores the 

possibility of a "fundamental link between femaleness and certain kinds of art" (p. 10). 

In this statement, she does not assure that all women artist express their femaleness in 

their art.'̂ ^ Personally, I believe that my art relates to my life and daily experiences and 

does express my femaleness. Langer (1988) also argued that there is a female sensibUity 

rooted in women's art. Fmeh (1988) recognized a female imagination. In Iskin's (1979) 

view, art by women has "political affect and acknowledges female experience as a viable 

and necessary subject of art" (p. 138). 

Bluestone's (1995) Gender-Specific Phase (which aligns with essentialist feminist 

theory) is also known as the "Celebratory Phase" (Chadwick, 19%) and is exemplified by 

Judy Chicago's Feminist Art Program in the '70s and the consciousness-raising women's 

groups. It highfighted the female body and the female experience as something of pride 

145 



and value (p. 8). For Chadwick, "the self-conscious investigation of female subjectivity 

tiirough images of body was one aspect of the desire to celebrate female knowledge and 

experience" (p. 356). When in 1973, Judy Chicago and Miriam Schapiro asked, "What 

does it feel like to be a woman?" (cited in Chadwick, 1997, p. 356), tiie question impfied, 

"Could the creative process, and its results, be viewed as androgynous or genderless? [or] 

Could and should, women artists lay claim to 'essential' gender differences that might be 

linked to the production of certain kinds of imagery?" (p. 8). Fmeh et al. (1994), states 

that for Chicago and Schapiro, in agreement with early feminist's views (i.e., Nochlin), 

"men and women experience different social and biological conditions and therefore 

possess different sensibilities" (p. x). In this sense, AUoway (1979) noted that for 

Schapiro and Chicago, "femaleness shapes both the form and content of their work [and] 

claims the central image as an inherent quality, derived from the body image, and 

consequently different from men's imagery" (p. 69). The recognition by Fmeh et al. 

(1994), of Chicago and Schapiro's befief in both the universalizing aspects of female 

biological conditions and women's different social conditional aligns with Wilber's 

theory of the interaction and union of deep and surface stmctures, which I explore in this 

study. The biological aspect I substantiated through Dissanayake's (1980, 1987, 1992a) 

and Aiken's (1998) findings later in this theoretical frame chapter. 

In an opposite view. Use Vogel (1988) challenged the modemist perspective of 

"a single human norm that is universal, ahistorical, and without sex, class, or race identity 

which reinforces the false division between art and social experience" (p. 23). Vogel is 

also concemed with the trend in art, "feminine sensibility," which she identifies as 

"cultural feminism" (p. 43) understood as female aesthetic, sensibility, imagery, formal 

styles (color, forms) specific to women, which she sees as restrictive. She recognized 

that cultural feminists do not perceive female sensibility as innate but instead as 

culturaUy produced. Cultural systems seem too entrenched, in her view, for revisioning 

positive change. For Vogel, the theory of a female sensitivity is based on the following 

155 I ' Some women reject referring to their femaleness in their work and if aspects of 
their gender reflect in it unconsciously, they might verbally deny the issue when 
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premises: (a) an individual's experience is determined by gender and (b) the battie of the 

sexes is felt to be extemal (i.e., culturally constioicted) and ahistorical and unchangeable. 

Barry and Flitterman-Lewis (1988) disagreed witii feminist separatism (or witii 

women claiming no affiliation with the patriarchal culture) to combat patriarchy. They 

see tiie position as "utopian-simplistic visions that lack integration within the social 

sphere" (p. 93). Similarly, Cindy Nemser's attack on sexist vocabulary by critics and 

suggesting an androgynous criticism is viewed by Vogel (1988) as Utopian and idealist 

because "critics and artists cannot simply choose individually to become 'androgynous' 

while still living and operating within a sexist society" (p. 43). 

In this study, I provide a framework based on Wilber's models that acknowledges 

obstacles towards women. Wilber's tenets are that to understand the whole one must 

grasp the parts, and to gain a comprehension of the parts, one must envision the whole. 

For Wilber (19%a), everything in the universe exists in a whole/part, part/whole 

relationship. I accept cultural feminism and gender-specific art as necessary aspects 

(parts) for a better whole. 

For Roth (1988), second-generation feminists (to whom she refers as daughters to 

1970 feminists) re-visited assumptions of the '70s but became more critically aware. She 

noted that it was a time [in the '80s] to redefine feminist art and asks, "Is it possible to be 

a feminist without making overtly feminist art?" (p. 100). Early definitions of feminist 

art included all art that reflected the subject of women's experience and consciousness. 

Roth believed that the term "femiiust" was too broad, often a "blanket term" (p. 101). 

Roth defined a feminist artist "as a women who believes in and practices feminism 

outside her studio and thus comes to her work with a developed feminist sensibility" (p. 

101); within the view of the time, however, the artist's work was not necessarily fenunist 

in character. Nevertheless, for Deepwell (1995), "writing about women artists does not 

make a critic (female or male) fenunist" and many writings about women artists are not 

feminist in orientation (p. 6). In agreement with Iskin (1979) and Roth, Deepwell 

beUeves feminist art criticism has as its center to "generate interest about women's work 

describing or talking about their work. 
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and raise consciousness" (p. 6). Similariy, for Frances Borzello (1995), feminist art 

criticism is, 

All writing about art-history, joumalism, theory-that is informed by a belief that 
the interaction of women with the worid of art in all its guises-education, practice 
and galleries-is different from the interaction of men with that world, for the 
simple reason tiiat the worid of art operates on the assumption that tiie norm is 
male. (p. 20) 

Lippard in writing about artists states that, 'To honestiy answer. What do I and can I 

know about women from whom I differ in race, class, age, ethnicity, and culture? leads to 

real knowledge, and real knowledge can begin to shape shared values" (Lippard cited in 

DeepweU, 1985, p. xvi). In this study, I align with open-ended views such as those of 

Touchette (1994), R. Walsh (1995), and Deepwell (1995). I propose tiiat we embrace 

commonalities and universalities that we share. Simultaneously, individual voices need 

to be heard. Individual voices speak about particular contexts that cannot be 

generalizable into universal notions of what it means to be human. Psychological 

approaches have advanced the belief that we can understand others through the concept 

of empathy (i.e., Daniel Goleman, 1995, John O'Neil, 1996). This view advocates that 

we can understand others from understanding ourselves. Further, in this study I posit that 

through artmaking as transformation at unity consciousness level, one becomes fused and 

attuned with the universe, and consequentiy, with everyone else and with nature. This is 

how I view art as affecting change in society from the individual to the collective, to use 

Gablik's (1992) terms, and from the collective to the universe. 

Characteristics of Female Imagery. Chadwick (1997) like other feminist writers 

(Witzling, 1994, Bamett, 1995, AUoway, 1979, and Fmeh, 1988) highlights 

characteristics of female imagery based on Judy Chicago and Miriam Schapiro's work. 

Chicago and Schapiro associated "female anatomy (breasts, belly, and vulva) with 

sensations of sexual and emotional pleasure . . . and advocated the use of forms in which 

open, central shapes, and layered, often petal-like images predominated" (p. 356). 
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Chadwick cited Chicago referring to her imagery: "a cential core, my vagina, tiiat which 

made me a woman" (p. 356).'* 

Lawrence AUoway (1979) mentioned Lucy Lippard's writing in 1971, "I have no 

clear picture of what, if anything, constitiites, 'woman's art,' altiiough I am convinced 

tiiat there is a latent dtfference in sensibility" (Lippard cited in p. 62). Referring to 

Chicago's imagery, Lippard notes, "I have heard suggestions tiiat the common factor is a 

vague 'earthiness,' 'organic images,' 'curved lines,' and, most convincingly, a 

centialized focus" (Lippard cited in p, 62), 

According to Chadwick (1997), a few years later, Lippard offered a list of 

characteristics in art she found in women's art. 

A uniform density, an overall texture, often sensuously tactile and often repetitive 
to the point of obsession; the preponderance of circular forms and central focus . . 
. a ubiquitous linear 'big' or parabolic form that turns in on itself; layers or strata; 
an indefinable looseness or flexibility of handling; a new fondness for the pinks 
and pastels and the ephemeral cloud-colors that used to be taboo. (Lippard cited in 
p. 356) 

Lippard does not argue that all women's art has the elements of her 1970s list. She posits 

that women's experiences, like class and race experiences, shape the artist's expression. 

Therefore she is not embracing essentialism but notes the forms (and therefore the self-

expression) of women's art in the 1970s. Whether this characterization of women's 

imagery is viewed as essentialist and outdated or whether it is accepted, I must emphasize 

that to this date, these types of imagery have appeared in my work at one point or another 

during my life's production (painting or sculpture). I have also noted these 

characteristics reflected in the work of many other contemporary women artists (i.e., 

Mexican artists, Frida Kahlo, Rocio Maldonado, Sylvia Ordofiez, Georgina Quintana and 

Colombian artist Ana Mercedes Hoyos). This indicates to me that imagery of such 

characteristics may be deep stmctures for women. Therefore, as Wilber puts it, they may 

be universal and cross-cultural to women. Dissanayake's (1987, 1992a) and Aiken's 

'* See Witzling (1994), Bamett (1995), AUoway (1979), and Fmeh (1988) for 
descriptions of the idea of central core imagery. 
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(1998) research support the idea that certain combinations of color, line, shape, etc., 

provoke aesthetic response based on innate abilities proper of all peoples. The particular 

manner in which the imagery and content manifest through art, I believe, is based on 

personal and cultural experiences (or surface stiructures). For example, the work by 17"" 

century Dutch female artists and Renaissance artists such as Lavinia Fontaine or even 

contemporary work by artists such as Lee Bui (Korean), Cindy Sherman, Jenny Holtzer, 

and Barbara Kmger, indicate that surface stmctures developed from leamed experiences. 

Earlier, I suggested that deep and surface stmctures can be acknowledged equally, and do 

not contradict each other within Wilber's framework. In Chapter V, I describe in detail 

imagery that appears in my work congment to the notion of cross-

cultural/archetypal/biological as well as imagery specific to my culture and personal life, 

which is historical/particular, and contextual. 

Barry and Flitterman-Lewis (1988) believed that the glorification of an essential 

female art brought power: "A power viewed as an inherent feminine artistic essence, 

which could find expression if allowed to be explored freely" (p. 89). They state. 

Much of this type of work has at its aim the encouragement of self-esteem 
through valorization of female experiences and bodily processes. This art seeks 
to reinforce satisfaction in being a woman in a culture that does the opposite. The 
strategy is that by glorifying the bodies of women in art work an identificatory 
process is set up such that the receivers of the art work (the women for whom the 
work is intended) will validate their own femaleness. (p. 89) 

Chicago (1982) believed that gender is culturally constmcted but also that there 

are biological aspects of women that she wishes to explore as positive rather than 

negative cultural. Further, she works hard to get herself—and even more so her students-

past negative narrowly defined female characteristics and cultural constmctions. 

Similarly, feminist art critic Cindy Nemser (1979) posited a positive societal view of the 

biologically defined female. She advocated a celebration of the vaginal and elevated it to 

the status of female iconography as a way to combat the privilege assigned to the 
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phallic. My belief is that a school of feminist art such as Gender-Specific or 

Celebratory Phase feminism that can empower women, so that we can validate ourselves, 

should be acknowledged as a major contribution instead of being attacked or dismantied, 

as happened with the backlash on feminism. In this study based on Wilber's integral 

models, there is a place for these and other phases of fenunist art. 

Change of Emphasis on Media. Iskin (1979), Fmeh (1988), Rosser (1994), 

Bamett (1995), and Chadwick (1997) highlight that feminist artists of the 1970s 

contributed to the appreciation of tiaditional female themes (i.e., homemaking, quUting, 

needlepoint, embroidery) and elevated craft and decorative practices (especially when 

they had been co-opted by male artists) to the fine arts category. During this period 

women were able to promote these kinds of art with newly established Gender-Specific 

Women's art joumals, exhibitions, books, and museums supported by and for women. 

This strategy continues into the 21" century. Judy Chicago's Dinner Party created in the 

late 1970s, which incorporated traditions of China painting, embroidery, beadwork, lace 

making, etc., finally secured a home for permanent exhibition in the Brooklyn Art 

Museum in April 2(X)2, taking over 20 years for this kind of official recognition in the 

established main (male) Artworld. 

Bamett (1995) believed that "textiles in particular became synonymous with the 

recovery and revival of traditional female crafts" (p. 79). Women also sought to break 

down isolation through a consciousness-raising techniques that stressed story telling such 

as Faith Ringgold's work (Chadwick, 1997). According to Touchette (1994), Ringgold 

incorporates the "traditional woman's art of quilting with portraiture, silkscreen 

printmaking, photo etching, painting, and text into her large-scale, narrative work" (p. 

197) combining technique with content that reflects contemporary African American life. 

The result is "powerful, transcendent art that erases the artificial distinctions between 

craft arts" (p. 197). In the Last Story Quilt video (1991) Faith Ringgold described why 

'^ In this respect Iskin (1979) cites Chicago as saying, "What I chaUenge is the 
idea that masculinity is inherentiy better than femininity; that hardness is better than 
softness, that defensiveness is better than vulnerability, and that violence is better than 
sharing" (Chicago cited in p. 117). 
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she adopted quilting, following the sewing tradition and knowledge of her motiier and 

influenced by clotii painting she saw in her African tiavels. Additionally, work in fabric 

was cheaper to ship, and by reducing shipping costs, universities could afford to bring her 

to campuses and have her speak about her work. In this way Ringgold promoted hersetf, 

since the official Artworid had closed its door to her. Similarly, in studying Chicana 

women art, Shifra Goldman (1988) found textile medium a common denominator. 

Other examples of the new use of women's traditional craft and themes are 

Miriam Schapiro's fabric and needlework known as "femmages," and Judy Chicago's 

(1979) Dinner Party piece, which not only incorporated traditional women's materials 

but also chartered the concept of collaboration in art production. Another case is artist 

Harmony Hammond who chose rags and wrapping techniques as art medium. See 

Chadwick (1997) for an extensive discussion on these works, and Hammond (1995). 

Essentialism or SociaUy Constmcted Art, Nature or Nurture: 
Political Underpinnings of Theoretical Positions 

The Gender-Specific Phase has not ended. Under Wilber's holistic/integral 

framework this phase can be interpreted as both essentialist/biological and 

socially/culturally constmcted. Westem oriented approaches (depending on the historical 

moment) have acknowledged only certain views. The nature/nurture question is essential 

but also the political reasons why one or the other is accepted and how it impacts what 

women create and whether their work is accepted and valued as good art. In alignment 

with Touchette (1994) is my position of inclusion and acceptance of women's art despite 

the Artworld's (mainly male) gatekeepers. 

AUoway (1979), Barry and Flitterman-Lewis (1988), Fmeh et al. (1994), Bamett 

(1995), and Chadwick (1997) agree that as with the Retrieval Phase, promotion of 

Gender-Specific art that includes biological associated imagery, attracted a critical 

response. Due to political reasons, for some artists, women's experiences were 

essentialized as biological and a positive spin placed on women's physicality, and for 

others. Gender-specific experiences were highlighted as social constmctions. One 

challenge to biological essentialism is that women's experiences are not essential (or 
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biologically) determined but culturally constmcted. The biological essentialist view 

supports the belief that, sex (biology) or gender (socially determined) shapes life 

experiences,'^ and furtiier, that when a person is gendered female, tiien life experiences 

are shaped by this cultural constmction (see Judith Butier, 1990, 1993; Mary Kelly, 19%; 

Harmony Hammond, 2000; Griselda Pollock and Rozsika Parker, 1981; Lucy R, Lippard, 

1990,1995; and Judy Chicago 1980 for furtiier discussions). 

Analogously, Bamett (1995) posited that tiie celebratory approach to women 

"collapsed women and traditional female arts into one continuous category, 'woman,' 

implying essential/universal femininity, almost in a fixed manner" (p. 80). She cited 

social theorist Janet Wolffs (1990) argument against the essentialist position: "It 

assumes that all women's experiences are the same regardless of age, class, ethnic 

identity, and sexual orientation" (cited in p. 80). In Wotffs view, social conditions 

impact women's experiences and create as much difference as similarity in women's 

lives. 

Social theorists emphasize that meaning is socially constmcted (Barry and 

Flitterman-Lewis, 1988, Wolff 1995a; Havice, 1995, and Touchette, 1994). According 

to Bamett (1995), social theorists attempt to demonstiate the importance and function of 

discourse in the shaping of social reality. Based in postmodem social theory, "feminist 

art evolves from a theoretical reflection and critical awareness on representation: how the 

representation of women is produced, the way it is understood, and the social conditions 

'^ For example, the case of androgynous biology in which ambiguous sexed 
babies' destinies fall into the hands of doctor's who decide the gender of the child and 
shape appropriate genitals through surgery. The controversy is that children with small 
penises are operated on birth in the United States to become anatomically female, but the 
child is also genetically male, having a receptacle that looks like a vagina but that has 
little or no tissue for sexual stimulation. In terms of art, Dissanayake (1980,1995a) finds 
that human potential for artmaking (making special) and appreciating the aesthetic as 
intrinsic and essential for our human survival and that this potential is thwarted through 
cultural/social systems (i.e., home and school environment) in such a way that many 
people do not conceive themselves as creative and artistic. Nevertheless, because the 
potential for artmaking and appreciating the aesthetic is within our genes, and is only 
dormant because of lack of incentives, it can be reawakened through taking up artmaking 
practices (visual, musical, theatrical, etc.). 
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in which it is sitiiated" (p. % ) , Feminist social theorists break with the dominant notion 

of art as a personal expression of creative geniuses devoid of social and political contexts 

(Wolff 1990, 1995a, 1995b; Barry and Hitterman-Lewis, 1988; Hamblen, 1988), and 

many other feminist social theorists as well as education scholars agree with this view, 

A social theory approach addresses personal expression within social, political, 

economic, and contextual realms of art production and distribution. Within Wilber's 

model, social theorists' address, surface stmctures, since social constmcted realities are 

always in flux and are not universal (as in deep stmctures). In this stiidy, I attempt a 

theoretical and critical reflection of art discourses in which my art is situated. Similar to 

a social theorist's position, my view recognizes expression in my art as based in my 

personal experiences. I acknowledge that my personal life within its social contexts 

however, is expressed in my art equally and side by side with archetypes or common 

imagery and common visual forms. This position is supported within Wilber's A//-/eve/, 

All-Quadrant model (see Figure 2.1). 

Psychology 

(Personal/individual) 

Culture 

(Contextual/individual) 

Biology 

(Universal/collective) 

Social 

(Contextual/collective) 

Figure 2.1. Psychological, Biological, Cultural, and Social Aspects of Reality 
Based on Wilber's All-Level, All-Quadrant Model 

Feminist art critic Christine Havice (1995) believed that there is need for a careful 

scmtiny of context not as a "background but as a matrix out of which all human 

expression originates and gives meaning" (p. 90). She considered the context, "as the 

locus of the creation of meaning, and that any particular meaning exists in a state of 

continuing change and reinterpretation" (p. 91). Thus, in my view, Havice recognizes the 

need for a mapping of contexts. Wilber (19%a) described that meaning is context bound 
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and tiiat contexts are endless; similar to social theorists' views, however, his belief is that 

context can hold still long enough for us to study or make sense of issues. This notion 

departs from postmodemist Deconstruction that views contexts as spinning, endlessly and 

chaotically, in which we are unable to make sense of reality, and that consequentiy 

proclaims that tiiere is no longer meaning in life (i.e., Baudrillard, 1983a, 1983b). 

Even Chicago and Schapiro, (1982) while creating Gender-specific art, wam 

against the dangers of failing to take into account the ways that female experience is 

shaped socially and culturally, not only determined biologically. Chadwick (1997) noted 

how lesbian artists and artists of color challenged the concept of a singular category of 

female experience since this concept contributed to neglect of differences of class and 

race. In this regard, Fmeh et al. (1994) stated that lesbian feminism has also focused on 

questions such as "What is a woman? What is feminine? What is female? and highlight 

that in the early days of the second wave heterosexual feminists tieated lesbians as a 

liability to the women's movement" (p. xv). For example, artist and art critic Hammond 

(1994) observes that many publications that defined a feminist sensibility did not go 

beyond the recognition that feminist art is based on the personal experiences of women. 

Authors did not fully explain the impact of gender, class, and race as aspects of personal 

experiences. 

Roth (1988) stated that second-generation feminist united ordinary with 

extiaordinary women, past and present, public and private, politics and mysteries, and 

that feminist art worked as a powerful force for symbolizing these unities. Feminist 

theorists and artists (of different ethnicities, color and sexual orientations) began to focus 

on issues of race and class as well as language (i.e., Joanna Fmeh et al, 1994; bell hooks, 

2000a, 2000b; Adrian Piper, 19%, 1999; Harmony Hanunond, 19%, 2000). 

Fmeh (1988) befieved that feminists helped to reveal the problem of class in the 

world. She states, "sexism is the distinction between high (men's) and low (women's) 

art" (p, 156), Chadwick (1997) gives credit to the celebration of the power and dignity of 

women's sexuality and fertility/creativity for paving tiie way to analyses of how class, 

race, and gender stmcture women's lives. For Chadwick, cultural theory, cultural 

155 



politics, and cultural activism inform much contemporary feminism, Chadwick 

mentioned Queer Theory and cultural studies as combining theory and practice in order 

to "create new languages, rapture disciplinary boundaries, decenter autiiority, and 

develop strategies that reassert tiie relationship between agency, power, and stmggle" (p, 

14), In her view. Queer tiieory and cultural studies "view representation as a site of 

stmggle in enabling decolonization and diversity" (p, 12) and botii have addressed issues 

of sexism and racism,'^ 

In this study, I do as Chadwick (1997) indicates, I combine theory and practice to 

contribute to the creation of a new language that embraces interdisciplinarity and 

attempts to provide equal voice to female and male artists. Through my life actions and 

my artmaking, I testify in Chadwick's sense to "agency, power, and personal stmggle" 

(p. 14). 

Ecofeminist Art 

Several feminist art critics have recognized female archetypes identified with 

nature and revealed in women's art; others have also written about feminist artists such as 

Lynne HuU, Dominique Mazeaud, Mierle Laderman Ukeles, and Betsy Damon 

concemed with the ecology.'*' Ecofeminism seeks to combine feminism with nature in a 

manner described by Ynestra King, not by joining male culture, but by creating new 

culture and politics that integrate intuitive, spiritual, and rational forms of knowledge, 

embracing both science and magic, and resolving the nature-culture distinction to create a 

free, ecological society (King referenced in Boettger, 1994, p. 259). 

Marti Kheel's (1990) distinction between ecofeminism and deep ecology is that 

the cause of environmental problems for deep ecologists, is the "anthropocentric 

worldview," and for ecofeminists, it is the "androcentric worldview." In other words, "it 

'* See Ed Check (19%) for a joumey of self-discovery and self-understanding 
from the perspective of a gay artist and art educator. 

'* See Gabfik (1992) for descriptions of these artists work. 
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is not just 'humans' but men and the masculinist woridview that must be dismantied from 

their privUeged place" (in Boettger p. 129). Aware of the existing dichotomies such as 

men and women, culture and nature, mind and body, spirit and flesh, as opposite rather 

than as complementary elements, Suzaan Boettger (1994) saw ecological art as going 

beyond dualism in that it unifies the feminine and the mascufine modes of being and is all 

species-centered. This idea parallels Dissanayake's (1992b) views tiiat art is a 

fundamental human species characteristic that allows us to understand the "continuity of 

ourselves and our art-making with nature" (p. 174). Boettger also sees the integration of 

feminine and masculine modes of consciousness in Suzi Gablik's (1992) tenets about art 

for "social relatedness and ecological healing" (p. 259). 

Boettger (1994) highlighted the value of Gablik's perception conceming "the 

reemergence of neglected archetypal aspects of the human psyche, enabling more 

feminine ways of being to be reinstated in the general psychological pattems of society" 

(Gablik cited in p. 259). Boettger defined ecofeminism as an ideology and practice that 

"seeks affinity and promotes egalitarianism away from stmctures of differences and 

dominance" (p. 254).'^' For her, Ecofeminism seeks to acknowledge and value the 

position that the biological, including male and female cultural diversity, sustains in all 

life forms a partnership with earth, rather than that humans are stewards of the earth. 

Boettger's (1994) views about ecological problems follow "the philosophy of 

holism—that the worid comprises an interconnected network of living beings having a 

nonhierarchical relationship to each other," which she interprets as "a worldview with 

deeply spiritual analogs, for the perception of cosmic 'oneness' mystical enlightenment" 

(p. 254). Her view of ecology is different from that of deep ecologists who see the 

concept of the expanded-Self as "gender-neutral" but at the same time see the 

environment under male dominance (p. 254). Holons as perceived by deep ecologists are 

'^' According to Boettger (1994), the term "ecology" was used for the first time in 
1892 by environmentalist Ellen Swallow. Francoise d'Eaubonne coined the term 
ecofeminism in her book Le Feminisme ou la Morte (Feminism or Death) (p. 259). It 
was derived from the Greek word oikos, meaning "house." 
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conceived by Wilber as reflecting tianslative-horizontal development (or "flatiand" as he 

puts it) and does not include vertical-transformative dimensions. As described by R. 

Walsh (19%), and by Wilber (1995a) in his matiire stage discontinued the unqualified 

use of the term holon, without qualifying it because of how the term is used by deep 

ecologists. When Wilber uses the term holon he implies whole/part, part/whole 

relationships in which one cannot exist without the other. Therefore, Wilber has chosen 

instead to use the terms "heterarchy" (which appears visually as three-dimensional) or 

"integral" (which involves psychology, biology, social, and cultural stiiictures). The 

variations of views of deep ecologist and ecofeminist are dealt with in Wilber's integral 

framework. 

From reading about ecofeminism in the orientation that Gablik (1992) and 

Boettger (1994) espouse, I position myself as ecofeminist. I was a child agricultural 

worker, and my father's respect and love for nature further instilled my admiration for 

Mother Earth. A farmer most of his life, he developed great understanding, appreciation, 

and veneration for "la tierra" as he expressed it. Another facet in my life of direct 

connection to Earth came in Mexico, when my mother assigned to me the responsibility 

for our family garden. I leamed about the generosity of Mother Earth and leamed to 

value the spiritual interaction that it provided. Pertinent to this study, a compelling 

support for my alignment with ecofeminism comes from artmaking at the level of 

transformation and unity consciousness. During this stage, the cosmos and I are the same 

and cannot be separated but are fused within it. Therefore, I recommend artmaking as a 

vehicle for connections to our tme nature, that is, that we are One with nature and the 

cosmos. I proclaim transformation from within as a strategy to integrate culturally 

constmcted oppositions including false divisions between men and women. 

Great Mother/Great Goddess Archetypes in Art 

Art critics Chadwick (1997), Witzling (1994), Fmeh et al. (1994), and Orenstein 

(1979) address female artists working with the archetype of the Great Mother and the 

Great Goddess, They note that the symbols in this body of work reference life cycles of 
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life and death, earth and moon, and women's cycles, Chadwick mentioned tiiat artists 

like Marybetii Edelson, Betsy Damon, Monica Sjoo, Beveriy Skinner, Marika TeU, and 

others use the imagery of the Great Goddess as an affirmation of female power, the 

female body, and female will. Fmeh et al. (1994) add to this list Ana Mendieta and Betye 

Saar, and Witzling highlights Jean Shinoda Bolen's concept of "the goddess in every 

women" as being present in these women's work (p. 8). Witzling emphasized that Sjdd 

considers herself a "shaman and painting, a shamanistic act, a spiritual activity" (cited in 

p. 159) and that Sjod views the Goddess as "the cosnuc creative energy, a living force 

who speaks to us in visions and dreams, and who can empower women to undo the 

destmctiveness of patriarchal culture (Sjoo cited in p. 8). Witzling discussed the artwork 

of Magdalena Abakanowicz, Harmony Hammond, and Cecilia Vicuna, as shamanistic 

and spiritual.'^^ 

Orenstein (1979) has researched the work of women such as Leonor Fini, Leonora 

Carrington, Remedios Varo, Monica Sjdd, and others. She also studies how female 

tiansformations are represented by both genders in fictional work. For example in 

ApoUinaire's writings, Orenstein finds that his women characters gain power of 

sorceresses, diviners, and seers only after they have emancipated themselves or have 

gained autonomy from the conventional roles demanded on them. Such liberation and 

independence fosters the discovery, unfolding and development of psychic power. 

Similarly, Elena Garro's writings (in the style of Magic Realism) reveal women as pure 

magic. They are the guides who initiate men to respond to mystery and enchantment and 

multidimensional realities. Garro's women claim their autonomy and independence and 

'^ Witzling (1994) included excerpts by Cecilia Vicuna's writings. She is a poet 
and visual artist exiled from Chile, who associates herself with the Machi, the woman-
shaman from the Guarani culture who cures with her chant. For Vicuna, the poetry of the 
Guarani has the power to heal and to communicate with the divine. From her own 
experience making art and poetry is a life-transforming experience that allows her to 
recover voice and language. Vicuna makes ephemeral work, which she calls arte 
precario based on the Latin word precis meaning prayer and precarius meaning "that 
which is obtained through prayer" (Vicuna cited in pp. 320-322). 
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become seers who empower others.'® From intensively stiidying her literature and her 

verbal imagery of Mexico, in the original Spanish language, I realize that Garro is all tiie 

women in her writings, similar to Chariotte Salomon who is all the characters of her play. 

Life? or Theater? In all above-cited work, fictional or based on life-experiences, women 

are capable of empowered transformation only after they transcend social constrictions 

and gender roles. 

Based on her research, Orenstein (1979) believed that these women artists have 

developed symbolism related to the Feminine Archetype, women as Goddess, The Great 

Mother, as the Alchemist, as the Spinner and Weaver of destinies, as Creator, Spiritual 

Guide, and Visionary. She stated, "Leonor Fini's imagery comes from the unconscious 

and from her intuition to discover the archetypal symbols that are alchemically correct, 

transformation, universal vessel of creative, spiritual rebirth" (p. 42). Orenstein's 

interpretation is that Fini depicts "skulls and skeletons to represent the durable and 

interior part of the body—its mineral essence" (p. 2). For Orenstein, Leonor Fini as 

evidenced through her life example and art was a precursor of the women's movement. 

In describing Leonora Carrington's work, Orenstein (1979) highlights that 

Carrington depicts the archetypal feminine principle of the Great Mother, "who weaves 

the web of new life as she creates the fabric of the child within her body,"—the Great 

Mother as the archetype of the essential and universal self that we encounter in our 

dreams, our visions, our myths, and in the depths of our psyche (p. 46). For Orenstein, 

Carrington depicts humans as interconnected with earth (plants, animals), the moon, sun, 

and constellations, and her work expresses commitment and devotion to the development 

of human potentials connected to astrological patterns. 

Orenstein (1979) found that Remedios Varo's imagery is also cosmic in character 

and reveals a secret connection between spirit and matter, the tangible and the intangible. 

'® Mexican writer Elena Garro herself divorced Nobel Prize writer, Octavio Paz 
to seek emotional and intellectual autonomy from him, which led her to self-exile in 
Spain lasting more than a decade. 
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the abstract and the concrete. In terms of Sjod's imagery, Orenstein conceives Varo's 

work as reflecting a contemporary iconography of the Great Motiier. 

My belief based on tiie discourses used in this study is that an analysis of women 

artists' work initially associated with the Great Mother, Great Goddess without 

differentiations could benefit from Wilber's model of the Spectrum of Consciousness. 

Wilber places within esoteric religions the Great Mother at one end (body level) of tiie 

spectiiim, and the Great Goddess at the opposite end (spirit level). Further, an analysis of 

archetypal imagery as manifested in women's work that traces the evolution of feminism 

could contribute to the understanding of body, mental, and spiritual experience. I do not 

position the Great Mother below the Great Goddess, but acknowledge both as within the 

continuum of human consciousness and as evidenced in the imagery of works by women 

artists. 

Wilber and the Great Mother/Great Goddess Archeyptes. Wilber's (1980, 19%) 

concept of Pre/Trans Fallacy describes a phenomenon that happens when a certain form 

of consciousness is studied or analyzed under the lens of a different form of 

consciousness. Prerational (Great Mother) realms are confused with transrational (Great 

Goddess), and consequentiy, transrational realms are confused with prerational thought 

In this case, women's work that depicts the archetype of the Great Goddess is lumped 

within the realm of the Great Mother. My belief is that this action is not intentional, but 

is promoted by the lack of a comprehensive theoretical framework as proposed by Wilber 

to reconcile these differences along a vertical/transformative continuum as well as within 

horizontal/translative developments. 

In Up From Eden: A Transpersonal View of Human Evolution (19%), Wilber 

identified the dominant figure of what he calls the mythic-membership cultures as tiie 

Great Mother. He stated, "the awesome, wonderfully mysterious Great Mother... the 

bountiful Goddess Earth, mother and nourisher of life and receiver of the dead for rebirth 

. . . the Great Protector, and the Great Destroyer, the Great Devourer" (pp. 126-127). For 

WUber, the "Great Mother represents bodily existence, matter and nature, water and 

earth, and life and death in the naturic realm" (p. 128). In his view, the correlates of this 
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Great Motiier'^ (of the farming village cultures-neolithic village stage) can be explained 

in biological and psychoanalytical terms (the typhonic and eariy membership stmctiires). 

According to WUber (19%), very early the Great Mother was associated with 

moon and water symbolism (and her consort, tiie lunar serpent, the lunar bull, tiie lunar 

pig) due to nahiral associations of the moon and the womb, and the lunar and menstmal 

cycles of watery and oceanic tides. For Wilber, the prominent symbols of neolithic cults 

were tiie bird, tiie fish, tiie serpent, and the labyrinth. Wilber mentions tiiat the ritual of 

the mythic or Paleolithic worid was the appeasement of the naturic Great Mother, Earth 

worship, involving emotional-sexual elements and blood ritual ceremonies. 

Wilber (19%) distinguished the Great Mother (Earth Mother) from the Great 

Goddess'^ by placing each deity at dtfferent levels of the Great Chain of Being and of the 

Spectrum of Consciousness Model (body and spirit),'^ Referencing Campbell's (1964)'^' 

'^ WUber (19%) mentioned tiiat the Great Mother dates far back to the 
Paleolithic. Figurines found in caves indicate an early and initial form of the mother-
goddess who later in agricultural civilizations was celebrated as Magna Mater and 
Mother Earth. Wilber mentions that in a single Paleolithic gravesite, twenty statuettes of 
the Great Mother goddess were discovered. He mentions Campbell's findings that the 
Great Mother of Paleolithic was already associated with the symbols of a later neolithic 
cult of Ishtar-Aphrodite. Campbell calls the eariy form of the Great Mother "Our Lady of 
the Mammoths" (Campbell cited in p. 129). 

'^ As an example of the Great Goddess, Wilber (19%) cited the words attributed 
to Isis: 

I am she that is the natural mother of all things, mistress and govemess of all the 
elements, the initial progeny of worlds, chief of the power divine, queen of all that 
are in hell, the principal of them that dwell in heaven, manifested alone and under 
one form of all the gods and goddesses. At my will the planet of the sky, the 
wholesome winds of the sea, and the lamentable silences of hell are disposed; my 
name, my divinity is adored throughout the world, in diverse manners, in variable 
customs, and by many names. But the Egyptians, who are excellent in all kind of 
ancient doctrine, and by their proper ceremonies accustomed to worship me, do 
call me by my tme name. Queen Isis. (cited in p. 140) 

'^ From lowest levels to highest, Wilber (19%) depicts mythological figures and 
their general locations on the Great Chain of Being: Nature-Underground, Uroboros, 
Typhon (Satan); Body-Membership levels. Great Mother (Earth, Moon realms); Ego-
Mind, Hero Myth (Egoic Sun Gods, Patemal Image/Solarization, Mental heavens); 
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studies, Wilber mentioned tiie earliest period of tiie Great Mother's cult as c. 7500-3500 

B. C , and tiiat of tiie Great Goddess as c. 3500-2350 B. C. (Campbell referenced in p. 

141). For Wilber, the Great Goddess is tmly transcendental: she is tiie "One Form and 

Divine Ground of all Space and Time and Matter" and was revered as such (p. 141). 

WUber (19%) believed that the confusion between tiie Great Mother and the 

Great Goddess has to do with the expression of outward symbols, rituals, myths, and 

ceremonies, which were and are used to honor both. It concems the esoteric and exoteric 

qualities of religious beliefs as mentioned earlier in this study. For Wilber, the function 

of esoteric religions is tiansformation and that of exoteric religions is translative or 

surface orientation. He noted that "a given rite or sacrament can serve as a symbol of 

Psychic, Great Goddess; Subtie, Subtie Heavens; Causal, God The Father (Actual 
Transcendent Heaven); Ultimate, Void/Godhead (See Wilber, 19%, p. 269, Figure # 35 
for actual circular diagram). 

Wilber (19%) believed that there are not only a variety of religious experiences 
but also a tme evolution of religious experiences, which are hierarchic in nature and 
developmental in stmcture. Within his framework of the Spectrum of Consciousness, he 
lists several average and advanced developments, which include: (1) Nature (physical 
nature and lower life forms; pleromatic, materials; uroboric-reptialian); (2), Body 
(highest bodily life forms, especially typhonic, magical); (3) Early mind (verbal, 
mythical, membership, bicameral); (4) Advanced mind (rational, mental-egoic, self-
reflexive); (5) Psychic (Nimanakaya, shamanistic); (6) Subtie (Sambhogakaya, saintiy); 
(7) Causal (Dharmakaya, sagely); (8) Ultimate (Svabhavikakaya, absolute) (p. 13). 

Average level development Advanced development 
Magical-typhonic (level 2) Ecstatic body trance and psychic intuition 

(level 5) 
Membership (level 3) Disclosing visions of subtie oneness and 

transcendent bliss (level 6) 
Mental-egoic (level 4) Ultimate unity of Atman, or tiie unmanifest 

Void (levels 7/8) 

In this sense, Wilber (19%) believed that not only are there a variety of refigious 
experience, but a tme evolution of religious experience, hierarchic in nature, 
developmental in stmcture. These developments of religion can be paralleled to 
development of levels of consciousness in the individual. 

'̂ 7 Campbell, J. (1964). The masks of god: Occidental mythology (Vol. 3), New 
York: Viking (cited in WUber 19%, p. 141). 
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transformation or as a sign of tianslation. The first functions to dissolve the self in God 

consciousness, the second to perpettiate and strengtiien the self sense by securing magical 

substitutes for God" (p. 142). For him, a problem arises when symbols are confused with 

signs, esoteric with exoteric religions, transformation with translation functions. The 

esoteric or transformative functions are numinous transpersonal liberation via setf-

transcendence, while the exoteric or translative functions are based on fantasy and have 

magical result. The only tme difference Wilber found between them is the notion of 

sacrifice. For Wilber the symbolic/transformative function (or esoteric) is opposed to 

their literal and exoteric manifestation. Wilber saw it as, "an offering of one's soul to the 

Great Goddess, not another person's body in blood to tiie Great Mother" (p. 145). He 

added, "the Great Motiier demands blood, the Great Goddess demands consciousness" (p. 

145). In Wilber's view, tiie outward difference is tiiat "offerings to the Great Mother 

were always sacrifices involving literal body death or blood murder, whereas the sacrifice 

of the soul to the Great Goddess was a self-sacrifice which occurred in the heart and did 

not involve fiteral death (blood, sacrifice)" (p. 145). Wilber emphasizes, however, that 

aU other outward forms of ritual, ceremony, and myth could be, and often were quite 

similar. He states, "they are outward and visible forms of inward and spiritual troths. 

They address a Transcendent Divinity-Great God, Great Goddess-and not a biological, 

naturic, magic-mythic Great Mother" (p. 145).'^ 

For Wilber (19%) not distinguishing the two leads to confusion between the 

biological Great Mother who dominated early membership mentality, and the 

transcendent Great Goddess, who represented and represents realms of the 

superconscious, or highest levels of consciousness. He mentioned for example, that 

orthodox anthropologists reduce the Great Goddess to the biological Great Mother, while 

'^ Wilber (1996) states that when taken literally, signs and symbols serve as 
justification for atrocities. He sees for example Fundamentalist Christianity and 
Fundamentalist Islam's Holy wars as Great Mother worship involving blood sacrifice. 
Wilber says that in Buddhism's 2,500 year-history, it has fought not one religious war. 
Buddhism is an esoteric religion, and transformative in orientation, while most other 
religions are exoteric in nature. 
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religious antiu-opologists do the opposite, and see deep metaphysical insights in cmde, 

blood sacrifice rituals of the Great Mother. 

Following the precepts of the Perennial Philosophy, Wilber (19%) believed tiiat 

the Great Goddess's seat and insight begins at tiie subtle level of consciousness, which 

leads to the conception of One God or One Goddess who underlies and gives birth to aU 

manifest worids and all lesser god or nature-spirit figures. He stated, it is the "One 

God/dess who gives birth to the various lower levels, divine as well as ordinary" (p. 147). 

Wilber said that what is important is not whether the archetypal oneness represents a God 

or a Goddess, but whether it reflects the subtle level oneness or archetypal ground. He 

stated that Christianity represents the archetypal oneness as masculine God, while other 

cultures represent it as feminine (for example, Isis and the Great Goddess Kafi from 

India). In other words, it is the access to the highest levels of consciousness that matters, 

and all individuals (male or female) access their own sense of oneness and divinity 

visuafized as god or goddess. Here God/Goddess is not an extemal identity (as identified 

in Christianity) but the God/Goddess is each one of us. Wilber posited that access to 

these highest levels of consciousness (of fusion with the cosmos and the experience of 

deity) is available to all peoples, and the route he recommends to reach our highest 

potentials is deep meditative practices. I am convinced, because I have experienced it, 

that artmaking at the levels of transformation yields the same results, as deep meditative 

practices yield for Wilber, and this notion is the core tenet of this study. 

According to Wilber (19%), Kali, when viewed in her highest form as wife of 

Shiva, is a perfect example of the assimilation of the Great Mother image into a Great 

Goddess mythology. She is pictured with the old symbols of the Devouring Great 

Mother-sacrificial knife, skulls, blood, the serpent-but in her metaphysical form she is 

always the Great Goddess, never demanding human blood sacrifice but always calling for 

the interior sacrifice of the self to her. The halo is never found in Great Mother icons. 

Therefore, for Wilber, the representation of Kali is twofold, the old mythology of the 

Great Mother is maintained as a reminder that the life of the separate self is indeed 

surrounded by pain, suffering, and ultimately death, and that one must transcend the self 
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to tianscend tiiat anguish. For Wilber, Kali is the perfect Great Goddess: she preserves 

but transcends the Great Mother, and integrates lower and higher realms of 

consciousness. WUber's (1981c) description in Up From Eden of the archetype of the 

Great Goddess, as represented by Isis and Kali, to me rang as an almost literal listing of 

the visual elements of my Life Cycle: El Cerro de la Silla painting, which was created a 

decade ago. On the different occasions that I described the painting, I had related it to 

my surface stmctures and contexts, Wilber's description, however, indicates to me that 

the painting is also the manifestation of the Goddess archetype, or that it reveals my deep 

stmctures or in Jungian terms, the "archaic" or "collective unconscious." From this new 

perspective, the piece exerts extraordinary power in my life. While making the piece, I 

was transformed as part of the experience and was able to continue my life joumey. I 

was only capable of interpreting its content and meaning, however, from the standpoint 

of my immediate life events and preoccupations. Therefore, I have confirmed in myself 

that art is multifaceted and reveals itself in phases.'® This notion has implications for art 

education practices, in that imagery (symbolic or metaphorical) cannot be interpreted 

wholly literally, but has multiple meanings, evidenced when the time is right for them to 

be revealed and for us to understand these meanings, when we are ready for them. 

Before embarking in this study, I knew little about archetypal imagery as revealed 

through art and artmaking. From the above reading and my own experience with art (as 

with the imagery of Gender-Specific Phase of women's art) it appears obvious that artists 

share commonalities or deep stmctures. Most of the imagery described as manifested in 

women artists' work imagery related to the Great Mother and the Great Goddess, appears 

in my own artworks throughout my fife. This discovery is fundamental to the purpose of 

this study in that it reveals the characteristics of each level of development of 

consciousness (matter, body, mind, and spirit) as it is tianscribed in visual imagery. This 

'® See the previous interpretations of this and another piece in Leal, E. G. (1998). 
A Living Artist's Work. In E. J. Sacca, & E. Zimmerman (Eds.), Women Art Educators 
IV, Herstories, Our stories. Future Stories (pp. 119-126). Quebec: Canadian Society for 
Education through Art. 

166 



supports my view tiiat women's imagery stiidied under the lens of Wilber's Spectrum 

Model might be helpful in mapping from first hand examples where the Great Mother and 

the Great Goddess manifest witiiin the continuum of consciousness development. I 

suggest that we add to the analysis, for a better understanding of the nature of art, Jungian 

notions of the archetypes. How is art transformative? Where does its power lie? What is 

the purpose of art? These are questions addressed in this study from my perspective as 

researcher and visual artist. 

Wilber's A//-Levg/. All-Ouadrant Model and Feminist Theories 

Wilber's (19%) integral framework allows us to acknowledge each woman's 

contiibution, not by placing all women at one level or dimension (where they would 

contradict or exclude the other), but by placing them horizontally and vertically within 

the four quadrants: Upper-Left, Consciousness development (Psychology); Upper Right, 

biological or physical aspects of individual's nature; Lower Right, social (economic and 

political stmctures of a given society); and Lower Right, cultural (gender, race, ethnicity). 

The result is an Integral view of women's development in which all aspects are 

"honored" to use Wilber's words (p. 192). Feminist contributions as described in this 

section of the literature review chapter can be identified as primarily addressing one of 

Wilber's quadrants, although a few authors' views overlap into more than one area.'™ 

Following his All-Level, All Quadrant Model, Wilber (19%) identified various 

schools of feminism that address and contribute to primarily one quadrant. For example, 

in his view, radical feminists embrace the notion of biological, behavioral differences 

between sexes (this approach coincides with the Upper-Right quadrant). In his model of 

the Spectrum of Consciousness, Wilber posited that there is a deep stmcture in all beings 

that is biological and is present universally and cross-culturally. In Wilber's 

understanding, however, the value attracted to sex differences varies from culture to 

'™For example. Wilding's "personal is political," the consciousness raising of 
critical awareness of inner states (self-esteem) to outward expressions seems also to fit 
the Left-Upper or psychological quadrant as well as the Right-Lower or social quadrant. 
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culture and reflects surface stmctures, which leads him to expand on a feminist trend 

known as culttiral feminism, which provides great insight into the Lower-Left Quadrant. 

For Wilber (19%), cultural feminists perceive biological factors as tendencies, not 

causes, because biological facts are taken up and reworked by cultural factors, which can 

increase, neutralize, or reverse the biological tendencies. In his view, the problem is to 

assume that "gender issues are totally determined by sex differences (so that biology is 

destiny)" or the opposite view, that all "sexual differences are merely culturally 

constmcted (so tiiat biology can be ignored)" (p. 192). Wilber proposed instead "to 

honor tfie moment of tmtii in both tiiose positions" (p. 192). Wilber reminded us of the 

role in the formation of gender throughout time, of woridviews (archaic, magic, mythic, 

mental, existential, etc.), which are the "intersubjective cultural pattems within which 

individual subjects and objects arise and determine what factors will be honored in any 

given society" (p. 199). 

Constmctivist feminists and cultural feminists provide understanding to the 

Lower-Left Quadrant but do not address the other Quadrants or other schools of 

feminism. Wilber (19%) believed that worldviews are cultural factors and are strongly 

anchored in the material components of the society (forces of production, modes of 

technology, architectural stmctures, economic base, geopolitical locations, etc.) or in the 

social components. For Wilber, cultural factors have social correlates, both related and 

interwoven (forging, scavenging, hunting, gathering), early and late horticultural, early 

and late agrarian, early and late industrial, and early informational. For Wilber the broad 

technological stages correlate respectively with archaic, magic, mythic, mental, and 

existential worldviews. 

Therefore, for Wilber (1988), Marxist feminists and social feminists have 

provided knowledge to the Lower-Right Quadrant by analyzing social correlates of 

cultures. Wilber's (1988) mentioned Janet Chafetz's contribution to social-systems 

oriented analysis and ecofeminists focusing on Gaia as the ultimate social system 

(referenced in p. 195). 

168 



Wilber (1988) stated that the Upper-Left Quadrant is about the interior of the 

individual, the site of consciousness itself, which is composed of basic stmctiires, self 

systems and ti^nsitional stmctures, as they all unfold tiirough preconventional, 

conventional, and postconventional, post-postconventional levels of the overall spectmm. 

This quadrant is described extensively through Wilber's model of the Spectrum of 

Consciousness. 

Upper-Left Quadrant (PsychologyV Feminist authors Ruth E. Iskin (1979), Moira 

Roth (1988), and Deepwell (1955) are concemed with describing art tiiat has tiie power 

or function to raise consciousness in general functions, which fit the Upper Left 

Quadrant. Baker's (1973) self-esteem issues and the need for autobiography and Joanna 

Fmeh's (1988) view that art provides a sense of belonging both address the body level of 

Wilber's Spectrum of Conscious. Judy Chicago and Miriam Schapiro (1982) addressed 

the same body'^' level associating imagery with sensations of sexual and emotional 

pleasure. Roth (1988) found that feminism is concerned with raising consciousness first 

through symbols, which fits within Wilber's mind level and second, as a spiritual 

development and visions for the future, which fits within Wilber's spirit level. Roth's 

findings described experiencing levels of consciousness beyond rational thinking, which 

for the purpose of this study indicates traces that art provides channels for spiritual 

growth. 

Another finding of Roth's (1988) is that none of the feminist authors of the 

Revolutionary Revamping phase or with a political activism orientation, fall within this 

quadrant; therefore in my view, these authors bypass the importance of psychological 

approaches in understanding women and women's art. Psychological approaches are 

essential to this study in that through them, I explore art as a vehicle for inner 

transformation at all levels of consciousness development and allow understanding of the 

form and content of my work as well as of other artist's work and views. 

'7' Body here is Wilber's (1981c) use of the term and not the common 
understanding. See Definition of Terms section in Chapter I for this differentiation. 
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Upper-Right Quadrant (Biolo^ical-Rehavinral^ This quadrant addresses 

biological, individual, exterior characteristics. The need to distinguish female from male 

experience based on biological difference fits the Upper-Right Quadrant. Socialized 

gender differences between women and men, which facilitate different sensibilities 

reflected m art, mainly seen in Nochlin's (1973,1979) writings and Chicago and 

Schapiro's work (1982), also fit the Upper-Right Quadrant. Similarly, Cindy Nemser 

(1979) who posited a clearly biologically defined masculinity and femininity and 

celebrated the vaginal and female to combat the phallus fits this level. This movement 

(Gender-Specific or Celebratory) implied, according to Barry and Flitterman-Lewis 

(1988), "the glorification of an essential female art which brought power . . , viewed as an 

inherent feminine artistic essence" and a redefinition "of motherhood as the seat of 

female creativity from which springs female deities" (p, 89); this movement implies 

matriarchy, or Great Mother and Earth Mother worship, if viewed under Wilber's 

framework. 

Lower-Left Quadrant (Culture). Feminists who sought to break down isolation 

(Pennina Bamett, 1995), transform culture (Iskin, 1979), address issues of age and race 

(Fmeh et al., 1994; Havice, 1995; Bamett 1995), empower women (Dawson, 1995), 

reconsider craft and decorative arts as valuable (Fmeh, 1988; Chadwick, 1997) fit the 

Lower-Left Quadrant. Bluestone's (1995) "Litany of Oppression Phase" addressed 

obstacles and discrimination towards women. It seeks equal opportunities and centers on 

"gender analysis of literature (text or object, historical context, cultural, content and 

function" (Langer 1988), issues of class and ethnicity, androgynous criticism (Nemser's 

proposal in Vogel, 1988), and possible changes of cultural conceptions of family and 

woman's roles (Gablik, 1973), which fit the Lower-Left Quadrant. Additionally, the 

Lower-Left Quadrant brings to attention feminist contributions that highlight patriarchal 

traditions of rape, violence, abuse, women's isolation, and incest (Rosser, 1994), and 

Langer's (1988) gyner genie critique as an opposition to patriarchy. These feminists fit 

Wilber's model of the Lower-Left Quadrant or collective/cultural. 
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The "Revolutionary Revamping Phase" of feminism, which seek to radically 

dismantie the dominant power stiaictiire of patiiarchy and emphasizes political activism 

and group collaborations, which connect art interpretation and appreciation through the 

lens of ideology and culture, and which advocate critical analyses and Deconsttnction of 

tiieories and of works of art the Lower-Left Quadrant. For Chadwick, (1997), feminism 

examines issues regarding race, ethnicity, sexual orientation, gender, culture, and 

creativity. In the view of Barry and Ritterman-Lewis (1988), women are seen no longer 

as "an already produced given, but a consttiicted one" (p. 96). Christine Havice (1995) 

stiesses the importance of context in the interpretation of meaning, and Touchette (1994) 

highlights issues of multiculturalism and tiie need for the appreciation of all peoples. 

These feminists fit within the culture quadrant, 

Lower-Right Quadrant (Social), Within the "Retrieval Phase," feminist writings 

and interpretations include: Joanna Fmeh, Cassandra C, Langer, and Ariene Raven 

(1988); Margo Machido (in Fmeh, 1988); Christine Havice (1995) concemed with 

highlighting class issues, Laura Cottingham's (1994) work with Women's Liberation 

Movement and political activism; and Shifra Goldhman's (1988) writing on economic 

exploitation of Chicana artists. Others that fit the social quadrant are Sally Dawson's 

(1995) approaches to issues of discrimination and censorship, Nochlin's (1973,1979) 

work on issues of discrimination and exclusion; Rachel Maines's (1979) expression of 

befief in inclusion; Lippard's (1990, 1995) and Nochlin's work towards a new language 

for art, new history; and Roth's (1988) theories of women art. 

Others concerned with social stmctures are Roth (1988) for whom art should be a 

"reflection of woman's social position in the world" (p, 101), and Mainardi for whom art 

should be "political propaganda" (cited in Vogel, 1988), Additionally, the sociological 

orientation, a trend that sees art as a reflection of women's social experience (Vogel, 

1988) and as a critical rethinking of the patrilineal system (Schor, 1994), fits within tiie 

social quadrant. Marxist approaches, mainly Lucy Lippard's (1990) belief that 

discrimination exists and is a part of the economic male oriented stmctures of society can 
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also be situated in tiie social quadrant. Lippard uses a Marxist framework for insight into 

the problem of production and reception of women's art. 

In this study, I explore Wilber's All-Level, All-Quadrant model. The Upper-Left 

Quadrant stands for Wilber's Spectrum of Consciousness model that is fundamental in 

supporting my tenets of art as tiansformation in Chapter V. With tiiis model, 1 can 

understand deep and surface stmctures and find a place for diverse feminist and non-

feminist theories of art. This study derives knowledge from many areas. Following 

Dissanayake, I accept what I consider the best of modemist and postmodemist 

perspectives. Following Wilber, I support the use of mapping as a descriptive tool to find 

a place for various views in a horizontal-translative and vertical-tiansformative 

stmcturalization. I highlight that language is the tool of the mind level (logical-

hypothetical, deductive reasoning). I note, however, that language (verbal and written 

but mainly textual) is inadequate for describing levels of consciousness that are both 

lower and higher than mind. Congment with Gablik (1992), I align myself with 

reconstmctive postmodemism, and away from deconstmctive postmodemism as 

represented by Baudrillard, Barthes, Lyotard, etc. I agree with Marxist precepts, 

however, that social/economic stmctures invariably contribute to our conditioning; in my 

view, this is a fact, which cannot be denied as it affects particular individuals within 

capitalist societies. In my opinion, it is the reason that, to date, Marx has not been refuted 

in his characterization of capitalism as a mode of production. In agreement with Wilber, 

however, who rejects determinisms, I believe that while economic stmctures exert a 

pervasive affect on many of our actions, there are other realms and stmctures that have an 

affect on who we are and what we are about (i.e., psychology and biology). Because 

Wilber's models provide an inclusive framework that incorporates materialism, culture, 

and individuals, and rejects determinisms, I embrace his views as fundamental to the 

understanding of art and its nature. Following WUber's theories I am convinced that art 

depicts aspects of our biological, psychological, cultural, and social (political/economic) 

stmctures. 
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Theory of Human Ethology 

Ellen Dissanayake and Human Ethology 

Along with Wilber's models, I am using Ellen Dissanayake's theory on human 

etiiology as stmctiiral backbone to this study. Dissanayake's theory acknowledges social 

and cultural aspects of art; the core of her contributions, however, has a biological-

etiiological foundation. Dissanayake's theory can be understood as specifically 

addressing tiie Upper-Right Quadrant within Wilber's All-Level, All Quadrant model and 

the lowest (matter) level of consciousness witiiin Wilber's Spectrum of Consciousness 

model. In my view, Dissanayake's tiieory is intimately related to Wilber's thesis of deep 

structures, universals, and cross-cultural aspects of human nature.'T^ Her inquiries and 

exploration into the evolution of art from the past to the present, and her strong 

conviction that art has been and continues to be a fundamental resource for human 

survival are relevant to this study. Based on Dissanayake's findings and on my life-long 

experience with art, I posit that art is a critical resource available to all people. 

Dissanayake provides the framework to support the arts at all levels of instmction, and 

therefore her views have repercussion for quality arts education programs. She sees art 

as necessary for the continue development of our species. Wilber saw the development 

of human consciousness as progressing from the mind level towards spirituality. 

Dissanayake's and Wilber's views together contribute to a better understanding of human 

nature. In this study, I merge Dissanayake's views about art with my own experience of 

artmaking processes—of art as transformation—within Wilber's models, for a more 

comprehensive whole. 

'7̂  Dissanayake (1988) defined human nature as a "certain range of powers or 
abilities and tendencies, a repertoire that is inherited and that forms a fairly characteristic 
human pattem that will be brought out under favorable circumstances" (p. 17). She 
believes that art as a biological behavior is inherent in each human being, but that social 
and cultural groups determine how art is expressed and made manifest within their 
particular circumstances. 
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Ellen Dissanayake: Background information. Dissanayake is a contemporary 

scholar/researcher, and writer focusing her efforts on the stiidy of human nature and the 

continuity of art tiu-oughout civilization. Her study also places importance on the 

question, what is Art? and on the discourses surrounding the concept of art. Dissanayake 

has been reviewed extensively, has cited been and referenced woridwide, and has become 

widely influential.i73 in my view, Dissanayake and to a greater extent Wilber are what 

Foucauh sees as founders of discursivity ™ and what Barthes identified as authors and 

works as opposed to writers and texts (in Geertz, 1988, pp. 7-20). Vital to my study are A 

Hypothesis of the Evolution of Art and Play (1974); An Ethological View of Ritual and 

Art in Human Evolutionary History (1979); Art as a Human Behavior: Toward an 

Ethological View o/Ar/ (1980); Aesthetic Experience and Human-Evolution (1982); 

What is Art For? (1987); Homo Aestheticus: Where Art Comes From and WAy (1992a); 

Art for Life's Sake, Art Therapy (1992b); The Pleasure and Meaning of Making (1995a); 

and Chimera, Spandrel, or Adaptation: Conceptualizing Art in Human Evolution 

(1995b). In this section, I include Nancy E. AUcen's (1998) findings about art Aiken is a 

close follower of Dissanayake and guides her study on Dissanayake's research methods 

of human ethology. Aiken explores the nature of art from the lens of a biological 

perspective with which she "finds a place" to use Geertz (1988) words within 

Dissanayake's contributions. 

173 For example, Dissanayake's What is Airt For? (1988) has been reviewed by the 
following critics, among others: Paul Crowther (1989); Chariotte M. Otten (1989); 
Joseph Rykwert (1989); Alexander AUand (1989); George Corbin (1990); Whitney Davis 
(1990). Dissanayake's book Homo-Aestheticus-Where Art Comes From and Why has 
been reviewed by Kent Anderson and David Baker (1992); Richard L. Anderson (1993); 
Denis Dutton (1994); Jane R. Cowan (1994); Frances F. Kaplan (1994). 

'^''Clifford Geertz (1988) mentioned Foucault's distinction between those who 
author or produce a text, book, or a work, and those who author a theory, a tradition, or 
discipline in which other books and authors will in turn find a place. He cited Foucault as 
identifying the latter group as "founders of discursivity," authors who have produced tiie 
possibilities and the mles for the formation of other texts. Such authors include Freud, 
with The Interpretation of Dreams or Jokes and Their Relation to the Unconscious, and 
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Dissanayake's inquiry into the nature of art has guided her towards ethology as a 

method of research. In it she rescues the fundamentals of Darwinian evolutionary theory 

to study art. Dissanayake (1995a) stated, "we have to look at ourselves, at human nature, 

not only in the usual psychological or political or economic sense, but also in a 

Darwinian, biological sense: where did we come from?" (p. 40). Dissanayake believed 

that human evolution has taken millions of years to reach the present point and that 

theories of art (generally based on Westem philosophical perspectives) cover only 

historical times-or since the beginning of writing. Therefore, she finds it necessary to 

trace the origins of art further back when eariy hominids were evolving-about one 

million to 5(X),(X)0 years ago. She states, "It is only by knowing where we came from in 

human evolution that we can know what we are and thus have some informed idea of 

where we are going and how best to get there" (p. 40). I find a correlation between 

Dissanayake and Wilber in that he too pursues knowledge about human development but 

with more emphasis on the psychological standpoint-from matter, body, and mind, to 

soul. WUber finds that human development has reached its mind level of development, a 

level, which is now widespread, and that there is still room or potential for higher levels 

of consciousness or spiritual development (psychic, subtle, causal, and ultimate levels). 

Dissanayake (1992b) has experienced first hand the arts in present-day traditional 

societies while she has been traveling and residing for many years in numerous non-

Westem countries (i.e., Sri Lanka, Nigeria, and Papua New Guinea). She (1980) has also 

done extensive research on many social groups from the past and from diverse 

geographical areas and has collected and compared samples of universal behavior to 

support her findings. Dissanayake's main concem is the state of affairs of the arts in 

contemporary times: how the arts are practiced, and what is said about them. For her, the 

prevailing art discourses are inadequate in portraying the importance of the arts for our 

human species. She sees the extremes of the Modemist paradigm as well as those of 

Deconstmctive postmodemism and tries to find a new perspective for the study of art that 

Marx with Communist Manifesto or Capital: they have both established an endless 
possibility of discourse (cited in p. 154). 
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may lead to a better understanding of its fundamental role and function, for the 

betterment of our present and future societies. This perspective reflects my own 

experience witii art. The aspects that are universal correspond to tiie modemist paradigm, 

and those that are particular correspond to postmodemist views. 

Art and Play 

Dissanayake's (1974, 1979, 1980, 1988,1992b, 1995a) assumptions are that the 

theory of evolution for animals may be used in the stiidy of humans. Dissanayake (1974) 

befieved that "the appearance of artistic behavior in almost all human societies means 

that it is selectively advantageous from a biological view point and, therefore, possesses 

adaptive value" (p. 212). Additionally, in her view, "biological features and functions 

exist . . . because they are of survival value" (p. 212). In her first published article: A 

Hypothesis of the Evolution of Art From Play (1974), Dissanayake traced the relationship 

between the behavior of play and art and asks whether it would be possible to find the 

origin of art in play. She expands on the subject however, in An Ethological View of 

Ritual and Art in Human Evolutionary History (1979), Art as a Human Behavior: 

Toward an Ethological View of Art (1980), What is Art For? (1988), Art for Life's Sake 

(1992b), and in The Pleasure and Meaning of Making (1995a). 

Dissanayake (1974) described the behavior of play from the standpoint of various 

authors including: F. Schiller (1795), "spending excess energy after life needs were met"; 

Karl Groos (1898, 1899, 1901), "the chance to practice and perfect activities that will be 

useful in later life"; Herbert Spencer (1870, 1872), "surplus energy"; Sigmund Freud 

(1948), "play as providing wish-fulfillment"; W. I. Welker (1%1), "play and exploratory 

behavior as related phenomenon and cmcial for adaptive learning and alertness to the 

environment"; Bmner (1972), "practice education (learning skills) and socialization"; and 

Piaget (1946), "essential in stimulating children to think, invent, adapt, create, even use 

their language fluentiy" (cited in p. 75). See File (1958) for other views of art as play 

(i.e., Johann Schiller and George Santayana) 
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Dissanayake (1974) specified a variety of characteristics of play, such as the 

following: play is not serious; is non-functional; is self-rewarding (for its own sake); 

entails more than one participant (not necessarily present); is an exchange of tensions and 

releases; involves elements of surprise and adventure; is pleasure-oriented; is 

metaphorical (sometiiing stands for sometiiing else); imitates and pretends (see also 

1988); 

Considering the above characteristics of play, Dissanayake (1974) described how 

they are applicable to both the making and the appreciation of art. She states, "artistic 

activity, like play, comes about after attention to primary needs of life is fulfilled . . . 

severe deprivation does not encourage artistic behavior" (p. 213; see also 1979,1988).'^^ 

Dissanayake found that (a) art is conceived as useless by many aestheticians from the 

modemist tradition, for example: Santayana, Bergson, Bradley, Croce;'7^ (b) "the making 

and appreciation of art are both [seen as] self-rewarding, with their justification found in 

the activity itself as in the high modemist tradition of art for art's sake (p. 214); (c) 

artistic behavior takes the artist outside of self; (d) the meaning [content] of art may be 

expressed "in concealed fashion, symbolically" (p. 214); (e) art is metaphorical (evident 

both to the artist and the perceiver); (f) art allows for the mastery of anxiety; and (g) art 

like play involves imitation, and pretense artistic behavior is concemed with tensions and 

releases and the elements of surprise and adventure (novel/familiar, expected/strangeness, 

conventional/unimaginable; (h) art is pleasure-oriented (includes feelings of mastery and 

'7̂  In my view, this finding relates also to governmental policies that see art as a 
luxury or something that should be addressed after basic needs (food, shelter, and health) 
are fulfilled in a society. When art is viewed as a transformative act, however, it acquires 
relevance for all times and places. In this study, I posit that art as transformation allows 
for the development of an individual (from childhood to adulthood) at its maximum 
potential at all levels of development. Dissanayake's view also attests to the degree in 
which societies in technological and highly industrialized countries are evaluated and 
categorized on the basis of quantity and quality of their art reserves or holdings-of native 
or of foreign provenance-institutions, museums, art centers as well as learning centers. 

'7* G. Santayana in The Sense of Beauty (18%), H. Gertgson in Laughter (1900), 
A. C. Bradley in Poetry for Poetry's Sake (1901), and B. Croce in A Breviary of 
Aesthetics (1913) referenced in Dissanayake (1974, p. 214). 
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omnipotence). Dissanayake (1979) disagreed with (a) and posits that on the contrary, art 

is not useless but essential for survival purposes. She disagreed with (b) in tiiat for her art 

is more than self-rewarding (personal), it is socially, and culturally relevant Dissanayake 

agreed with (c), (d), (e), (f), (g), and (h) including the characteristics of play mentioned 

above. 

According to Dissanayake (1974), SchiUer, Spencer, Groos, and Freud noted the 

"resemblance between art and play [make-believe or imagination and of uselessness] and 

have gone on to suggest that art is an outgrowth of or a type of play" (p. 214). See also 

1988). In her view, "play theories of art assume that an adult's art is somehow an 

extension of his [sic] play in childhood" (p. 214). WhUe the observation may be valid, 

Dissanayake believes that it is too limited to serve as the basis for the exploration of an 

entire aesthetic. In her opinion, play theories of art, like early theories of play are 

inadequate because they isolate one strand in the total phenomenon and neglect or ignore 

the rest [or varieties of artistic activity]" (p. 214; See also 1980). 

In Dissanayake's (1988) view, the problem of limited usefulness resides in 

considering play and art ontogenetically (from an individual's life span) instead of 

phylogenetically (from an evolutionary viewpoint). For her, "humans tend to engage in 

play and make-believe, and feel deprived if unable to do so" (p, 171), Dissanayake 

(1974) suggested that "the play impulse in early [hu] man's behavior , . , provided the 

bases from which specifically artistic behavior could evolve" (p, 214), While 

indistinguishable in the early stages. 

Once play artifacts became at the same time object of value, this specialized type 
of activity could be enhanced by other instinctive manifestations, needs and 
motivational systems (such as order, novelty, rhytiim, archetypal expressions, 
social and eventually cultural significance) become what is today called art, an 
activity emancipated from play. (p. 215; see also Dissanayake, 1979, 1980) 
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Dissanayake (1974) found that the "differentiation and emancipation of art from 

play ties in art's tendency'^ to enhance social values [and] this quality of sociality has 

been necessary for his [sic] survival and evolution" (p. 215), For her, "sociality led to the 

development of cultural transmission [and accumulation of knowledge] from generation 

to generation" (1979, p, 215), She added, "in both play and artistic behavior, it is the 

tendency tiiat is functional or adaptive, not the specific playing or making (which as has 

been noted, is useless)" (1979, p, 215), Dissanayake (1979) stated, " the tendency for 

artistic behavior is functional, because, at tiie beginning at least, it led to socially 

beneficial ends" (p, 215), In her (1974) view, "sociality in evolutionary perspective, 

possess selective value and [is] retained" (p. 215), According to evolutionary theory, "in 

order for an evolutionary characteristic to be selected for, it must have adaptive value for 

the species" (p, 215), According to Dissanayake (1974), "art has this property in that it 

enhances [hu] man's sociafity and his [or her] self-assertion" (p. 212). 

Dissanayake (1974) believed that art assisted humans in developing self-

consciousness. She stated, "by giving artistic form to real or imagined events and 

objects, man [sic] gains perspective on the objective as well as the subjective nature of 

experience. He [she] does not merely accept or suffer what the world has to offer but 

actively and individually seeks to transform it" (pp. 216-217). In this study, I pursue the 

understanding of art as transformation, as a progression of development of consciousness, 

towards an integral, comprehensive view of art. My intention is to seek to contribute 

change to what is offered in the teaching of art and to how art is currently viewed. 

Dissanayake's study of the relationship between play and art is important to this 

study because, even today, art is confused with play and viewed like play as irrelevant 

In reading undergraduate non-art major student's responses to surveys about art, I 

frequently find that their conceptions and expectations of art are nothing more than to 

have^n. Similarly, parents enrolling children (K-12) in Saturday art classes expect for 

'^ For Dissanayake (1988), the term "tendency" seems to imply inherited power, 
which is potential (not fixed essentials) that can be enhanced or discouraged. Such 
potentials are genetically provided for and are amendable to change or improvement. 
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the children, primarily, to have fun and make fun things. Dissanayake (1988) believed 

tiiat "play, by providing a 'no risk' arena where innovative behavior can be tried and 

mastered, may facilitate in children . , . new, creative behavior" (p. 78). She states, "the 

arts tend toward tiie integration and organization of experience in a more comprehensive 

way, so that art could be called a 'goal directed form of play'" (Gardner, 1973 cited in p. 

79). For her, art like play is something extra, enjoyable, and pleasurable, but goes farther 

into providing a foundation for our survival. 

Dissanayake (1995a) granted a sofid framework from which to conceive art as 

more than fun. She stated. 

The important universal behavior of play provides opportunities for children to 
imitate the activities of adults and thereby leam the ways of their society. If the 
adults make and use tools, children will too. If adults don't then children won't 
either, and their natural drive to move seamlessly from handling to making wUl 
atrophy.''^ (p. 41) 

Dissanayake's (1974) findings that "art is a fundamental and necessary feature of human 

life" (p. 212) justify the case to provide the opportunity of art for all, Dissanayake stated, 

"artistic expression and appreciation are not luxuries or trifles but essential human 

characteristics whose value is to be found in the long term evolutionary view as well as in 

the individual's personal life" (p, 217), She said, "for insofar as art is a kind of play, it 

will contribute the benefits that play contributes" (p. 78), What she is looking for in her 

research is whether "in the differences between art and play there is any unique value that 

would result in a behavior of art being selected for during human evolution" (1988, p, 

78), 

Dissanayake's (1974) views about art and play are important to this study in terms 

of recommendations for children's art education programs. This aspect will be addressed 

in Chapter VI. Another matter important to highlight as part of my findings (although not 

'^ Dissanayake believed that when our potentials are not used fully, they become 
dormant. My belief is that many children and adults have lost their innate abifity to make 
and enjoy art; I am thoroughly convinced, however, that such ability and propensity can 
be awakened through art practices and that the effects of art and its power can be 
regained and re-experienced. 
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expressed in Dissanayake's writings), is related to Wilber's notions of unity 

consciousness. As a result of accessing unity consciousness, through meditation or in 

this case through artmaking, a person can acquire a great sense of happiness and 

contentment tiiat later translates into laughter and euphoria. To me, this indicates the two 

ends of a continuum of play and fun withm artmaking activities: those that relate to the 

elemental, matter levels of consciousness addressed by Dissanayake, and those that relate 

to the highest spiritual levels addressed by Wilber. 

Art and Ritual 

Dissanayake's study on play led to her research on art and ritual, from which 

resulted the 1979 publication: An Ethological View of Ritual and Art in Human 

Evolutionary. Dissanayake (1979) approached tiie problem, "as a fundamental 

manifestation of human biology and psychology" (p. 27). The approach she describes is 

not "to reduce or denigrate art but to understand better its diversity and pervasiveness" (p. 

27). She stated, "it seemed nondebatable to me that an understanding of ceremonial ritual 

was relevant, even critical, to an ethological understanding of art" (1992a, p. 48). 

Dissanayake (1992a) stated, "during ritual ceremonies one invariably finds the arts: the 

use of beautiful or arresting objects, the wearing of specially decorated attire, music, 

visual, display, poetic language, dance, performances" (p. 48). Because of this close 

connection, which she observed between art and ritual, she states, " I . . . wondered 

whether art could be considered as a derivative of ritual, much as I had earlier thought of 

art as a kind of play" (p. 48). 

In her studies, Dissanayake (1979) found that "humans engage in prolonged ritual 

ceremonies (which are leamed and culturally specific) that promote the social stability of 

the larger group and are heavily dependent on investing meaning in words, objects, and 

movements" (p. 28). Further, she believed that in some human ritual behavior, "once it 

has been set in motion, it continues as a predictable, smooth sequence—achieved not by 

instinct but through learning" (p. 28). For her, "ritual symbols are devices for arousing. 
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channeling, and domesticating powerful emotions, such as hate, fear, affection, and grief 

(p. 28), 

The characteristic of metaphor present in art and play is also evident in art and 

ritual, Dissanayake (1979) stated, "objects or words taken out of tiieir everyday context 

may acquire a potency that is not ordinarily evident" (p, 28), Dissanayake highlighted 

tiiat the effects of ritual are present physiologically and visually in tiie participants and 

that as "a formal ceremony, it provides a kind of symbolic consensus in which a wide 

spectmm of individuals can achieve a feeling of social unity" (p, 28), She agreed with 

antiiropologists that "witiiout ritual tiiere could be no social sti^cture" (p, 28), 

Dissanayake found other factors that have contributed to the development of human ritual 

faculties such as "manipulative skill, conceptualization, symbolization, inquisitiveness, 

sociality , , , [which promote] richness, diversity and complexity" (p, 29), 

Dissanayake (1979) befieved that, like ritual, art is generally concemed with 

conununication and has social or cultural functions and value. She stated, "in art there is 

usually patteming, channeling and formalizing of emotion. Art makes use of out-of-

context elements, redirecting ordinary elements (i,e., colors, sounds, words) into a 

configuration in which they become more than ordinary" (pp, 28,29; See also 1988), 

She posited that in traditional societies, "art associated with ritual would tend to be 

conservative , . . involving stereotyped [prescribed, even inflexible] movements for 

perceivers to respond to regularity, rhythm and other, , , stmctural elements in time and 

space" (p. 29). Dissanayake (1988) said that these activities take place in "a festive or 

unusual atmosphere that contiasts markedly with the routine of everyday life" (p, 89), In 

Dissanayake's (1979) view, these activities would predispose people to respond to 

changes in those elements, especially in art, which are "multi-layered and ambiguous" (p, 

29), 

Dissanayake (1979) also found that "ritual ceremonies serve to perpetuate 

knowledge which is essential for the survival of the species" (p, 29), A tendency or a 

behavior that would have been selected for and retained in biological evolution is similar 

to ones selected for and retained in cultural evolution, in this case, the tendency "to 
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devise , . , avenues for regulating and sustaining sociality" (p, 29). She stated, "ritiialized 

behaviors formalize and pattem; emphasize; exaggerate and distort; order and shape in 

time or space; unifying the contiadictory or unlike; and channel emotion" (1982, pp. 148-

149; see also 1992a).'''^ Dissanayake (1979) suggested that "societies that performed 

socially binding ceremonial ritual practices would have been more cohesive and therefore 

better equipped for survival than those that did not" (p. 29). 

Dissanayake (1979) inquired why ritual ceremonies developed into long 

complicated ceremonies that required elaborate preparation and energy. Her findings 

indicate that the evolutionary reason for longer ceremonies is that they "promoted group 

solidarity; taught, expressed and reinforced the values and beliefs of the group and 

perpetuated knowledge that was essential for group maintenance and survival" (p. 30). 

She asks, "but what could have been their evolutionary value?" (1995a, p. 43), and 

suggests that the evolutionary reason the ceremonies persisted is that "they mobilized, 

coordinated and unified the members of the social group, ensuring that they worked 

together in a common cause, beUeving in the validity of their worldview and the efficacy 

of their action" (p. 43), She believes that "natural selection favored groups that 

performed long complex rituals that embodied and transmitted socially useful 

information, because such ceremonies more effectively promoted social cohesion" (1979, 

p, 30, see also 1995a), In Art for Life's Sake (1992b), Dissanayake stated this succinctiy: 

'7̂  At an individual level, artist and art therapist Barbara H, Greenwood (1995), 
finds that dmmming and dialoguing facilitated a shamanic joumey into the depths of her 
soul through artmaking processes. Greenwood stated, I came to recognize the power of 
art on a gut level" (p. 141). Greenwood cited McNiff as saying about art and ritual: 

Shamanic images and pattems emerge whenever we engage ourselves in the 
therapeutic rituals of art in painting, dance, drama, song and other media. 
Imagination has always been the terrain of the shamans. Encounters with 
animals, openings into different worlds, dreamsUght flights and various shamanic 
themes, artifacts and experiences appear during rhythmic dmmming, movement, 
chant and painting. These images arrive whenever the soul opens to itself. There 
does not have to be conscious involvement with "shamanism", since the images 
emerge autonomously, affirming the souls instinctual process of caring for itself, 
(p. 19) 
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"art-conjoined-witii-ritiial is essential to group survival-quite literally ART FOR LIFE'S 

SAKE" (p. 173). 

In responding to the question, why do people engage in ceremonies? Dissanayake 

(1995a) stated, "there is a large and rich Uterature about ritual that points out how it is 

liminal, limen being the Latin word for 'threshold,' tiiat is, a time of transition between 

one state and another"(p. 42).'^ She said that "rituals are performed in order to affect an 

uncertain situation—to restore or assure prosperity, health, victory, successful passage to a 

new state of being (adult, wife, mother, warrior, graduate), or to avert misfortune, defeat" 

1995a, p. 42). She (1992b) believed tiiat traditional societies (nomadic or more settled 

people) practice aut connected to rituals and ceremonies to articulate, express, and 

reinforce the group's deepest beliefs and concems. 

Dissanayake (1979) then asked how these traditional groups encouraged "people 

to engage in time-consuming and often arduous ceremonies" (p. 30).'^' She believed that 

the key is aesthetics. By incorporating aesthetic elements into ritual ceremonies, the 

'*'This finding by Dissanayake (1992a) regarding ritual as liminal supports my 
view of art as transformation. My belief is that through artmaking, a person experiences 
each level of consciousness to its maximum and enters a threshold or, in Dissanayake's 
view, the moment of tiansition between one state and another towards a higher level, 
until unity consciousness or fusion with the cosmos is reached. 

'̂ ' In this regard, Dissanayake (1995a) described the mbari ceremony practiced by 
the Qwerri, a southem Ibo group in Nigeria "who hold a lavish, expensive ritual 
ceremony" (p. 42). For this ceremony, she says. 

They use the labor of 30 to 40 people who are secluded in a special enclosure and 
supported by their families for a two-year period. They constmct a large two-
story edifice of mud that they decorate with colored clay designs applied (like a 
gigantic piece of cloisonne) between outlining strips of raffia. In addition, 
anywhere from 35 to over 100 large painted images are modeled of claylike 
anthill mud that, like that of the walls, has been collected at night, then specially 
pounded and puddled, (p. 42) 

She states, "when finally unveiled, the product (the mbari house and figures) 
become important as a magnificent emblem or material testimony to its makers' efforts 
and, being so splendidly extra-ordinary, it is ritually effective" (p. 42). 
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ceremonies became more pleasurable, physiologically and psychologically. In eariiest 

societies, art was indistinguishable from ritual. In Dissanayake's words. 

Kinesthetic pleasure of bodily movement, the rhythm of words and incantations, 
the manipulated tempo for the total ceremony in time, visual pleasure in colors 
and pattems of objects and costumes, aural pleasure in songs and instmmental 
music—these made the elements of rituals physically and emotionally satisfying 
and, at the same time, served the ends of social solidarity, periodically converting 
the obligatory into the desirable, (p. 31) 

In Dissanayake's (1979) view, enjoyment or pleasure helped to ensure that 

ceremonies were repeated. Another important element was memorization: "rhythm and 

euphony would assist in memorization and recitation of myth, group history and 

ceremonial sequence . . . essential in bringing cooperation in groups and societies and to 

transmit tiaditional information" (pp. 30-31). Dissanayake (1980) stated that as 

behaviors, 

ritual and art are similar in that both formalize and shape emotion: communicate 
in symbolic 'language'; and for expressive effect make use of out-of-context 
elements, of exaggeration, and of repetition . . . art is used by ritual as a means to 
the end of revealing . . . special, extraordinary reality, (p. 401; See also 1995a) 

In this sense, Dissanayake (1979) stated, "aesthetic behavior and the pleasurable 

effects it produced would have been initially non-utilitarian on their own, but highly 

utilitarian when they enhanced adaptively useful activities such as ritual"(p. 30).'^ 

Dissanayake found that even today, in various "simpler societies, art and ritual cannot be 

separated easily" (p, 30). 

Dissanayake (1979) believed that "rhythm, order in time, improvisation, variation, 

metaphor and sense of balance occurred and developed . . . basic behavioral, perceptual 

and physiological contexts before they were used to enhance ritual and eventually, were 

refined and elaborated for their own sake in art" (p. 31). She suggested, however, that 

generally, the initial interdependence and similarities between art and play weakened, and 

'^ Dissanayake (1979) believes tiiat, while not all rituals are pleasurable and 
comfortable, they could provide order, a sense of meaning or significance, and of 
attachment 
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that art and ritiial at some point became differentiated. Additionally, she is of the idea 

that "based on the past-artistic behavior in humans, Uke artistic behavior in the child, 

could be manifested and developed only after a certain stage of maturity was reached" (p. 

31). In this paper, I posit that art reveals itself at all levels of consciousness development 

with its own characteristics focused on material (matter), feelings (body), design and 

composition and intellectual inquiry (mind), and the attainment of unity consciousness 

(spiritual). 

According to Dissanayake (1979), when art appeared, "it would make use of 

capabilities that arose in earlier, non-artistic contexts, but by using them aesthetically, for 

their own sake, would begin to give them autonomy" (pp. 27,30), and a more clear 

differentiation between art and ritual eventually took place. She states, "art was not a 

variety of play or ritual, but like them it was concemed with a special order, realm, mood, 

state of being. In play, ritual, and art things were not ordinary—they are less real or more 

real than everyday reality" (1992a, p. 48). 

Dissanayake's (1992a) research is important to this study in that it stresses play, 

ritual, and art as universal phenomena, found in every human society. Dissanayake 

encounters important commonalities linking play and art—unpredictability, make-believe, 

imagination, metaphor and delight—and linking ritual and art—formality, stylization, 

symbolic elaboration, and entrancement and characteristics that differentiate play and art-

-the degree of seriousness—and characteristics that differentiate ritual and art—the degree 

of functionality. 

I analyze my artwork and data in Chapter V and consider these aspects of play, 

ritual, and art as intrinsic to creative processes. From my experience with art, artmaking 

becomes a personal ritual ceremony, sharing some features not unlike features of 

communal rites mentioned by Dissanayake (1979,1988, 1992a). I have experienced tiie 

following features: unpredictabifity, improvisation, make-believe, imagination, metaphor 

and delight, formality, visual display (movement, rhythm, decoration), stylization 

(repetition, pattem forming, variation, balance, emphasis, exaggeration, distortion), 

symbolic elaboration, formalization of emotions (meaning, order), out-of-context 
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elements and entiancement (spiritiial and transformative realms). Other features I have 

experienced are the reorganizing of ordinary elements (color, sounds, and words), to 

make them extiaordinary and to create unity and cohesion, and also implications for time 

and space such as noticing and dismantiing the sense of place and time. Dissanayake 

sees art as multi-layered, ambiguous. Art articulates, expresses, reinforces humans' 

deepest beUefs. In her view, ritual perpetuates knowledge of self and surroundings tiiat 

are essential for survival, such as memorization of myths. Additionally, art is aesthetic, 

pleasurable, and satisfying physiologically and psychologically. Further, Dissanayake 

befieved that art and ritual requires manipulative skills, conceptualization, 

inquisitiveness, and it promotes richness, diversity, and complexity. In this study, I 

embrace Dissanayake's views as describing many aspect of my own experience with art. 

I find similarity between her views of art and ritual and my own artmaking processes as 

well as the multi-layered characteristics of form and content in my work, which I explore 

in Chapter V of this study. Dissanayake's notion of the importance of art and ritual for 

life-sustaining purposes and transcendence is important to my study, in that I explore the 

transformative power of art at all levels of consciousness from lived experiences, I also 

embrace the view that art is communication of deep and surface stmctures with societal 

and cultural repercussions, functions and values. 

Art as a Human Behavior 

After noting the similarities and dissimilarities of play/art, ritual/art, Dissanayake 

(1988) attempted to understand art as a behavior and proposes to seek "the roots of 

artistic activity and response—both phylogenetic and ontogenetic in human prehistory" 

(pp, 25, 91; see also 1988), In 1980, she published Art as a Human Behavior: Toward an 

Ethological View of Art in which she defines ethology as the biology of behavior-a 

method concemed with "what living creatures do in their normal, everyday existence 

'^ Beautiful in Westem understanding of beauty based on design and composition 
and on elements and principles of art. 
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[and] tiie ways in which tiiey behave" (p, 397; see also 1982, 1988).'^ Ethologists try to 

discover in addition to a specific behavior. Why does a behavior exist? and What is the 

function of the behavior? The reason for and function of the behavior, Dissanayake 

(1988) stated, "is tiiat one particular behavioral pattem rather tiian another better enables 

animals who perform it to perpetuate their genes" and survive (p, 18), Regarding human 

nature, Dissanayake (1980) stated. 

Human ethologists propose that certain ubiquitous behavioral features or 
tendencies in [hu] man's life are an intrinsic, relatively unchangeable part of his 
[sic] nature and have arisen and been retained because they contribute positively 
to his [sic] evolutionary success, his [sic] survival as a species, (pp. 397-398; see 
also 1982, 1988)'^ 

Darwinism. The foundation of Dissanayake's (1988) ethological conceptual 

background and framework to the study of art as a human behavior are based on the 

precepts of Darwinian theory.'^ In her view, "Darwinian evolutionary theory claims that 

any stmctural or behavioral feature that is found universally in a species will most likely 

be found to have had selective value. This means broadly, that the feature has been 

'selected for' over generations because those who possessed it survived more 

successfully" (p. 146).'*^ According to Dissanayake's (1988) understanding, natural 

'^According to Dissanayake (1988), "ethology has provided a fresh perspective 
for those who seek naturalistic explanations of activities that have usually been presumed 
to be entirely culturally . . . derived. Undemeath . . . culturally leamed variations, human 
nature reveals certain regularities" (p. 9) for example the arts. 

'^ Dissanayake (1992a) noted that in Darwinian theory, the terms "'fitness' or 
'survival' refer to differential reproductive success" (p. 36). 

'^ While looking closely at her own research, Dissanayake (1988) also takes into 
account current knowledge from other fields such as, evolutionary biology, cultural 
anthropology, physical anthropology, cognitive psychology, developmental psychology. 
Western cultural history, and aesthetics, and acknowledges the contributions of these 
fields of knowledge. 

'^ Dissanayake (1999) stated, "Darwin . . . did not 'discover' evolution. His 
contribution was not to recognize the fact of evolution but to propose a mechanism by 
which it could operate. That mechanism is natural selection" (p. 26). 
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selection acts so that the fittest individuals are selected.'^ She stated, "it is recognized 

today that what is selected is tiie genotype (the genetic materials of an individual), 

altiiough the bearer of the genotype is an individual (or phenotype)" (p. 27). She added 

that, more precisely, tiie unchanging carriers of hereditary traits are genes (and particular 

combinations of genes) rather tiian the entire genotype, so tiiat some geneticists now refer 

to genes as being tiie units of selection" (p. 27). Further, Dissanayake added, "DNA is 

just as capable of influencing nerve cells as bone cells, and if we grant that behavior 

arises from the activity of nerve cells, it is as susceptible to genetic influence as skeletal 

stmchire or physiological systems" (p, 27),'®^ Dissanayake described that under this 

bioevolutionary approach. 

Every organism, including human beings, tends to behave in ways that 
historically . . . have maximized the representation of its genes in subsequent 
generations. Genes prescribe the capacity to develop a certain array of behavioral 
traits—in sum, 'human nature'—which were selectively advantageous in the 
environment in which the human species evolved, (p. 28) 

In this sense, Dissanayake (1988) stated, "the biobehavioral approach attempts to account 

biologically for the emotional-psychological need of people just as much as the physical-

physiological" (p. 31). She believed that "genes influence the forms and intensity of 

emotional response to persons and situations, which affects the readiness to leam 

'^ Dissanayake (1992a) wanted to emphasize that the theory of evolution by 
natural selection does not proclaim or endorse a moral law of survival of the fittest. She 
states. 

It describes a process by which, during countiess generations, traits (influenced by 
genes) that endow their possessors with greater survivorship in a particular 
environment persist, and other tiaits that contribute less well to survivorship 
decline; thus, gradually over time a species , , , adapts (changes) to better fit its 
environment,,, For the tme Darwinist, it is the inclusive survival of the fit that 
matters, not the exclusive survival of the fittest, (p. 20) 

'^ For Dissanayake (1988), this view does not mean that "genetic causes alone 
determine behavior... [or that] the development of a behavior is predictable, direct, and 
inevitable" (p, 28). She described that the environment, cultural and individual 
tendencies also contribute in defining behavior. 
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particular things or respond to certain stimuli rather than others" (p. 31), Aiken's (1998) 

study reinforced tiie notions of stimuli-response. 

In Dissanayake's (1992a) view, what is "gained by recognizing art to be a 

behavior is an understanding that it is important intrinsically , . , that a behavior of art had 

'selective' or 'survival' value [and that] U was a biological necessity" (p. 35), 

Dissanayake clarifies that "survival" characteristics become "adaptations" that 

characterize a species. Gradually a species characteristic is honed as a trait—because 

those individuals who possessed this behavior survived better than those who did not 

have the behavior (p. 35), 

The Origin of Art 

In Dissanayake's (1980) understanding, "the ethological view of art presumes that 

the history of art as a behavior predates by far what is today considered to be the history 

of a r t , , , at least to the pre-Paleolithic phase of hominid evolution" (p, 399; see also 

1982), She adds, "today it is recognized that the human species has had an evolutionary 

history of about four million years. Of the time span, 399/400ths, is disregarded when it 

is assumed that 'human history' , , , begins, as it does in our textbooks, about 10,000 

B,C," (1988, p, 5), Dissanayake (1982) states that because: 

Human evolutionary history (when their biological and psychological needs were 
being formed and refined) is so long, the artifacts that are called artistic exist for 
only the past 25,000 years or so, our view of art is limited if we look at it simply 
as a history of objects, as art historians do. (p. 147) 
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For tills reason, in her view, an ethological approach to the study of art is much broader 

and meaningful.'^ Dissanayake (1988) stated, "in our evolutionary past, when human 

nature was being formed (i.e., in the five million years that preceded the mere 10,000 

years of human civilization), art in conjunction with ceremonial ritual and other vital 

aspects of life had selective value to those in societies that practiced it" (9fn). 

Art as a Universal Proclivity 

As mentioned earlier, according to Dissanayake (1980), no human society has 

been discovered that does not display some example of "art" (p. 398; see also 1992b).''' 

Based on Dissanayake's (1980, 1982, 1992a) ethological view, which assumes tiiat any 

widely prevalent behavior has a function and is the way it is for a reason, she finds that 

art would not exist "universally if it did not possess positive selective value" [and was 

not] functionally adaptive" (1980, p. 399). 

In Dissanayake's (1982) view, what we call "art must be universally applicable to 

all men (not only 'artists') and societies past and present (not only modem Westem 

society), and must have plausible adaptive value . . . to be retained" (pp. 399; see also 

1982). Dissanayake later adds that art is fundamental and necessary to all human beings. 

In relation to objects, Dissanayake (1982) believed that it is not unlikely that there 

are "common, universally-affecting elements in the carefully-rendered objects and 

activities of [hu] mankind" (p. 146). She proposes to look at the objects as far as possible 

'^ See Dissanayake's (1988) documentation of the development of art starting 
with Australopithecus—3 million years ago; Homo habilis—2.5 to 2 million years B. P.; 
Homo erectus, the first hominid to make precise and specialized tools and to recognize 
specialness—5(X),000 to 200,000 B. P.; engraved bone artifacts by Lower Paleolithic 
people—100,000 B. P.; stylistic differences between hominid groups and burial sites—70, 
(XX) B. P; as well as elaborate percussion instmments made from the bones of mammoths 
by Cro-Magnons-20,000 B. P. (pp. 53-56). 

' ' ' Dissanayake (1980) clarified that many societies have no word for or concept 
of art, and that "until art is defined ethologicaUy, we have no recourse but to look at their 
activities and artifacts and identify what we in the West are accustomed to call works or 
kinds of art, e.g., carvings, paintings, decorated vessels, dancing, singing, theatre, and the 
like" (17fn). 
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from a trans-cultural or pan-cultural" or bioevolutionary perspective. Her goal is to 

device a "comprehensive view of art as a universal human endowment tiiat applies . . . to 

the artistic works of all men [sic]" (p. 146). Dissanayake asked, however, what is tiie 

common denominator underiying "singing, dancing, painting, miming, versifying, 

carving, decorating, adorning, and so forth?" (p. 147). Later in her exploration, she found 

that it is Making Special and wonders why make special: "What is the reason for the 

apparentiy universal human tendency to form and shape, to make things special, to 

decorate or beautify, to single out and take pains to present something . . . in a 'right' 

way?" (1988, p. 61). She believed that the answer is found in aesthetics. Dissanayake 

(1988) stated, "it is not always clear why attracting attention, conveying information, and 

the like should take the form of concem with aesthetic elements such as shape, 

proportion, design, and color arrangement" (p. 61). Still, she added, "the fact that people 

everywhere value the arts and take the trouble to express themselves aesthetically 

suggests . . . that it contributes to human evolutionary fitness . . . [and have] survival 

value" (p. 61). 

Making Special 

For Dissanayake (1982, 1992b) making special is a behavior or propensity, like 

our tendencies to socialize, to acquire and use language, to make and use tools, or to 

impose conceptual order. She added, "something special is different from the mundane, 

the everyday. It is extraordinary" (1980, p. 401). She stated, "making special 

encompasses embellishing, exaggerating, patteming, juxtaposing, shaping, and 

transforming" as well as "a positive factor of care and concem . . . that appeals to 

emotional, perceptual, and cognitive factors [or] to all aspects of our mental functioning" 

(1992a, p. 53). The aspects she mentions correspond to Wilber's body and mind levels of 

consciousness. Making special is more than making marks. Dissanayake (1988) stated 

that it is to "shape and embellish reality (or experience) so that it appears otherwise 

additionally or altematively rea l . . . [in] which the components, by their emphasis or 

combination or juxtaposition, acquire a meta-reality" (p. 92). 
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In Dissanayake's (1982) view, making special'^ is "intentionally and deliberately 

shaping, giving artistic expression to an idea, or embellishing an object to place tiie 

activity or artifact in a realm different from the ordinary" (p. 148). Art and making 

special is a contioUed behavior. In Dissanayake's (1992b) view, tiie result (product) of 

making special is generally aesthetic or artistic-aesthetic understood as appealing to our 

senses and intellect by means of embellishing, exaggeration, juxtaposition, shaping, 

tiransforming and through elements and principles of art such as design, composition, 

color, rhythm, balance, harmony, etc. Dissanayake's definition of art and making special 

as defiberate and intentional activity is how I see artmaking. Artmaking to me is not a 

casual, accidental endeavor. Making special is explored in Chapter V of this study as a 

spiritual path in which everyday reality is transformed into a heightened experience of 

unity consciousness in which cosmic fusion and renewal happens. 

Dissanayake (1992b) believed that the root proclivity or propensity to make 

special, to recognize specialness, and deliberately setting out to make special arose early 

in hominid evolution, around 250,(XX) years ago (p. 174, see also 1982). In 

Dissanayake's (1982) view, artistic behavior, like art and ritual and art and play, 

"manifested and developed only after a certain stage of maturity was reached" (p. 149). 

When used to make things special, these abilities could acquire independence for use in 

other contexts, and if desired, for play's or art's own sake. 

Dissanayake (1988) found that according to her ethological view, making special 

has a selective value, in her words, "the tendency to make special is an inherited 

predisposition, selected for which during the evolution of our species helped us to 

survive" (p. 126). For her, "art is a biological endowment—tendencies and potentials-

programmed in every single human being by evolutionary imperatives . . . it is a complex 

behavior composed of essential biological attributes and not sometiiing of unearthly 

origin displayed capriciously by individuals or cultures" (p. 126). 

'^ Dissanayake (1982) did not claim to define art as making special, recognizing 
or conferring specialness, but claims that art as a behavior is the "ability to recognize 
specialness. In her (1988) view, a behavior of art cannot be reduced to making special 
although all art can be shown to possess making special, as a common denominator. 
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For Dissanayake (1988), making special is a need. To view it in this way helps 

her understand certain present perceptions of art. For example, she states, "positing a 

human need or tendency to make tilings special allows us to explain why many people 

are able to live quUe contentedly without "good art" (p. 97), What is needed is not 

necessarily good art (or aesthetically admirable-museum quality-art) but "apprehension 

or personal fabrication of things made special" (p, 97). Nevertheless, she posits that an 

art object made special becomes good art in a qualitative sense; it depicts beauty, 

complexity, and skill, which are characteristics of art as defined as such by the members 

of a specific cultural group. Having said tiiis, Dissanayake (1992a) insisted tiiat "it is not 

art... but making special that has been evolutionary or socially and culturally 

important" (p. 56). In Chapter V, I analyze my art for these characteristics of art, I 

analyze making special as taking pains, and putting love and care into embeUishing, 

shaping, and depicting my own sense of beauty, complexity, through technical dexterity. 

I explore matter, feelings, emotions, intellectual inquiry, and spiritual insights and how 

these enactments are shared recognitions within my cultural context and background. 

Art for Life's Sake 

Because Dissanayake's ethological approach is unique (and perhaps an 

unprecedented), she deliberately chooses to focus predominantly on the evolutionary 

significance of art and not on the traditional ways of approaching the study of art. 

Nevertheless, she is highly knowledgeable of modemist aesthetics and of deconstmctive 

postmodernism.'^ Additionally, Dissanayake is highly critical of these perspectives, as 

she sees excesses in both worldviews. For example, when she states "art is a conceptual 

ragbag or casserole full of the most incompatible and confusing notions" (1992b, p. 169). 

In Art for Life's Sake (1992b), What is Art For? (1987) and Homo Aestheticus: Where Art 

Comes From and Why (1992a), she provided extensive accounts, in her words, "not of 

the practice of art but of the Western idea of art" (p. 169). In her view, the concept or 

'^ Although not of Reconstructive postmodernism. When referring to 
postmodemism, it is Deconstmction that she addresses. 
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idea of art as conceived and used in the West is two hundred years old and therefore it 

can be discarded; the making of art, however, has always been with us. She stated, "art is 

not confined to a small coterie of geniuses, visionaries, cranks, and chariatans-

indistinguishable from one another-but is instead a fundamental human species 

characteristic tiiat demands and deserves to be promoted and nourished" (1992b, p. 174). 

In this study, I agree witii Dissanayake's views about the excesses of art discourses and 

try to find a balance of different contradictory perspectives within Wilber's models. I 

testify to my own fife experience of artmaking as an example of the power of art and 

conceive of it as a fundamental human characteristic, necessary for my own survival as 

weU as for understanding what surrounds me. 

With the belief that art is a fundamental human characteristic, Dissanayake 

(1992b) suggests adopting a Species-Centered view of art that, as she stated, "may allow 

us to better appreciate the continuity of ourselves and our artmaking with nature" (p. 

174). She promotes as a new paradigm her theory of art as a natural behavior. I embrace 

this new paradigm as a profound contribution to the understanding of human nature and 

of our evolutionary development. Further, Dissanayake proposed using the term 

paleoanthropsychobiological as an adjective to suggest the idea that art encompasses all 

of human history, that art occurs in all human societies, and that art is a psychobiological 

or emotional need and with psychological or emotional effects (p. 169). Starting with the 

use of this adjective, it is possible to draft a new definition of art, which must include 

human history, human cultures, and human psychology. This new defimtion must 

portray art as an inherent universal (or biological) trait of the human species. 

Additionally, she proposes that the "human species be called aestheticus or artistic [along 

with] sapiens or wise" (p. 169). 

As a derivation of her research of modemist and postmodemist theories of art, 

Dissanayake (1992b) believed that while modernists have under their belt two centuries 

of assumptions about the nature of art (assumptions centered around aesthetics, 

disinterestedness, universality, and art for art's sake), postmodemism calls into question 

these assumptions. It repudiates "high" art or modemist view of art (originality. 
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uniqueness, ideality, autiiority, etc) and primarily tiie idea of universality in art (p, 173), 

In her view, postinodemists are arrogant in implying that they represent the end of all 

"isms," but she agrees that the movement proposes a radical change of consciousness,'^ 

For Dissanayake, however, postmodemist aesthetics is inadequate because of its 

excesses. She asked, "is absolute relativism an improvement over absolute authority?" 

(p. 173). And she states, "postinodemism abandons tiie cmmbling edifice of modemist 

authority for an equally uninhabitable and esoteric antistmcture of relativism, cynicism, 

and nihilism" (p. 173). In her view, one way to resolve the contradictions, confusions, 

and inadequacies of both modemist and postmodemist aesthetics, is by considering art in 

this paleoanthropsychobiological perspective—art as a universal need and propensity of 

the human species-and not as Art for A^rt's Sake, not Life for Art's Sake, but Art for 

Life's Sake or Species-Centered (p. 173). 

While I see no frame of reference in Dissanayake's writings that includes holistic 

approaches to understanding phenomena, I find it interesting that, not comfortable with 

Westem dualism (which implies one approach or another but not two approaches 

simultaneously), Dissanayake (1992b) suggested multiple approaches (none of which 

conflict with the others). The use of simultaneous approaches is tme of her adjective 

"paleoanthropsychobiological"'^^ proposed as a descriptive term for art, which would 

acknowledge human evolutionary history, human cultures, and human psychology. This 

approach establishes a unique relationship within Ken Wilber's framework of the 

Spectrum of Consciousness and his All-Level, All Quadrant models. Wilber's integral 

approach to understanding human nature involves human psychology (Upper Left 

Quadrant), human history (Lower Right Quadrant or social), and human cultures (Lower 

Left Quadrant), as well as human biology (Upper Right Quadrant). In my view, while 

'** Dissanayake does not discuss the existence of post-postmodemism of recent 
years, which contradicts claims that postmodemism is viewed as an end to "isms" by 
postmodemists. 

'̂ ^ I have not found the term paleoanthropsychobiological used after Art for Life's 
Sake (1992b), which may indicate that she dropped it or focused on the Species-Centered 
and Making Special. 
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Dissanayake expands on how tiie biological element of tiie definition of art might work, it 

is Wilber tiiat in actuality offers a stincture for mapping such concepts (human cultiire, 

human history, human psychology, and human biology) in an integral approach. For this 

reason, I believe tiiat Dissanayake's and Wilber's views together consolidate a greater 

whole in tiie understanding of human nature. My personal contribution by means of this 

study is to describe the function of art as transformation, as a vehicle for accessing all 

levels of consciousness, from matter towards spirit or unity consciousness. 

Dissanayake's conception that art is a natural, universal human behavior 

corresponds to my own beliefs about the nature of art. From my experience with art, 

Westem concepts of art are inadequate in describing its power and its importance to 

human life. Dissanayake's species-centered approach combines modemist and 

postmodemist precepts. It highlights the beliefs tiiat art is of supreme value and a source 

for heightened personal experience; that it belongs to everyone, and that it is potentiaUy 

all around us. The core of the concepts described by Dissanayake are art/play, art/ritual, 

making special, aesthetics, art as a behavior, and species-centered, all of which are 

relevant to this research. In this study, I document aspects of artmaking that involve: art 

and play (as a joyful, fun activity); art as ritual (through artmaking processes, i.e., 

drawing in a ritualized manner—line by line endlessly); and art as making special (by 

arduously shaping, embellishing, elaborating, and decorating, or by going beyond merely 

outfining or sketching). I also conceive of aesthetic as the properties valued in each 

culture. What is beautiful to me may not necessarily be beautiful to others. What is 

universal is the propensity to appreciate the aesthetic whatever this may imply according 

to specific cultures. Dissanayake provides the framework to consider art as a natural 

behavior, and throughout my life this is how I have experienced art, as an indispensable 

element to my life joumey. I agree with Dissanayake that art is species-centered and 

necessary for our survival as species and for human development at all levels of 

consciousness as understood by Wilber. 
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Nancy E. AUcen's Notion of Human Ethology 

Nancy E. Aiken's (1998) research addresses tiie nature of art. Her questions 

include: Why do people make art? What is so compelling about art? How does art evoke 

profound responses in its observers? How does art evoke emotion? Why does art 

persist? What purpose does art serve? These are similar to the questions of this study. 

WhUe Aiken, like Ellen Dissanayake, focuses on explaining art as a human behavior 

pervasive in human cultures across time and space, in this study I seek an integral 

approach based on Wilber's models to understanding the nature of art. Aiken as well as 

Dissanayake are concemed with the phenomena of the Upper Right Quadrant within 

WUber's model and therefore like other approaches addressed here contribute insight into 

what is art. 

The metiiod Aiken (1998) and Dissanayake follow is that of ethology. Ethology 

studies behaviors, reasons why certain behaviors have persisted in our species throughout 

time, and the purpose for such behaviors. For Aiken, this is a promising fresh approach 

to view art, conceiving it as molded by evolutionary forces and moving away from 

traditional aesthetic discourses. Aiken supports Dissanayake's findings that an 

"ethological view of art asks what role art has in increasing fitness" (i.e., how art has 

helped people survive and reproduce (p. 2). For Dissanayake art, is a universal inherited 

propensity of human nature for making special, objects and activities, in order to meet 

social purposes and needs. Aiken follows Dissanayake's methodological direction, in 

that for Aiken the primordial sources of aesthetic experience can be found in "reflexive 

general resf>onses to biologically significant stimuli" (Dissanayake cited in p. 3). Aiken 

looked at other authors who describe a connection between physiological responses and 

aesthetic responses and cited Darwinian Grant Allen (1877), M. S. Lindauer (1984) on 

physiognomy or the power of a stimulus to evoke meaning and feeling. Aiken believes 

that certain configurations, such as meaning and feeling, are the basis for what artists call 

expressiveness in art. The expressiveness is found in the artworks or objects, and 

observers react to the colors and forms, which reflect this expressiveness. For Aiken, 

expressiveness explains the universal interest in art and the universal appeal of some 
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works of art based on certain configurations tiiat evoke specific responses in human 

beings. If art is an inherent ability latent in all human beings, my belief is that tiiis 

framework provides the justification to advocate flie arts in all realms of life and 

education. In tiiis study, I embrace Dissanayake and Aiken's views to support an integral 

approach to understanding art and its power. 

Aiken (1998) highlighted that human beings seem to have a universally aesthetic 

sense or ability to appreciate the beautiful or what is considered pleasing. Though human 

beings display great variation in taste, she believes we all seem to respond to art. 

Therefore, for Aiken, approaches that devalue art and posit it as being without purpose 

are inadmissible from the ethological standpoint. For Aiken, this standpoint conceives of 

art as a behavior indicates that art has persisted since the dawn of our species and has 

utilitarian value and purpose. 

Aiken (1998) understands aesthetic response as a kind of emotional response, and 

emotional response as composed of physiological response, behavior, and cognition. 

Therefore, she argues for a biological origin of art, and through her studies, she 

demonstiates that human behavior is shaped, molded, or constrained by our biological 

makeup, but is not, however, set, predetermined, or automatic. Aiken studies release 

mechanisms and places emphasis on the defense reaction (which she identifies as 

reflexive in nature) to posit that emotion is part of the defense reaction. She believes that 

some of the same natural stimuli, which trigger defense reactions in human beings, are 

found in art and trigger emotional responses. These emotional responses we (the 

viewers) evaluate as aesthetic response. She concentiates in trying to find the various 

stimuli, which are used in art to trigger the emotional portion of the defense reaction in 

order to answer the big questions above. 

Aiken (1998) argued that an aesthetic response consists of many behaviors, 

including behaviors that are constitutive part of a reflexive response to specific stimuli. 

When a person responds aestheticaUy to a painting, a song, or a sunset, part of that 

response may, but does not necessarily, include a reflexive response, which is triggered 

by some configuration of line, shape, color, or sound in a painting, song, or sunset. For 
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Aiken, it is a biologically built-in response, common to the human species, tiiat accounts 

for the universal qualities of aesthetic appreciation. She stated, "it accounts for our 

appreciation of art from other times and cultures, because the releasing stimuli have not 

changed over many tiiousands, and possibly even millions, of years, and we have not yet 

evolved away from our reflexive ties to them" (p, 8), She added, "it also accounts for 

what may well be the ultimate purpose and origin of art: manipulation of the behavior in 

order to gain reproductive advantage" (p, 8), Amheim (1%7) also highlighted tiiat 

anthropological and psychiatric observations indicate that basic visual pattems, or kinds 

of pattems, appear with surprising uniformity in different cultures, different periods, 

different individuals, and that the migration thesis fails to explain these observations. In 

his view, the evidence suggests that similar visual conceptions emerge independently of 

one another and that it is no longer possible to discard as redundant a theory based on 

inherited perceptual matrices, 

Aiken (1998), fike Dissanayake, is aware of the many theories of art regarding 

aesthetics including definitions of art as imitation, form, and as expression, Aiken stated, 

"art is part of aU our lives, yet we are unable to articulate just what it is or what it does. 

We seldom question why we have it or make it, but we know we enjoy it because it 

stimulates us, makes us think, excites us, and entertains us" (p, 9), For her, "these are the 

common befiefs that philosophers have stmggled to analyze, define, and clarify since 

Plato" (p, 10), Aiken is not concemed with ideal beauty, however, but with what 

happens in terms of physiology and cognition when we respond to art. In this study, I am 

also interested in what happens to the individual as maker and viewer when understood 

within Wilber's integral approach, with his focus on the development of consciousness or 

psychology. 

For Aiken (1998), the art object specifies or dictates the feefing felt by the 

observer; be it sadness, happiness, anxiety, or disgust. Further she cited Peter Mew's 

view that "art evokes emotional response in the observer, but also shapes it" (in p. 12), 

She also described Vincent Tomas's belief that bits of nature (line, color, shape, and 

sound) that are present in works of art evoke emotion in the observer. Aiken's definition 
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of tiie art object addresses tiie trend "art is m the object" (p. 12). However, does tiie art 

object need a subject's innate abilities to be appreciated as art? Therefore, her definition 

of art includes the tiend "art is in the viewer" (p. 12). For Aiken, the observer possesses 

tiie universal qualities of humanness and responds to stimuli witii individual differences 

because of differences in cultural baggage and motivations. For Aiken, there is value 

(usually of aesthetic character) placed upon the work by the observer; this value is based 

on lines, shapes, colors, and sound and on feelings, associations, and ideas. Amheim 

(I%7), in agreement with Aiken, also sees that expression is found in the object of 

perception and not merely in tiie process of imagination. Aiken (1998) clarified that an 

aesthetic response is an emotional response but not that every emotional response is an 

aesthetic response. For her, "the quality is the same but the quantity of the response is 

different such as feelings of sadness, which might or not be intense depending on the 

viewer" (p. 18). Other aspects she has found that contribute to aesthetic responses are 

masterfulness, technique, unique approaches, new ideas and originality, 

Aiken (1998) noted that three of the four ways that aesthetic response is evoked 

are: personal memories; knowledge of cultural conventions; and knowledge of art history, 

etc. (associations, emotionally charged events or persons, masterfulness, and technique). 

The fourth way (a combination of line, shape, color, and sound), for her, is a universal 

way in which aesthetic response is evoked by stimulus-response packages built into the 

human animal. Certain combinations of line, shape, color, and sound reliably evoke 

specific responses. For Aiken these aesthetic elements constitute response pattems in 

preprogrammed packages, and for her, as Peter Mew suggests, aesthetic elements, shape 

the emotion felt, 

Aiken (1998) found that there are constiaints to aesthetic response. She mentions 

"the observer's preparation, motivation, individual sensitivities, and personal biases" (p. 

18). She befieves that the value of "good" or "bad" art depends on individually or 

culturally based expectation (p. 18). However, generally understood, good art involves 

(a) technically adequacy, (b) coherency, (c) cohesiveness, (d) originality and/or 

uniqueness, and (e) meaning. She posited that the criteria for good art may be fairly 
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constant across cultures when cultural conventions are stripped away. Her findings 

indicate that regardless of whether culture "advanced" or "primitive" culture in question, 

is the quality of aestiietic response is likely to be determined by similar basic values (p. 

23). 

Aiken (1998) contended that the basis for a response is innate if it is the only 

requirement necessary to respond appropriately (aesthetically) to a particular 

configuration for emotional response. She proposes that an innate response is what 

psychologists call an unconditioned reflex. An unconditioned reflex consists of a 

particular behavior, which occurs normally in response to a particular stimulus, and 

which is reUable and predictable. 

Aiken (1998) mentioned for example, that the notion of significant form (the 

particular response by the viewer to configurations of line, shape, and color) as outlined 

by Roger Fry, Vision and Design (1924), precedes Konrad Lorenz's and Niko 

Tinbergen's descriptions of releasers—intemal releasing mechanisms—as fixed action 

pattems. For Aiken, human behavior is constrained in general by biological adaptations 

but is not predetermined, automatic behavior. Instead, she believes that human behavior 

is plastic and flexible. 

Aiken (1983) found that the source for certain configurations of line, shape, color, 

and sound, which evoke emotional responses in observers of art is that each configuration 

is a stimulus, which triggers a neural mechanism in the observer; this mechanism in tum 

causes a particular behavior to be performed by the observer. She stated, "in the case of 

observers of art, the behavior consists of autonomic nervous system changes that are 

described by the observers as emotional or aesthetic responses" (p. 29). To demonstrate 

this, Aiken noted that research points to human behavior being constrained by our 

biological makeup. She stated, for example, "we cannot see ultraviolet fight because our 

photoreceptors do not capture ultraviolet wavelengths, not because we prefer not to see 

ultiaviolet light" (p, 29), She believes tiiat, similarly, what we hear and what we know 

are constiained by our biology, A basic constiaint, which she mentions is a releaser-

response package, which in the past was associated with fixed behavior, and which is 
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currently viewed as flexible or plastic. Nevertheless, Aiken believes that there is 

simultaneously a certain unity but also great variety in human behavior. 

Aiken (1998) identified in particular the response package of the defense reaction, 

which has the purpose of defense or self-protection: "Autonomic nervous system 

responses which we interpret as part of emotional response described as fear: 

apprehension, uneasiness, anxiety, fear, horror" (p, 29), Aiken asserts that the natural 

stimuli, which evoke the various intensities of fear, are used in art to evoke the same 

emotions; therefore, she focuses on those aspects that relate to fear, 

Aiken (1998) found that as members of the human species, we share universal 

traits, which determine, to varying extents, what we perceive, and the way we leam and 

think about the world and how we behave. She insistedthat we all share the same basic 

biological makeup as other members of the human species. She stated that humans share 

humanness, "Discovering what humanness or human nature is, is what philosophy, 

psychology, and biology are about" (p, 29), She cited ethologist Eibl-Eibesfeldt's point 

that we have a "stiong reluctance to accept the fact that man [sic] is far from being bom 

as a blank slate. This reluctance is based on the erroneous assumption that anything 

innate to man [sic] must then be accepted as some kind of inevitable fate" (cited in p. 29), 

This does not imply that we are automatons, but that we operate under the influence of 

the parameters of our biological systems. In my view, acknowledging a biological 

element in understanding the question of what is art does not take away but contiibutes to 

an integral approach, 

Aiken (1998), like Amheim (1%7), befieved that "what we know is based upon 

what we perceive, and what we perceive is determined by the capabilities of our visual, 

auditory, tactile, and other sensory systems" (p, 29),'^ She stated. 

What human beings do with their perceptual information is often called cognition. 
Cognition is a product of the nervous system. Sensory receptors send messages 
regarding visual, tactile, auditory, otfactory, and other information in the form of 

'^ For Rudolf Amheim (1%7), the study of perception appUes to the effects of 
shape, color, movement, and expression in the visual arts (p, 2), Further, for him, there is 
stmctural kinship between specific expressive effects and specific patterns of rhythm, 
pitch, harmony, timbre, or volume, 
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a neural signal to special processing areas such as tiie lateral geniculate nucleus of 
the thalamus for visual input. After the thalamus processes visual information, it 
sends multiple parallel signals to tfie visual processing area of cortex , . . In tiiis 
way, light wavelengths captured by photoreceptors in the retina are converted into 
pieces of electrical and chemical information by nerve ceUs and transmitted 
through the brain's processing centers so that we can say, "I see tiie Mona Lisa!" 
Other central nervous system processing areas, such as the hypotiialamus and 
amygdala, receive inputs from many sensory-specific areas, process them, and 
send the processed information on to other areas of the nervous system. (See 
Aiken, 1998, p. 29 for Ulustrative figure.) 

Aiken (1998) stated that human behaviors are shaped by biological parameters. 

These parameters constrain what we perceive and thereby shape our cognition or what we 

know. She mentioned Keil's research about constrained knowledge (understood as a 

limitation on the "class of logically possible knowledge stmctures that can normally be 

used in a cognitive domain," p, 29), and she highlights four areas of constrained 

knowledge: (a) ontological knowledge (the individual's conception of basic categories of 

existence), (b) concepts (i.e., counting), (c) natural deduction (she mentions D. N. 

Osherson's findings that children use the same mental derivations or logic to evaluate 

arguments as do adults), and (d) language acquisition. In Aiken's view, constrained 

behaviors such as walking, talking, or enjoying art appear without much conscious 

thought, and are present in every normal member of the species regardless of culture or 

personal experience. For her, behaviors that are less constrained (e. g., the ability to write 

paragraphs, tap dance, or recite from Shakespeare) require conscious thought, do not 

appear except under tutelage, and are variable in their manifestation. Aiken stated that, 

for example, a visual system (such as colors blend,'^ visual perception of figure-ground 

and correct spatial relationships of objects) depends on visual capacities, rather than on 

some higher order cognitive processing. 

For Aiken (1998), our biological mechanisms, to some extent not only determine 

what but also how we see and hear. She also believes that specific sights and sounds may 

'^ Aiken (1998) mentioned the case of George Seurat's pointillist technique in 
which primary colors are placed besides each other and when viewed from a distance, 
appear to depict trees, seashore, children mnning, etc. 
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have survival meaning functioning as alarm caUs. In terms of social interaction, during 

which biological constiaints also create releaser-response packages, she mentions a shidy 

by Stemglanz indicating that there are different cues (infant crying, infantile facial 

features, and yawns) as initiators of a predictable response in anther person, which is 

valuable for the care necessary to the survival of human infants. For Aiken, the 

environment also has an impact on stimuli. She insisted tiiat psychologists have begun to 

view emotion as a behavior affected by the same factors, which affect the releaser-

response package. Therefore, she entertains the possibility that releasing stimuli in a 

reflexive manner may trigger some emotional responses. Aiken differentiated among 

leamed behaviors, unleamed behaviors, and a combination of the two types of behavior. 

Leamed behaviors need biological parameters, and unleamed behaviors need social 

interaction. 

Aiken (1998) stated that research indicates that some emotional behaviors such as 

(a) emotional response, (b) emotional expression, and the (c) stimuli evocative of 

emotional response, fit close to the extreme end of the unleamed side of the scale. An 

emotional response indicates that evaluations of different emotions (i.e., happiness, 

surprise, fear, anger, disgust, and sadness) are consistent regardless of culture. An 

experiment by Wallbott and Scherer, Paul Ekman, Levenson, and Friesen about response 

to facial expressions is described by Aiken (1998). This experiment found possibly, 

emotions such as anger, fear, sadness, disgust surprise, and happiness were qualitatively 

different and that these differences were quantifiable: the heart rate was faster for anger, 

fear, and sadness and disgust, and temperature was different for anger than for other 

emotions tested. Because emotional behavior appears to be widespread, Aiken views 

them as highly constrained. 

According to Aiken (1998), Paul Ekman's cross-cultural work on facial 

expression associated with emotional response suggests that at least six emotions 

(happiness, surprise, fear, anger, disgust, and sadness) and their associated facial 

expressions are both, widespread within the species or universal and stereotypical in 

manifestation. Following this line of studies, Aiken found that specific configurations of 
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line, shape, color, and sound elicit emotional responses to art and may have emotional 

meanings universally understood by members of the species. Amheim (I%7) posited 

that the phenomenon of perception (the ability to apprehend line, shape, color, etc.) is 

unleamed. Aiken befieved tiiat tiie biological mechanism tiiat makes tiiis relationship 

possible is the releaser-response package. "It is an instance of reflexive behavior, highly 

constrained and positioned at the far end of the unleamed side of the behavior scale" (p. 

44) (see Figure 2.2). 

Unleamed (Constrained Behavior) Leamed (Not Constrained Behavior) 
< — > ^ 

Figure 2.2. Behavior Scale 

Therefore, Aiken (1998) argued that human behavior is shaped by biological 

constraints and that a particular kind of biological constraint, the releaser-response 

packages provides for the origin of art. In making and viewing art, people use releaser-

response packages, which evoke emotional responses. Aiken believed that it is 

specifically the defense response that is used in art. Her thesis is an expansion of the 

findings of ethologists Lorenz and Tinbergen about a "basic unit of behavior as fixed 

action pattem (FAP) which is mn by a nervous system mechanism called an innate 

releasing mechanism (IRM) [and] elicited by an environmental stimulus called a releaser 

or sign stimulus known as IRM-FAP" (p. 50). Lorenz and Tinbergen found that the FAP 

was distinguished by its ability, once triggered, to mn without further sensory 

stimulation. (See p. 50 for a detailed description of this mechanism contained within the 

nervous system.) Aiken noted that Lorenz and Tinbergen speculated that the basic unit of 

behavior was a fixed action pattem. However, Aiken postulated that IRM-FAP is a fact 

of behavior, but it is not the fixed unchangeable unit that it once was thought to be; 
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instead, it is plastic in modulation and subject to changes. In addition, tiie releaser-

response package is not fixed but multidimensional and complex. She mentioned that its 

tiu-ee basic components- (a) stimulus situation including releasers or triggering stimuli, 

(b) reflex mechanism, and (c) behavior activated-need not be linearly related and tiiat 

many releasers may be needed to tiigger neural mechanisms, which activate behaviors 

associated with each other. 

Aiken (1998) befieved tiiat when tiie intensity of a stimulus sittiation is lower, 

some behaviors may be of less intensity tiian other behaviors when they are viewed 

within an array of behaviors. For example, a weak stimulus situation may elicit only 

autonomic nervous system responses and not elicit overt behaviors such as mnning away 

or screanung. She believes that autononuc nervous system responses may be so slight 

that they are not noticed or barely noticed by the subject. These responses are used in art 

to trigger emotions. On the other hand, a strong stimulus situation, which evokes actual 

flight, will also evoke more intense autonomic nervous system responses. The heart will 

pound and/or hair will stand on end. The intensity of the stimulus situation depends on 

the quality (loudness, size, etc) and quantity of the stimulus and on the intemal and 

extemal environment of the subject. 

After positing the importance of releaser-response package as part of human 

behavior, Aiken (1998) explored defense reactions, which in her view, shape our 

emotions and are found in art (i,e,, behaviors associated with defense: flight and freeze 

manifested physiologically as dilated pupils, piloerection, increased or decreased heart 

rate, increased blood pressure, and shallow rapid breathing). In my view, this notion of 

defense reaction is Aiken's major contribution and is valuable for this study, 

Aiken (1998) noted criteria that must be met for threat stimuli in art to evoke an 

emotional response: "first, the response must not be so intense that the observer of art 

actually jumps up and mns away" (p. 87). She believed that observers of art experience a 

visceral alerting response to threat stimuli used in art. For her, there is an association 

between cardiovascular changes and emotions, which link threat stimuli used in art and 

some emotions evoked by art. 
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Aiken (1998) tiierefore argued that the defense reaction is a complex releaser-

response package, reflexive in nature, and does not constitute conscious decision-making. 

Aiken posited that if some art startles, causes tingles down the spine, makes palms sweat, 

hastens tiie heartbeat, or creates anxiousness, then this art is evoking responses associated 

with tiie emotion fear. Some of these responses may be conditioned reflexes based on 

personal or cultiiral associations; others may be what she calls "flex action" to particular 

tiu-eat stimuli. For example, Aiken mentioned eyespots as triggers of fear in many 

species, including the human species. Eyespots are used in art; best exemplUied in 

portraits and masks to trigger an emotion on the fear continuum. She describes that 

according to Eibl-Eibesfeldt and Sutteriin, "the staring face is used to ward off evil 

because it is aggressive and evokes arousal" (p. 112). A fact, to which my work testifies 

is that almost invariably, the eyes in my portraits are fixed and staring at the viewer. 

Aiken (1998) mentioned as an example works by Pablo Picasso notable for the 

emotional meaning conveyed by the eyes (i.e., Les Demoiselles d' Avignon of 1907), 

works influenced by African masks, which Picasso described by observing the masks as 

"magic things . , , threatening spirits" (p. J13). Aiken cited Picasso: "I understood why I 

was a painter . . . Les Demoiselles d' Avignon must have come to me that very day" 

(Picasso cited in p. 113). Aiken stated that visual art is replete with examples of eyespots 

from all times. Other releasers that may elicit emotional response are line, shape, color, 

or sound. 

Aiken (1998) cited Lindauer's findings about feelings in response to line, shape, 

color, or sound, as "physiognomy": a property of the stimulus that initiates our response 

to art, a response, which is not leamed. The feelings that arise in the observer "arise 

spontaneously and directly and are felt to be in the work itself." Therefore, Aiken 

highlights that the releasers are present in the artwork and provoke emotions. She adds, 

"people will match a specific feeling value to the physiognomic stimuli/releaser more 

often than could happen by chance, and that feeling values are matched to 

nonphysiognomic/nonreleasers on a random basis" (p. 113). Aiken mentioned 

Lundholm's research about angles and curves releasers of specific emotional responses. 
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He describes that sharp angles are perceived as unpleasant and as causing pain and that 

small angles carry cmel connotations in contrast to curves, tiiat for him, denote grace, 

beauty, and serenity. In agreement with Lundholm, Aiken stated that fear is connected to 

sharp angles, and that feelings of security are connected to curves. 

Aiken (1998) mentioned a follow-up by Poffenberger and Barrows to Lundholm's 

study. WhUe observing various lines, subjects of the study describe thirteen classes of 

feelings: sad, quiet lazy, merry, agitating, furious, dead, playful, weak, gentie, harsh, 

serious, and powerful. The results of the study coincide witii Lundholm's findings in that 

sad, quiet, and lazy are represented by big curves, merry and playful are represented by 

small and medium curves, and harsh is represented by small and medium angles. The 

key finding for Aiken is that there is agreement in the two studies conceming the 

difference between angles and curves in terms of feefing value. 

Similariy, Aiken (1998) noted Johanna Uher's study, which tested adults for the 

affective value of zigzag or angular lines and curved lines. Uher used twenty-four pairs 

of adjectives (i.e., hard-soft, tense-relaxed, restless-tranquil, hostUe-friendly, and harsh-

gentie), and asked the subjects to match zigzag lines and curved lines to them. According 

to Aiken, Uher's results harmonize with the discoveries of Poffenberger and Barrows. 

Based on these and other findings, Aiken (1998) supported the notion that there is 

a difference in the affective value of sharp angles and curves. Straight lines express 

rigidity and stiffness while curves express some sort of growth or motion. She found that 

vertical lines show stability, stiength, and vigor. She clarified that the emotional value 

placed on lines may be the result of association or have deeper reasons, but in fact the 

emotions are a response to the lines themselves, without regard to what the lines may be 

used to represent. Therefore, for Aiken, lines are a valuable means to artistic expression. 

Aiken (1998) stated that given the understanding that the feefing value of lines is 

used to express emotion in art, it is possible to "distill some paintings to their linear 

qualities and judge them accordingly to the quality of the line and the emotion felt when 

observing them" (p. 117). She found that Rudolf Amheim has begun research of this 

kind when tiacing the lines in a Cezanne still life and a Picasso still life to make a 
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comparison. Aiken stated that Amheim describes Cezanne as using the terms: order, 

symmetry, roundness, and softness; Amheim compared "this image of prosperous peace 

with the catastrophic turmoil in Picasso's work where the contours tend to be hard, 

sharper, lifeless" (cited in p. 117). Other paintings by Cezanne and Picasso yield the 

same results; for example, tiie emotional effect evoked by the Picasso Les Demoiselles 

d'Avignon is of anxiousness or uneasiness: the figures appear threatening, and their threat 

seems to lie in the manner of their depiction, which according to Aiken indicates an 

emotional response on the fear continuum. Further, Aiken cited Munro as stating about 

Vincent Van Gogh's mature paintings: "they glare, blaze, and clash with barbaric 

exuberance"; and about El Greco's work: "everything is made to writhe and zigzag in 

nervous agitation" (p. 117). For Aiken, Munro's use of the words agitation, vigorous, 

stimulating, and barbaric exuberance coincides with some of the adjectives found in 

Lundholm and Poffenberger's study. Kenneth Clark made similar comments regarding 

Goya's Caprichos, describing the plates as a series of archetypal nightmares (cited in p. 

117). Aiken highlighted the pointed quality of the shapes in those works created by 

Goya. Clark describes Goya's The Third of May or The Shooting as "grim, fierce . . . 

irregularity" (cited in p. 117). Clark states, "There is no grace of fine or decorative 

pattem: only the contrast of one group killing and one being killed. The rhythm is jerky, 

stiff, staccato, of broad blunt limbs in v-shaped angles" (cited in p. 117). Aiken stated 

that Clark and Munro use of the words, terror, fierce, and angles, indicate connections 

between linear quality and the emotions or feelings aroused. 

Aiken (1998) insisted that the emotions evoked by art are real emotions-that the 

emotions are evoked by releasers and by associations, found in the art itself and that the 

phenomenon is context dependent. Further, for her, much of emotional response is pre

conscious so that we are not able to easily figure out what is happening or why we are 

reacting to art the way we do. For Aiken, art evokes real physiological events as part of 

the defense response such as a tingle down the spine or gooseflesh caused by the 

pilomotor reflex. Aiken notes that in present day, there are machines to measure 
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physiological reactions such as monitors for heart rate, blood pressure, electrodermal skin 

resistance, etc, 

Anotiier aspect tiiat Aiken (1998) highlighted is color-the color red is also a 

threat stimuli or natural releaser of emotional response on the fear continuum used in art. 

In many cultures red is associated with blood and life. Generally, red has a special 

significance cross-culture. She stated. 

It is procurable, it is the primary color with the longest wavelength perceptible to 
our retinas, and it is the color of blood. Red has and has had, a powerful effect on 
us; it could be a primitive cue detected by special neurons in the thalamus which 
alert our bodies to prepare for, if not danger, something special, (p. 134) 

Aiken (1998) refered to the Lundholm study cited above conceming the color red 

and the affective value placed on it: "cmel, furious, like fire, like anger, implies great 

intensity and energy (great excitement) implying great intensity and energy" (p. 134). 

For Aiken, being excited can be associated with fear and anger; happy is a synonym for 

joyful. Red seems to have an affective value similar to that of high pitches and could 

evoke responses consistent with a threat stimulus. Blue is associated with calming. 

Aiken mentions a study involving children from various countries (Japan, North 

American Indian, Mexico, etc.) in which children preferred red over blue, green, yellow, 

and gray. Adults were asked to rank the same colors for pleasantness, and they preferred 

blue. Red is responded to as stimulating, blue as calming; therefore, for Aiken, colors 

share the same kind of affective relationships with emotions as do zigzags or pointed 

lines and curved lines. 

Another aspect that Aiken (1998) highlighted is from studies supporting the 

universality of circles curves in children's art and in "primitive" adult's (p. 135). She 

also mentioned Kate Gordon's (1909) study about rhythm as derived from bodUy 

functions such as heartbeat, walking, and breathing, which for Aiken have affective 

meaning. Aiken noted that the fist of stimufi (lines, color, shapes, and sound) which are 

used in art to evoke emotion, is by no means comprehensive. She believes that there are 

additional natural releasers of emotional response used in art and that more study could 

be done-for example, on monumentality (i.e.. Sears Tower, Egyptian pyramids, Easter 
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Island faces, Sistine ceiling, which inspire awe) and on the effect of volume (such as is 

found in popular music). She believes tiiat artists use different types of stimuli, and tiiat 

we respond to tiiem witiiout thinking because the mechanisms for our responses are 

inherited in our biology. 

In agreement witii Aiken's views, Amheim (I%7) posited as natiiral our ability to 

"fumish visible objects witii such properties as, unity, harmony, balance, fittingness, or 

relevance during creative processes" (p. 8). In terms of perception, he noted that 

properties inherent in the perceptual pattems themselves "impinge upon us and largely 

account for our reactions" and related to fulfillment of biological needs: for example, 

clarity and simplicity relate to the need for orientation; balance and unity relate to the 

need for tranquility and good functioning; variety and tension relate to the need for 

stimulation (p. 103). For him, tiiese needs are better satisfied by some pattems than by 

others. He believed it is Gestalt theory that explains why we can judge spatial relations 

without measuring the fikeness or places involved. He stated, "it is intuitive judgement 

based on the inspection of a pattem as a whole," judgement rooted in a deeply seated 

attitude (p. 104). 

Similarly, Amheim (1%7) highlighted our ability for abstraction, which he sees 

as taking place at the perceptual or sensory levels. He mentions three creative tendencies 

inherent in a work of art: (a) simplification, (b) balanced, regular, symmetrical pattems, 

and (c) enriched stmcture. Amheim remarked that to perceive generalities does not affect 

the contemplation of particulars, "nor do we need to abandon the realm of concreteness in 

order to grasp abstractions" (p. 219). For him, the particulars and the universals are 

simultaneously and immediately present. He lists concepts such as large, small, high and 

low, active and passive, near and far, enclosing and enclosed as sensory properties which 

are immediately perceived. Further, Amheim believed that "the work of art makes the 

world visible [and that] no human quest for wisdom can go farther" (p. 149). 

Aiken's (1998) inquiry into the nature of art addresses the question of the origin 

of art. Following ethological methodology, she finds answers in human biology, 

specifically, in the releaser-response package, which includes the defense response 
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mechanism. She identifies tiiese as highly constrained behavior or unleamed behavior. 

As a result of her stiidies, Aiken posits that art is a natural human propensity. I believe 

tiiat alongside Dissanyake's findings, Aiken's perspectives address very successfully 

Wilber's (1995a) Upper-Right Quadrant. In my view, Aiken's theory provides another 

fundamental element for an integral approach to the study of the nature art. 

Research Methods: Anthropology and Ethnography 

Introduction 

In this section of the theoretical frame, I include characteristics of ethnography 

and research methods, criticism and responses to criticism towards subjectivity, 

reflexivity, autobiography, and rhetoric in ethnography and anthropological research 

writings. The purpose of this review is to account for the theoretical underpinnings of the 

different methodologies used throughout this study, which are described extensively in 

Chapter IV. 

Characteristics of Ethnography, Research Methods, and Criticism 

Martyn Hammersley (1990) outlines characteristics of ethnography research. He 

also makes observations regardina; methodological debates and criticism about 

ethnography. In his view, the term ethnography is not clearly defined, and the meaning 

of the term overlaps with that of qualitative method, interpretative research, case study, 

participant observation, life history method, and other methods. In this study I use 

aspects of these overlapping methods. For example, this is an interpretatiye research 

study using phenomenology and hermeneutics, which provide insight into the content and 

meaning of the symbols of my work. It is a self-case study regarding my own artmaking 

processes. I follow the methodology of participant observation within data collecting 

strategies (joumal keeping and tape recordings of the creative process). I document the 

artwork In progress through photography to depict the development of imagery and 

symbols. This study has aspects of life history, since in Chapter III, I include an 
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autobiographical account of art creative processes during certain periods of my life, 

highlighting art's power. 

Hammersley (1990) described what is generally accepted under tiie classification 

of ethnographic methods as follows: 

People's behavior is studied in everyday contexts, rather than under experimental 
conditions created by the researcher; data are gathered from a range of sources 
and its approach is 'unstiiictured' and not predetermined; tiie focus is usually a 
single setting or group, relatively small scale. In life history research the focus 
may even be a single individual. The analysis of the data involves interpretation 
of the meaning and functions of human actions and mainly takes the form of 
verbal descriptions and explanations. As a set of methods, ethnography is not far 
removed from the sort of approach that we all use in everyday life to make sense 
of our surroundings, (p. 2) 

In this study, art creative processes are studied and documented in ordinary, 

everyday contexts. Data collection is unstmctured and not predetermined. The focus is a 

single setting and relates to my own art and artmaking processes. The analysis is 

interpretative and refers to the question of what is art as transformation as experienced 

throughout my life. See Chapter IV for a detailed description of the methodology used. 

Jones (1992) embraced ethnographic research and qualitative methods such as in-

depth observation, interviewing and recommends that attention be placed on objects and 

peoples daily activities. For the purpose of this study, I use qualitative methods of in-

depth observation. I document closely through tape recording and joumal keeping, and 

photography daily art activities and products. 

Hammersley (1990) mentioned that the early criticism—that ethnography lacked 

precision because of the absence of quantification—is no longer substantiated, since 

precision is not desirable. Further he added that ethnographic studies like other types of 

studies are subjective, in that the data coUected depends on the researcher and reflects 

his/her personal preferences and decisions. Nevertheless, he mentioned that in 

ethnographical studies there is the technique of triangulation for comparison of data from 

different sources (see also McMillan and Schumacher, 1993, for an extensive discussion 

on this method of triangulation). Helen Callaway (1992) cited Judith Qkely's 
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ethnographic writing: "I deliberately confront the notion of objectivity in research by 

starting with tiie subjective, working form the self outwards" (p. 43). For Callaway, 

some feminist anthropologists have already registered a shift by adopting a dialogical 

methodology, which "rejects the division between subject and object, places the self 

within the field of investigation, evaluates positionafity and power relations, and creates 

an intersubjective matrix for knowledge" (p. 45). My study is subjective in nature, 

although I use rigorous research methodology to support its validity. Callaway believed 

that feminist anthropologists are departing from classic ethnography and are inventing a 

new language moving away from binary oppositions (i.e., rationality/irrationality, and 

analytic/intuitive).'^ The subject/object dichotomy has been addressed earlier in this 

literature review chapter, which I propose may be dismantied through artmaking practices 

at the level of unity consciousness. 

Hammersley (1990) stated that ethnographic studies are based on small samples 

and that the findings are not generalizable, but that the findings are sound because of the 

depth of the study (as opposed to the breadth of other methods such as survey methods). 

She believes that ethnographic studies are seeking not generalizations but theoretical 

inferences, and that although these studies have focused on natural settings and small 

samples, they have the advantage of depicting pattems and relationships among 

phenomena beyond experiments or surveys. Hammersley also believes that the criticism 

regarding ethnography as not being replicable no longer holds and that replication is no 

longer a standard of validity for any science. The characteristics that I address here, that 

make this a qualitative study, are subjectivity—data collected within my experience and 

within my background based on my studies, and my belief system about art and life. The 

sample in this study is small and involves one person (myself). It is, however, an in-

'^ CaUaway (1992) cited as examples: Bowen, Return to Laughter (1954); 
Briggs, Never in Anger (1970); Suskind, To Hunt in the Favret-Saada, Deadly Words: 
Witchcraft in the Bocage (1980); Schrijvers, Mothers for Life (1985) and Abu-Lughod, 
Veiled Sentiments (1986) as examples and mentions texts by "untrained wives" 
accompanying male anthropologists in fieldwork such as Femea, Quests of the Sheik 
(1%5), and Wolf The House ofLim (1%8) (p. 31). 
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depth documentation and analysis of the form and content of my work depicting pattems 

and relationships. This study is not generalizable but I offer it as an example for other 

artists to follow for a grounded theory on the nature of art from insider's perspectives. 

Hammersley (1990) found that since 1960s and 1970s quafitative studies have 

been widely accepted methods mainly due to the growing doubts about the nature of 

scientific methodology symbolized by the impact of Thomas Kuhn's book The Structure 

of Scientific Revolutions, first pubfished in 1%2 (Kuhn, 1970). (See pp. 10-11 for a 

comprehensive discussion on Kuhn's theory.)'^ Hammersley records that a pessimistic 

view of sciences is furthered by its "horrifying capability to produce weapons that main 

and kill and industries that destroy the environment" (p. 11). He highlighted that Jurgen 

Habermas has noted that the cognitive interest motivating natural sciences is that of 

instmmental contiol—legitimate in the physical phenomena and inappropriate for the 

study of human behavior. Similarly, Wilber (1983a) has stressed that it is most 

appropriate to address meaning through interpretative research. In the case of this study, 

I use hermeneutics to interpret the content and symbols of my work. The limitation 

described by Habermas, however, is that "interpretative research fails to address the 

needs to emancipate people from ideology" (p. 13). In other words, interpretative 

methods document how things are, and do not contribute ideas of how they may change 

'^ Hammersley's (1990) cited Kuhn's postulates as foUows: 
Kuhn argued against views of the history of natural science that portrayed it as a 
process of cumulative development based on rational investigation and scientific 
evidence positing that instead, many of the developments of scientific knowledge 
were shaped by theoretical assumptions and not on empirical research, (p. II) 

Hammersley (1990) believed that rather than displaying the gradual build-up of 
assumptions underlying a paradigm instead is challenged and replaced. Pradigms are 
incommensurable. Paradigm shifts occur more through representatives of the old 
paradigm retiring or dying and being replaced by representatives of the new paradigm, 
than through rational persuasion. She posited that it is "questionable whether science 
provides tme knowledge or is simply a record of successful predictions of experience" (p. 
11). Therefore, for her, natural sciences are no longer applicable to the social sciences. 
In this study I posit that the natural sciences (mainly biology) are partially tme and 
contribute aspects to an integral view of art-integral as understood by Wilber in his All 
Level, All Quadrant Model. 
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for the better. In this study I use phenomenology and hermeneutics for interpretations 

based on the contributions of many researchers and on my own experience with art. 

However, I make suggestions as to how things may change towards the understanding of 

the nature of art as transformation, for the betterment of society. 

Naturalism and Discovery. In Hammersley's (1990) view, ethnography is 

committed to "naturalism" and "discovery." She stated: 

Naturalism is a result of being close to the phenomenon described, or by first
hand contact with it. Research takes place in 'natural' settings that exist 
independentiy of the research process. The processes are explained in terms of 
their relationship to the context in which the event occurs. Discovery is a 
conception of the research process as inductive or discovery-based, rather than as 
being limited to the testing of explicit hypotheses, (p. 7) 

Hammersley (1990) stated that the researcher begins with minimal assumptions to 

aUow for discovery; the focus of the research is narrowed and sharpened and open to 

modifications as the research progresses. In this study, I embrace naturalism and 

discovery by producing an insider's view, as close as possible, to the phenomenon of art 

creation and the research takes place in the natural setting or place of creation (my home 

and art work space). The processes are described in relationship to the context in which 

the work is produced. This art creation involves discovery based on inductive 

methodologies, including this literature review chapter. There are no preconceived 

assumptions, and changes are acknowledged throughout the research. 

Rhetoric and Ethnography. Hammersley (1990) has found the criticism is that 

ethnographers use rhetorical devices analogous to those employed by writers and realist 

novelists by including narrative and descriptive accounts regarding the setting, 

experience, using "superfluous" details for realism as novelists would do (p. 14). For 

Hammersley, however, it is precisely this ability to provide an analytic, "thick" or 

theoretical description of an event, group of people, or setting that remains close to the 

concrete reality of a particular event but that also reveal general features of the life of an 

event. In other words, these analytic descriptions combine description, explanation, and 

theory, and on occasion, evaluative prescriptive elements as well. The documentation 
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process in this study involves a thick description of creative processes incorporating 

theoretical frameworks. 

Hammersley (1990) further highlighted in addition to the naturalistic and 

legitimatory forms of writing ethnography, a confessional mode has become common. 

The confessional mode establishes through description tiiat the ethnographer was "there;" 

in it, the "inside story" of the researcher is told (Geertz, 1988, cited in p. 21). My study is 

an artist researcher's insider's views. The tape recordings are in a confessional mode 

while the joumals are more rational and fact oriented. Hammersley mentioned tiiat John 

Johnson (1975) discussed the importance that researchers give to the personal/particular 

side of research. Johnson believed that such ethnographies/biographies offer information 

about the research process that may not be available elsewhere, and which may be very 

important for any assessment of the findings of the research (Johnson cited in p. 21). In 

Helen Collaway's (1992) view, women wrote based on personal experience to show the 

process of understanding, "recording their own puzzlement sometimes despair, and 

relating moments of discovery and revelation" (p. 31). She believed that gender 

differences can be traced not to innate female characteristics, but to leamed ways of 

relating and listening to others, leamed modes of representing "reality" in experimental 

forms rather than abstractions (p. 31). Therefore, for her, women's ethnographic work is 

personal, subjective, and experimental. The core of this study is to show the personal and 

theoretical aspects of artmaking process for an integral understanding of the nature of art. 

Nevertheless, Hammersley (1990) maintained that because descriptions are 

always selective, it is never possible to reproduce a phenomenon by describing it. The 

result is that there are multiple non-contradictory tme accounts of any phenomenon. For 

this reason, it is necessary to know the basis of the selection. In my study, I acknowledge 

all descriptions of art creative processes during the two-month production stage and 

include excerpts of such descriptions relating to art as transformation in Chapter V. 

Callaway (1992) noted that anthropology is placed within the human sciences and 

is based on participant-observation (involving a detached, historically unsituated 

observer). Lynn Wilson (1988) agreed with Callaway and with Delmos Jones (1988), in 
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that conventional etiinography was equated with science conceived as objective and 

neutial; in this conventional view, etiinographic facts were viewed as specimens that 

could be examined in a laboratory by an anthropologist far from tiie events and usually 

with a contemplative, passive, distant attitude. Wilson recommended activist 

antiiropology or commitment and liberation anthropology, which she understands as 

operating to highlight social inequities and to stimulate change. Here the ethnographer is 

not an independent objective observer, but a participant immersed in worid community 

for change (p. 45). 

Reflexivity and Autobiography in Ethnography and Anthropology. Callaway 

(1992) highlighted the characteristic of reflexivity understood as a "programme for an 

emancipatory anthropology to stand for self-reflecting . . . a searching probe of the 

discipline itself, questioning the conditions and modes of producing knowledge about 

other cultures" (p. 31). This notion of reflexivity is believed to correspond to Rousseau's 

method in that the "observer apprehends himself [sic] as his [sic] own instmment of 

observation" (cited in p. 32). 

Callaway (1992) said that reflexivity has its opponents and is condemned as 

"apolitical"; in her view, however, is an opportunity for "radical consciousness of self in 

relation to fieldwork" (p. 33). Callaway believed that reflexivity is a method appropriate 

for postmodem times in that it "acknowledges plural voices although provisional tmths" 

(p. 33). She criticizes postmodernism, however, for "eroding the foundation of political 

analysis" (p. 45). She stated, "Lyotard's idea of the loss of 'grand narratives' of 

legitimation (such as the Enlightenment basis for scientific certainty) does not mean the 

loss of political analysis or political projects" (p. 45). 

Similariy, Okely and Callaway (1992) cited Edmund Leach (1987): 

There can be no future for tribal ethnography of a purportedly objective kind. 
Ethnographers must admit the reflexivity of their activities; they must become 
autoViograpliical. Along with multiple selves and others, the topic of multiple 
texts emerge: diaries; fieldnotes; joumals of informants; letters to and from the 
field; autobiographies and novels by individuals; local histories; and indigenous 
social sciences. (Leach cited in p. iii) 
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For Okely and Callaway (1992), ethnography required a personal lens in which its 

historicity is made explicit Therefore, in their view, there is an increased interest in 

autobiographical narratives because tiiey reveal the power of individual voices. 

Ethnography and Autobiography as a Result of Reflexivity. Judith Okely (1992) 

believed that as a genre, autobiography is recognized as part of the literary canon. See 

Chapter III for an extensive discussion on autobiography. Qkley is convinced that 

anthropologists can use autobiographical methods to contextualize and transcend the self 

She agrees that reflexivity in anthropology has pejoratively been labeled narcissistic But 

for her, self-adoration is different from self-awareness and from critical scmtiny of the 

self. Therefore, in her view, reflexivity is incorrectiy confused with self-adoration. She 

posits that "autobiography of fieldwork is about fived interactions, participatory 

experience and embodied knowledge; whose aspects ethnographers have not fully 

theorized" (p. 3). She states that the, "reflexive I of the ethnographer subverts the idea of 

the observer as impersonal machine" (p. 24). Autobiographical accounts of fieldwork are 

not confined to self-understanding in a cultural vacuum. They show how other people 

related to the anthropologist and how they conveyed the ethnographic context. Therefore 

Okely recommends that anthropology include autobiography. In this study I follow this 

recommendation and interweave autobiography with various parts of the literature review 

as well as with my interpretations in Chapter V. 

In this sense, Paul Spencer (1992) found that anthropological concems for the 

"self," reflexivity, and related concepts have been a necessary part of anthropology (p. 

62). Pat Caplan (1992) emphasized that in recent years, as part of a growing trend in 

anthropology, the relationship between the anthropologist and the informant has been 

reexamined. Some research studies have presented informants through use of portiaits, 

texts, dialogues, autobiography of life history, or a combination of these forms. Callaway 

(1992) mentioned that male anthropologists (Lc ,̂ Clifford and Marcus, 1986, Marcus and 

Fischer, 1986) acknowledge contributions made by fenunist anthropologists on issues of 

representation, reflexivity, the politics of dominant positions, and constmcted notions of 

otherness. 
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Anthropology 

Johnnetta B. Cole (1988) distinguished four subfields of anthropology: 

archaeology (prehistoric and historic human societies), physical anthropology (biological 

base of humankind and influences in culhire), linguistics (cross-cultural study of 

languages), and cultiiral or social anthropology (similarities and differences in tiie 

organization of the societies of tiie worid). Clifford Geertz (1988) agreed with tius 

classification and goes further by equating sociocultural anthropology with ethnography. 

Cole believed that "cultural anthropology is a particular set of lenses for viewing the 

diversity and similarities in the cultures of human beings" (p. 2). 

C. W. Watson (1992) addressed hermeneutic or interpretation in anthropology in 

terms of understanding the otiier "who is at one and the same time familiar and strange" 

(p. 134). Watson found sinularities but also differences among peoples and the common 

error for him, is to highlight similarities. He is disturbed by how Geertz sees the Other in 

generic terms-"theBalinese," "the Javanese," etc.-and the emphasis placed on the 

Other's view as exotisized (p. 134). Geertz (1988), for his part, argues that if it is 

possible to reduce the distance between the anthropologist and the Other, to bridge the 

gap between "us" and "them," then the goal of a tmly humanistic anthropology can be 

achieved, and that it is the distance between ethnography and the reader of 

anthropological texts, which leads to focus on the Other as primitive, bizarre, and exotic 

(p. 14). Julie Marcus (1992) noticed a breakdown of the distinction between 

anthropological autobiography and the scientific texts of ethnography. In her study of 

Aboriginal Australians, however, she concludes that the anthropologists still retain the 

position of intermediary and stmcturer, and also of racial dominance. Aboriginal voices 

StiU exist only as others' representations of their voices. Aboriginal people have no 

control over these representations. Marcus addresses the relation of the stmctures of 

auto/biographiGal texts, and the selves constituted through them, to the racist conditions 

of the production of these texts and suggests legitimization of insiders' voices. 

According to Cole (1992), during the 1960s (i.e., during the civil rights movement 

and the Vietnam War), orthodox anthropology came under attack and attention was 
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placed on solving problems at home through what is known as native anthropology, 

understood as tiie study of a culture by a participant in a given way of life (pp. 3-4). 

Native antiiropology reflected the study of what surrounds us, or a kind of anthropology 

that helps us leam about ourselves as well as about others. The methodology of this kind 

of anthropology is fieldwork ("people-watchers, and snoopers") based on dialogue and 

inquuy (p. 4). Cole mentions that the risk involved is of explaining the behavior of other 

peoples in terms of our own codes and symbols, rather than stmggling to understand the 

peoples' behavior in terms of their own codes. SimUarly, Delmos Jones (1988) agreed 

that antiu-opology helps describe the total culture of a group of people. He cautions, 

however, that the description should come from the point of view of the people from the 

insider's view.™ Nevertheless^ in his study, Delmos Jones concludes that neither the 

outside nor the insider view is better than that of Others'. For him, there are dangers 

inherent in both approaches. For example, the outsider may enter the social situation 

armed with assumptions that guide her or him to certain conclusions, while the insider 

may depend too much on his/her own background (sentiments, desires) of what is valued 

as good for the people. In the view of Delmos Jones, the insider may "distort" the "tmth" 

as much as the outsider. Delmos Jones is convinced that neither the insider nor the 

outsider can completely discard preconceptions of reality; therefore, for him, neither is 

more or less tmstworthy than the other. Nevertheless, he highlights that for many 

anthropologists the insider's view is the most accurate view and that the ciim of 

anthropology is to see things from the point of view of the native person. Lynn Wilson 

(1988) believed that "the dissolution of ethnographer/Self and informant/Other occurs 

from the indigenous anthropologists because of his or her member or insider status; it 

occurs for the activist anthropologist because of commitment" (pp. 48-49). For her, 

indigenous and activist, for these anthropologists are not mutually exclusive, and she 

suggests eliminating these false boundaries and bringing activism to anthropology by 

'^ Delmos Jones (1988) has done insider research (in a black community in 
Denver, Colorado) and outsider research (with the Papago Indians of Southem Arizona 
and the Lahu, a Mil tribe of Northem ThaUand). (See pp. 31-37 for an extended 
discussion of these research studies.) 
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exploring ethnography as confrontation and by anticipating risk in research. Callaway 

(1992) believed that the use of autobiography by anthropologists unfolds in terms of 

gendered experience. Geertz (1988) believed that etimography/anthropology has tiie 

capacity to convince us that what they say is a result of their having actually "penetrated" 

(or been penetrated by) another form of life, of having in one way or another tmly "been 

there," and that it is tiiere that writing takes place. Therefore, Geertz values the author. 

He distinguishes between "seeing things and as one would have them and seeing them as 

they really are" (p, 9), He stated, "ethnographers need to convince us not merely that 

they themselves have tmly 'been tiiere,' but that had we been there we should have seen 

what they saw, felt what they felt, concluded what they concluded" (p. 15). For him, 

however, personal biases are not whoUy eradicable although they can be neutrafized. He 

states, "one can only interpret what one sees in terms of one's own experience and of 

what one is" (p. 84). He recommended the diary or joumal forms or the confessional 

approach to text-building (as Malinowski used). Geertz called it the "I-witness style 

ethnography" or "immersionist ethnography" (p. 90). He states as "it is how to get an I-

witnessing author into a they-picturing story" (p. 84). In this study, I attempt a close 

analysis and description of creative processes acknowledging this study as subjective 

given the "I-witness" status, and I hope establish a basis for future subjective self-studies 

relating the nature of art to the "they picturing story" that Geertz talks about (p. 84). 

Chapter Summary 

In Chapter II, I have presented the core of the theoretical framework supporting 

this study by means of Ken WUber's work, namely his Spectrum of Consciousness and 

All Level, All Quadrant models, and his notion of no boundary, which I promote as 

possible through artmaking practices, I include aspects of imderstanding time and the 

phenomenon of memory as important to consider in the interpretation of art products, I 

explore aspects of the perennial philosophy for the development of consciousness, in 

which Wilber does groundbreaking work by combining orthodox and contemplative 

psychology into an integral whole, I place emphasis on Wilber's concept of deep and 
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surf'ace stmctures and of translation and transformation of consciousness, to describe 

transformative aspects of art as I have experienced it throughout my life, I then provide a 

syntiiesis of WUber's epistemology, which I use in the documentation and interpretation 

sections of this study, including empirical analysis, phenomenology and hermeneutics 

and gnostic apprehension, 

I proceed to expand my theoretical frame by focusing on the development of 

phenomenology as a branch of philosophy and hermeneutics, in order to support my 

emphasis on Husseri's phenomenology, which I perceive as describing innate creative 

processes in art, I also place focus on Heideggerian hermeneutics understood as a 

description of an immediate phenomenon, as opposed to a description of a description of 

an event or as opposed to a consecutive development of texts away from the actual 

event. I include Wilber's Pre/Trans Fallacy concept—which describes one level of 

consciousness using the tools of another level—in order to highlight the inadequacies of 

explicating art creative processes at the level of tiansformation through the tools of 

rationalism, logic, or mind levels of consciousness. I include Wilber's understanding of 

types of meditation, which he advocates as a route to transformative. Following his 

framework I posit that art like meditation is transformation and that unlike meditation, 

which is widespread in Eastem countries but not thoroughly accepted in the Westem 

world, art is a vehicle for inner transformation accessible to all peoples. I add a section 

on the different types of unconscious based on Wilber's findings in order to establish the 

transformative nature of art and the power of art at all levels of development. I expand 

on psychological notions by acknowledging four forces of psychology: Freud, Jung 

(existential psychology, humanistic psychology, and Jung's principle of synchronicity), 

and transpersonal psychology. 

I then research feminism as it informs my study, including my social roles of 

woman and woman artist I explore the development of feminism as a movement 

including first to fourth phase feminism as well as information on the counterattacks (i.e., 

backlash against feminism). I highlight research relating the Great Mother/Great 

Goddess Archetype and Wilber's conceptions that position both the Great Mother and 
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Great Goddess, although at opposite ends, within his spectmm continuum. I proceed to 

intioduce Wilber's A//-Leve/, All-Quadrant model and offer it as a place for art theories 

with tiie goal of an integral approach to the understanding of art that acknowledges all 

contributions (including feminist theories) as partially tme but conjoined in a greater 

whole. 

I proceed to describe another core element of my study, which consists of Ellen 

Dissanayake's views about art based on the research methods of human ethology. 

Dissanayake's research provides the framework of advocating art as intrinsic to all 

human beings and as necessary for the survival of our species. I then include selected 

aspects of Nancy E. Aiken's study, which embraces Dissanayake findings and 

emphasizes biological explanations of how, as a species, we understand the formal 

aspects of art, which are described within Westem frameworks as elements and principles 

of art. Amheim's discoveries that relate the biological to the psychological are important 

to this study in that Amheim addresses the Upper-Left Quadrant within Wilber's model, 

while Dissanayake and Aiken address maiiUy the Upper-Right Quadrant. Different 

branches of feminism address the psychological, the biological, the cultural, and the 

social quadrants within his model; none, however, address them all. Finally, in this 

Chapter, I include perspectives about anthropology and ethnography as research 

methodologies to support this research and to guide its documentation and art production 

stages. See Chapter IV for specific uses of these broad methodological approaches. 
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CHAPTER III 

AUTOBIOGRAPHY 

Introduction 

In this study I use autobiography in various manners. I use autobiography as an 

intiospection of artmaking processes exemplified in tiiis chapter through a brief 

autobiographical account from childhood to adulthood. In it I highlight a series of semi-

abstract terracotta female figures produced during a one-year-period that proved 

autobiographical in nature, and I describe how tiieir intrinsic meaning unfolded and 

revealed itself to me. I use autobiography during the specific production stage of this 

study while documenting daily creative processes by means of a joumal keeping and 

making tape recordings. Further, I use autobiography as part of my art products in that 

all works produced are directiy related to my life and my close surroundings. Therefore, 

characteristics of the various types of autobiographical approaches used throughout this 

paper differ. And yet, I understand the distinctions in methods and purposes of 

autobiography only after: (a) I looked into theoretical approaches regarding 

autobiography from many perspectives; (b) I took on an in-depth analysis of the most 

compelfing autobiography I have found, Charlotte Salomon's Life? or Theater? and 

critical studies of her work; and (c) I studied the creative processes of other artists, 

including Pat AUen, Ed Check, and Barbara H. Greenwood. 

Laurie Schneider Adams (19%) included autobiography as another methodology 

of art parallel in importance to Formalism and Style, Iconography, Marxism, Feminism, 

Stmcturalism and Post-Stmcturalism and Deconstmction, Freudian Psychoanalysis and 

Lacanian Psychoanalysis, as well as Aesthetics. She sees autobiography as another way 

of reading, and interpreting works of art and artists' lives— in her words, "readings of 

works in relation to the lives of artists" (p. xvi). 

In this Chapter, I extensively review literature on autobiography. I begin by 

theorizing autobiography. From a discussion of various perspectives and definitions, I 

examine differences between diary and autobiography to set the conditions of my own 
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use of diary and autobiography. I next discuss the purposes and roles of autobiography, 

including a brief history of autobiography. I present critiques about the reliability and 

tmtiifulness of autobiographical metiiods. I also explore conceptions of memory and 

time manifested in autobiographical narration. I review theoretical perspectives on the 

importance of autobiography. I present Charlotte Salomon's autobiography as an 

example of testimony about an era and as an example of how artmaking transformed the 

autiior's life. I also review three self studies (Allen, 1995; Check, 19%; Greenwood, 

19%), of which describes the importance of witnessing and testifying through self-

inquiry, artmaking, and writing. I conclude the chapter with an autobiographical account 

of my own life as it correlates to art, and I briefly highlight a one-year period in which I 

witnessed the tiansformative power of art. I include brief notes on the proliferation of 

autobiography on the Internet in which overtly confessional modes are rapidly appearing. 

The purpose of this chapter is to provide the background and conditions to understand the 

form and content of my work created in a two-month period in 1997, analyzed and 

interpreted in Chapter V. 

Theorizing Autobiography 

Definitions of Autobiography 

According to Saul K. Padover (1%9), the poet Robert Southey first used the word 

autobiography in the year 1809. Before then autobiographies were identified under 

different names: journal, diary, life memoir, confession, apology, letter, or narrative (p. 

xiii).^' The American College Dictionary defines autobiography as "an account of a 

^ ' Robert, F. Sayre (1994) added to the list: short essays, poems, speeches, 
newspaper columns, and brief apologies. In his view, many of these forms were 
neglected because they are "short, occasional, or fugitive" (p. xii). Some autobiographers 
combine several of the Marcus K. Billson and Sidonie A. Smith (1980) in their study of 
LUlian Hellman's memoirs. An Unfinished Woman and Pentimento highlight that she uses 
disparate forms of narrative presentation such as chronology, diary, and portraits, which 
is a usage sinular to the variety of autobiographical approaches I use in this study. 
Marilyn R. Chandler (1990) identifies three modes of autobiography: joumal, 
autobiography proper, and autobiographical poetry or fiction. 
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person's life written by himself [herself] (1%9, p. 84). The Webster's New World 

Dictionary Second College Edition (1994) defines autobiography as "the story of one's 

own life written or directed by oneself (p. 142). Lynn Z. Bloom and Oriee Holder 

(1980) defined autobiography as "metaphors of the self... the unique record of a 

specific individual's life and lifework" (p. 206). 

In her study, Estelle C. Jelinek (1980) saw progression towards a high self-image 

through autobiography (pp. 3-4).^ In her interpretation, autobiography is 

"etymologically and in practice tiie story of a person's life" (p. 6). Similariy, for Harold 

Pearse (1994) citing Snider, "autobiography describes a story of a life, a person in 

context. It is a means of revealing the nature of human consciousness, yet it is rooted in 

real experience of real individuals" (Snider cited in p. 117). 

Robert F. Sayre (1994) believed that "only one person can write the person's 

singular autobiography" (p. 5). For him, only the person writing has the exclusive 

knowledge and unique access to it, and only that person can write and speak about her/his 

own experience of self in her/his own words. In his view, autobiography reveals itself 

differentiy to people and may disclose more than we expect, as in the case of 

autobiography of a confessional nature, such as St. Augustine's (A. D. 345-430) 

Confessions, which is a Augustine's story about his own conversion to Christianity. 

Sayre states that autobiography involves a "quest for identity: a re-seeing of the past, a 

reconstmction of the paths that led to the present, a definition of the self, or an attempt to 

defend the self," as well as a search for the self or a continuity of personality, the intemal 

and essential qualities and individual consciousness (p. 609). In his view, "each of these 

efforts entails, to some degree, a search for the setf, in order to represent a version of this 

self to an audience of one's self and others" (p. 609). Further, Sayre believed that 

"autobiography reveals the development of the conception of self in historical and 

cultural contexts" (pp. 9-10). Therefore, the definitions of autobiography are historicaUy 

^ Jelinek (1980) mentioned Regina Blackburn's (1980) analysis of the self-image 
of contemporary black autobiographers, who demonstrate the use of the genre to 
investigate and affirm a black female identity. 
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determined. Sayre stated, "in appealing to the hopes and fears, goals, common 

experiences of their time and cultiire, autobiographers also develop and reveal their 

concept of self (p. 9). He highlighted the dominant North America view of the 

uniqueness of the individual. Sayre states, "each individual has special gifts a personality 

of his or her own, and thus something peculiar to offer to the wider society" (p. 9). For 

him, autobiography can teach us that the "conception of the self is totally unique, 

ineffable and wonderful and is deserving of the greatest possible freedom" (p. 10). 

In The Female Autograph, Domna C. Stanton and Jeanine Parisier Plottel (1984) 

define autobiography as "a retrospective narrative in prose that a real person makes of his 

[or her] own existence when he [or she] emphasizes his [or her] individual life, especially 

the story of his [or her] personality" (p. 11), Liz Stanley (1992) cautioned us about the 

exclusion of "bio," or "life," from the term "autograph."^ She proposed instead to focus 

on "'bio,' the narrative of the life itself, autobiographies' own sense of the ontological 

complexities of self (p, 5). For Stanley, "the auto/biographical I is a seeing I, a seeing 

eye" (p, 5)̂ °* and adds, "autobiography is an ideological account of 'Uves' which in tum 

feed back into everyday understanding of common lives and extraordinary lives" (p, 2), 

In her view, through autobiographical accounts (written or spoken), the self can be 

invoked and described. Here "the seeing eye is always a living eye, a living I" (p, 53), 

Similar to Stanley's notion is that of Richard M, Zaner (1970) who views the self as 

experience in a phenomenological manner. He states, "I begin to observe that the T on 

which I reflect is itself experienced by me" (p, xi), Zaner sees the self as tripartite: 

First, the "I" is aware of the world, others, and object (including its own body) by 
means of its own consciousing, and in various ways, in actional modes of valuing, 
wishing, emoting, striving, worshiping, moods, attitudes, styles of thinking, and 
also in modes of knowing. Second, the self "is disclosed . , , and embodied by its 

^ The term autograph seems to carry the connotation of words, text, or process of 
writing that might be separated from the direct lived experience of the individual. 

^ This concept of "a seeing I" is phenomenological in origin, meaning an 
experiencing eye/I (i.e., Husserl and Heidegger) and is explicit in Maurice Merleau-
Ponty's Eye and Mind (1990). 
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own mental life in the sense "I" am not identical with my mental life; "I" in a 
sense "have" it, but am simultaneously (even, dialectically) "had" by it" (p. xi). 
Third, "I" am aware of myself in many other ways. I can remind myself to do 
sometiung, be angry witii myself, feel embarrassed over my actions, love or hate 
myself disappoint myself be in wonder over myself and even become awakened 
to myself or discover me to myself in "1-am-me" experience, (p. xi) 

In her studies of women's autobiographies, Marylin R. Chandler (1990) has found 

tiu-ee characteristics of autobiography. First, autobiography is a "kind of self-

consciousness, self-awareness of the nature of the setf" (p. 9). It is based on raw data of 

personal experience, and the importance for the reader is in the "act of self-examination 

itself more than in the conclusions tiiey draw" (p. 9). Therefore, in her view, the 

"exanuned life becomes tiie primary imperative" (p. 9).̂ °̂  Secondly, for Chandler, 

autobiography focuses upon "a single critical period rather than upon the entire span of 

years, for example, from childhood onward" (p. 9).^ Chandler sees autobiography as a 

story of crisis, in that it "recounts change, turning points, conversions, critical lettings go 

and breaks with the past" (p. 9). She believes that one of the most prominent traditional 

forms of autobiography is "the conversion narrative—an archetypal crisis story" (p. 9) 

Further, for Chandler (1990), many autobiographies focus upon episodes of crisis, 

as a means of recovering from them. She stated, "narration is a way of purging guilt and 

^^ Norman Cousins (1968) editor of the Saturday Review, Inc. mentions Professor 
Beard's conversation with Jawaharal Nehm (prime minister of New Delhi, at the height 
of his popularity as leader of India), in which Nehm states, "each man [sic] has the 
obligation to scmtinize his [her] life and to ask whether it was teaching him [her] 
anything" (pp. 8-9), In Cousins's view, "this was in paraphrase of Socrates's famous 
observation that the unexamined life isn't worth living" (pp, 8-9), According to Cousin, 
Nehm felt it important for people to penetrate their own experience in order to locate 
essential lessons (Nehm cited in p, 9). 

™ In reference mainly to male autobiography, Margaret Bottiall (1%2) mentions 
that authors give importance to childhood experiences because it gives the "long 
perspective", there is "vividness of early recollections," at the same time that there is 
"detachment" from those periods (p. 7). In like fashion, Jerome Bmner (1983) in writing 
his own autobiography is convinced that "looking back" is the way to explore the "course 
of an individual life" (p. 3). 
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pain, re-centering the self and reconnecting with community after crisis 

autobiography is common to victims of extremity, a way to speak silent, a healing act 

because it expresses the inexpressible" (p. 6). A third characteristic is that autobiography 

"focuses on process," or exploration of possibilities and focussing on the beginning rather 

than at the end of a career (p. 9). Mariene Schivî y (19%) identified writing to address 

crisis as a cathartic experience in the Aristotelian sense of purifying or purging 

emotion.̂ *" Nicole Ward Jouve (1991) agreed with Chandler in that her own personal 

writing intensified when she had been under great strain. 

Jouve (1991) saw autobiography as a "road towards selfhood" (p. 11), a view that 

coincides with Stanley (1992) and Padover (1969), for whom autobiography marks a 

critical, decisive period in a person's life in the direction of "self-revelation, self-analysis, 

[and] self-comment" with emphasis on the subjective experience of the individual (p. 

xix). Similariy, Sayre (1994) highlighted bell hooks's contributions to black feminism 

when she wrote autobiography; he states, "to overcome the effects of oppression of black 

women, self-recovery, personal history and personal therapy" (p. 700). For Sayre, hooks 

writes as "I," as "we," and as "she" (p. 700). He referenced hooks as stating that "telling 

stories brought both a sense of reunion (with the past) and a sense of release" (hooks 

cited in p. 700). 

James D. Fernandez (1992) cited James Olney's recommendation to see 

autobiography in relation to its "vital impulse to order" (Olney cited in p. 10). For 

Femandez, "autobiography is as much a reading of a life as it is a writing of Life" (p. 60). 

^ Marlene Schiwy (19%) mentioned the case of Dr. Pennabeiker who under great 
distress and desperation "tumed to this typewriter and began pounding out all his feelings 
about his marriage, parents, career, sexuality, and death" (p. 123). Writing spontaneously 
and in a marathon manner, lead him to catharsis and healing, and feeling of freedom and 
understanding of the meaning and purpose of his life. Schiwy believed that this is the 
"heating cathartic function of personal writing" (p. 123) (See Steiner and PhiUips, 1991, p. 
xi for comparable conceptions of catharsis through joumal writing.). Similarly, Mara R. 
Witzling (1994) who studied Eva Hesse's diary work discovered that Hesse wrote mainly 
during periods of stress or crisis. When she was happy, she stopped writing but resumed 
writing as new problems and challenges presented in her life. 
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He identified the "engines" of autobiography as "change, conversion, loss, witnesses of 

crisis" (p. 92). For Lionnet Fran9oise (1989) too, autobiography is concemed with the 

rhetoric of setfhood, including the processes of self-reading and self-writing. 

Margaret Bottrall (p. 1%2) noted that "skillful writers present us with their 

developing selves; modifications of beliefs, changes of hearts." They speak of common 

phenomena tiiat should be understood in the context of the whole life in which these 

occur (p. 8). She stated, "narratives and episodes display, obliquely and sometimes 

unintentionally, the characters of their authors, as well as passages of self-scmtiny and 

conscious assessment" (p. 8). In her view, the childhood years of poets or artists (people 

in whom the creative imagination remains strong) childhood years are often the most 

significant to explore. She stated, "senses and intelligences have not yet been dulled by 

convention, but respond to the mystery of existence" (p, 9), 

Sayre (1994) has found that there is an archetype in autobiography known as 

apology (apologia) in which the author regrets and admits mistakes but ultimately 

conveys that "I was right," Sayre stated, "the apology tries to reveal the deeper motives 

or lines of argument that have not been known to the public or to the writer's accusers" 

(p. 5). Chandler (1990) believed that most autobiographies "open whh an apology, 

explaining, justifying, or qualifying their claim upon the public as if the autobiographical 

act were by definition a kind of presumption needing excuse" (p. 6). James D. Femandez 

(1992) in his study of autobiography in Spain defines apology as "a verbal self-defense 

before one's contemporaries (the here and now), a self-justification. A declaration of 

one's place in the world" (p. 7). He states, "the apologist tacitiy acknowledges 'I' am, at 

least in part, a product of circumstance; and my reputation, product of discourse, deserves 

to be cultivated, corrected, or defended, through textual intervention" (p. 7). 

The authors above define autobiography distinctively, although some notions 

overlap: Stanton and Plottel (1984) as accounts of self life and personality; Pearse (1994) 

as metaphors of self; Stanley (1992); and Zaner (1970) as a phenomenological 

experience. Sayre (1994) finds relationships between individual lives and the place and 

context or historical moment of experience. He also sees autobiography as a quest for 
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identity, a reconstmction of the past Sayre (1994), Chandler (1990), Schiwy (19%), and 

Witzling (1994) conceive of autobiography as reflecting periods of crisis and 

autobiographical accounts as healing acts. Autobiography is also viewed as a testimony 

of regrets and justifications through the apology (Chandler, 1990; Femandez, 1992; 

Sayre, 1994). I believe that tiie authors individually contribute to partial views of 

autobiography, and that as a whole their views provide a more comprehensive 

understanding of autobiography, its purpose, and power. 

Diary and Autobiography 

James D, Femandez (1992) mentions a statement by De Man: "the interest of 

autobiography is not that it reveals reliable self-knowledge , , , but that it demonstrates in 

a striking way the impossibility of closure and totalization" because the author has not 

finished living (cited in p, 30). In this sense, autobiography has no final conclusion. 

Nevertheless diaries and joumals have an even lesser degree of conclusion. Schiwy 

(19%) traces the words diary and joumal to the common roots obvious in the French jour 

[day], which comes from the Latin word diurnalis, or "daily." In her view, a joumey was 

originally the distance that could be traveled in one day. Similarly, "diary" comes from 

the Latin diarium, or daily food or allowance (p. 28). For her, the terms appeared to be 

used interchangeably; at some point, however, diary carried "feminine" (trivial) 

connotations and joumal a "masculine" inference (p. 28). She personally, does not find a 

difference between joumal and diary. Most of the women authors referenced in this 

literature review section use the terms as synonymous. 

Schiwy (19%), however, differentiated between autobiography and joumal. She 

stated that a joumal is not an autobiography. "You don't have to describe all the 

milestones of your life, fill in the gaps, or make up for lost time. What counts is always 

the present moment" (p. 50). It is likely, that for Suzanne Juhasz (1980) the diary 

provides "the sense of the personal, of process, dailiness, and immersion rather than 

conclusion, analysis, or patteming proper of autobiography" (p. 237). She stated, "the 

classical verbal articulation of dailiness is the diary" (p. 224), and adds, "dailiness matters 
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to most women; and dailiness is by definition never a conclusion, always a process" (p. 

224). In her view, diaries move "in independent units of experience in an extended 

present tense . . . [mainly] about the personal life and tiie life of every day" (p. 224). For 

her, crisis or climactic events are depicted in the diary as daily events. The diarist uses 

immersion in, and not distance from herself and himself. She says, "the diary is finished 

when the pages mn out, not when some denouement and conclusion are reached" (p. 

224).^ 

Barbara Steiner and Kathleen C, Phillips (1991) addressed the importance for 

young adults of keeping a of diary/joumal; they define diary as a "daily log tiiat records 

the present but also records the past and envisions the future" (p. 18). They add, a diary 

or joumal is a "daily record, usually private, especially of the writers own occurrences, 

experiences, observations, feelings, and attitudes" (p. 10).^ 

For Trevor Field (1989), a diary concems the "private or inner life of the diarist. 

It is self-scmtiny, self-knowledge, and self-improvement" (p. 25). Porter H. Abbott 

(1984) defines it as the intemal world of a single ego. The diarist is preeminentiy alone. 

He states, "in the mode of the diary itself, aloneness is, as it were, continually and 

empirically verifiable in the aspect of staggered composition . . . the intermpted 

composition of the diary brings us continually back to a new beginning in the present" (p. 

24). In his view, "each entry, as it begins, returns us to the moment of composition and 

in so doing retums us to the point of temporary withdrawal, outside the action, necessary 

^ I have a friend who has been writing her diary/joumal since her youth when 
she got married. When there are no more pages in her present diary, she continues 
recording her daily life events in a new one; therefore, her life joumey is compiled in 
many books. 

^ Steiner and Phillips (1991) highlight that some authors, including dictionaries 
such as The New Random House Dictionary of the English Language, define diary or 
joumal as a "record book, calendar, periodical, daybook, writer's notebook, commonplace 
book, or logbook" (p. 10). Anna K, Bartow (2002), in Autobiography: Maya Angelou, 
expresses that autobiography in all its variations, is useful for young adults, especially 
high school students to reflect on the past and give thought to their future, 
[http://www.yale,edu/ynhti/curriculum/units/1985/3/85,03.03,x.html] 
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for the putting down of the words on paper" (p, 24), Abbott (1984) described that a 

diarist writes, "intermittently, unregulated style . , , Colloquial, marked by false starts and 

abmpt stops, by blanks, and by logorrhea. It speaks in the present of present emotions. It 

is self-conscious as its author, anxiously reflecting upon the words by which it manifests 

itself (p. 16). 

For Schiwy (1986), one stylistic pattem in women's diaries is tiie spiral. She 

references Jungian author Linda Leonard; "cycling spiral rings of descent and ascent in 

which growth is preceded by a descent... circling back to the familiar before sweeping 

ahead to tiie unknown, the spiral moves forward by moving backward" (pp. 44-45). For 

Schiwy, "the spiral serves as the symbol of a nonlinear creativity that encircles familiar 

territory while moving ahead into the unknown" (p, 45). 

Abbott (1984) distinguished between diaries and letters. He stated, "letters 

require an addressee and a diary does not" (p. 9). A diary is a record of inner life, written 

for the authors; diarists have "no one to impress, no one to perform for" (although they 

may address a friend, lover, God, the diary itself) (p. 10). He added, a diary evokes an 

"intensity of privacy, cloistering, isolation" (p. 11). Robert F. Sayre (1994), likewise, 

befieved that although both have been identified as serial autobiography, letters and 

diaries are different. Letters have an audience (even if only one person) that indirectly 

helps to shape i t He finds that during the eighteenth century, the letter became an 

extremely important means of "self-improvement, self-invention, and liberation from the 

restrictions of Puritanism" (p. 191). Sayre believes that autobiographical fiction (in the 

form of diary fiction or diary novel) became the favored form of the 'lost generation'^'" 

and in his view, is still a genre of personal narrative, although with fictionalized 

characteristics (p. 536).^" 

'̂̂  Sayre (1994) mentioned Thomas Wolfe's novels of subjectivity and self-
absorption, Flaubert, Conrad's work, and Hemingway's Jake Barnes piece as examples of 
autobiographical novel or diary fiction. 

^" Sayre (1994) described the characteristics of an autobiographical novel: names 
are changed, characters represent types of individuals, incidents are modified or invented 
to be more illustrative or dramatic. Dialogue is paraphrased or invented, and language is 
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Abbott (1984) mentioned that a diary can become a correspondence novel or 

fiction, "a book that features a drama of literary exchange, the interplay of independent 

texts and intelligences" (p. 10). A diary fiction is fiction cast in diary form. He clarified 

that "all diary novels are diary fictions [invented, made-up, imaginary, not tme], but not 

all works of diary fiction are diary novels [some can appear in the form of poems or short 

stories]" (p. 15). Similarly, Trevor Field (1989) distinguished between the diary and 

diary novel but he too believes that the diary novel has been the vehicle for outstanding 

works of literature in the last two centtiries. Because the diary and the diary novel are 

difficult to define, Trevor befieved they should remain separate. He states, 

A diary novel is a story whose meaning is conveyed or even affected by its 
resemblance to a diary: the resultant work is not something that is a diary and/or a 
novel, even though it partake of the qualities of each. In the diary novel the 
narration is fragmented, punctuated by events, with each entry describing 
incidents occurring since the previous entry. However, a diary novel is not a fake 
diary, (p. 3) ' " 

more poetic and creative. He found that the protagonist of the autobiographical novel 
tended to be a young, unrecognized, non-heroic figure, rather than older, famous, or 
recognizable, and active in the world. He states, "the fictionalized was primarily a 
spectator, looking upon the world ironically and critically, like the artist" (p. 536). For 
him, autobiographical novel is a genre like autobiography proper or diary, not an inferior 
kind of writing (p. 536). 

'̂̂  A well-known diary novel is Doris Lessing's The Golden Notebook. Each 
notebook (section) of the fictional book is a notebook of a different color that the first 
person, speaker/writer records in differentiy: one notebook is for love, one for work, 
economics, etc. Alltogether they represent the same moments but viewed from different 
perspective. Lessing brings everything together in The Golden Notebook. Ira Progoff 
(1992) in At a Joumal Workshop: Writing to Access the Power of the Unconscious and 
Evoke Creative Ability highlights four major dimensions of inner experience: Life/Time 
Dimension Depth Dimension; Dialogue Dimension and Meaning Dimension. He 
recommends that we use different color folders for different types of logs or entries: for 
example, green for period log, yellow for daily log, orange for Dialogue Dimension 
(special personal sections); Dialogue with Persons; Dialogue with Works; Dialogue with 
Society, Dialogue with Events (situations and circumstances). Dialogue with the Body. 
Blue for Depth Dimension (ways of symbolic contact); Dream log (description, context, 
associations). Dream Enlargements; Twilight Imagery Log; Imagery Extensions; Inner 
Wisdom Dialogue. Red for Life/Time Dimension (inner perspectives); Ltfe History Log 
(Remembrances Steppingstone Periods), Steppingstones; Intersection (Roads Taken and 
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In this study, I use autobiography proper as understood by these authors to relate 

to aspects of art creative processes throughout my life; for the documentation of the 

intense art production period of tiiis study, I used written joumal entiles almost on a daily 

basis. My findings in this regard are that joumal entries are the sum of the day's 

activities and highlight the most important aspects in terms of daily life experiences 

(including family, friends, and domestic activities) as well as comments on art creative 

processes, because in my life, both are interconnected. I find that joumal keeping is a 

reasoned, organized process that denotes an ordered and rationalistic mode of thinking 

and writing. Parallel to daily journal entries, I used tape-recorded accounts of artmaking 

processes immediately after the experience, and generally more than once during one 

day, depending on the length of time I produced or on the various other activities that 

intermpted artmaking. Generally, upon completion of each artwork produced, I tape-

recorded more extensively my initial impressions of the process, and of the art piece 

itself Therefore, autobiography in this paper is spoken, written, and visual. The findings 

regarding tape recordings are that the information is spontaneous, expressive, highly 

direct, fresh, and undigested. For the purpose of this study, which is to investigate art as 

transformation, the tape recordings proved most beneficial, as they indicate moments of 

surprise, excitement, amazement, and engagement almost immediately after the 

experience and is recorded as such. The transcription of the recordings were done as 

soon as possible keeping all expressions, and exclamations. Therefore, the experience 

was captured vividly and reflects creative moments and insight closely. The typing of the 

recordings as well as coding, indexing, and pattem seeking was done a year later. 

Not Taken); Now (the open moment). Purple for Meaning Dimension (Process 
meditation). Meditation Log (Entrance Meditations Spiritual Positioning, Inner Process 
Entries); Connections (Gatherings, Spiritual steppingstones, re-openings: Spiritual Roads 
not Taken); Mantra/Crystals (MantrayCrystal Index, Workings) Peaks, Depths, and 
Explorations; and finally, Testament The ultimate purpose is to achieve wisdom through 
inner transformation. 
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Why do People Write Autobiography? 
What is its Role or Function? 

From reviewing the selected literature on autobiography, I gather that many 

people write their stories. Robert F. Sayre (1994) found that autobiographical writings 

originate within people of all walks of life, "anthropologists to zoologists, young elderiy, 

rich poor, people from every ethnic and religious group, political position, sexual 

preference, etc" (p. 4). Similarly, Liz Stanley (1992) noted that "telling the tale of a life 

is a skill we all possess" (p, 13), There are no mles to follow. To the question. Who 

writes joumals? Mariene Schiwy (19%) answers, "women who live deeply and 

reflectively, who regard their lives as modem myth quests and spiritual joumeys. 

Women who want to find their own voices" (p, 20), '̂̂  It is in this sense that I write 

autobiography and to remember my life as it is impregnated by the power of art, I write 

to find pattems of how art exerts its power and to share with others these experiences so 

that they too may be transformed by allowing similar experiences in their own lives. This 

reason for writing autobiography is expressed by Harold Pearse (1994), "to go beyond a 

description of events to a deeper examination of pattems underlying one's history of 

living" (p. 118). 

For Ruth Sherry (1988), autobiography is a "search for intemal harmony," as in 

the case of Margaret Walker's poetry, which is about love, loss, death, and human 

relationships (p. 45). Walker explores the themes of abandonment and helplessness due 

to the effects of patriarchy. Lionnet Fran9oise (1989) posited that through autobiography, 

women "dramatize relations of overwhelming indenture . . . As colonized subjects of 

patriarchy and racism" and that women use "metaphors of death and disease or madness 

'̂̂  Schiwy (19%) believes that Ira Progoff s Intensive Journal Workshops and his 
book At a Joumal Workshop published in 1975 helped highlight the importance of 
joumal keeping. For her, however, it was Anais Nin's Diary that had the greatest impact 
for women. Other influences were psychology's contribution to psychic wholeness and 
the exploration of the subconscious and Gestalt therapy's emphasis on consciousness of 
the present moment, and the bodily sources of emotion. Both were highly relevant to 
joumal writing since both aspire to greater self-awareness and to holism. 
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and silence as the ambivalent foci of their efforts at self-writing" (p. 20). In Fran9oise's 

sense, it is Stanley's (1992) view that auto/biography "is a . . . suitable ground for a 

feminist cultural political analysis to be built on" (p. 3). 

According to Steiner and Phillips (1991), for young writers autobiography is a 

means for self-discovery and self-knowledge. It allows us to develop awareness of living 

one day at a time; who we are today; what we fike and dislike; what we find important; 

what makes us individuals; time for reflection and introspection; to develop metaphors 

for insight about ourselves; as well as to leam to follow a path that is tme to our nature as 

we change. 

Schiwy (19%) listed purposes why women write joumals or diaries: 

To broaden self-awareness; explore personal identity; have a tmstworthy 
confidant; pour out feelings and emotions onto paper; create continuity m our 
lives; preserve memories of ourselves, of people, and of events; cope with 
discontinuity, change, loss, and grief; explore creative impulses; capture ideas for 
stories, poems, and other projects; record and explore dreams; celebrate 
accomplishments and successes; engage in a dialogue with the world; discover 
what is sacred in our lives; deepen our spiritual joumeys; remember beloved 
family members and friends; understand the story of our lives; sort out thoughts; 
and take stock of our lives, from time to time; clarify our life's purpose; reap to 
wisdom of the unconscious, (pp. 18-19) 

For Schiwy (19%), keeping a joumal provides an experience of continuity in the 

never-ending flux of life. It affirms that we are embodied beings with depth, substance, 

and solidity. It reminds us that, come what may, through every major and minor 

upheaval in our lives, paradoxically we remain ourselves. She added, that as Mary 

Catherine Bateson did, we can reinvent ourselves after every uprooting through writing 

and "weave changes into the larger fabric of our lives" (p. 145). Schiwy cited Bateson's 

metaphor, "it's the intemal gyroscope that keeps us centered, affirming continuity among 

various stages and comnutments even while it testifies to change" (cited in p. 145). 

For Suzanne Juhasz (1980) keeping a diary allows women to validate their lives 

as meaningful and valuable. She mentions the case of Maxine Hong Kingston's The 

Woman Warrior: Memoirs of a Girlhood Among Ghosts, which is a collection of short 

prose pieces—stories, fictions, fantasies—which constitute an autobiography. For Juhasz, 
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Kingston explores the "creative, rather than imitative power of the imagination to 

constmct a self (p, 230), 

Schiwy (19%) is thoroughly convinced that dreams (as envisioned by Freud and 

Jung) are representations of symbols from our personal life as well as from our 

unconscious. And following Jung, she believed that "dreams are not just individual, but 

that they have a transpersonal dimension to them" (p, 175), Further, she has no doubt 

that capturing our dreams in written form can allow our unconscious to unfold and 

manifest more clearly. 

Sayre (1994) noted that autobiography helps organize people's stories, and make 

their life meaningful and gives their authors "legitimacy, author-ity" (p. 13).̂ ''* Abbott 

(1984) cites Roy Pascal who believed that writing the story of one's life is itself an act in 

that story "and like every significant new act it alters in some degree the shape of [one's] 

life, it leaves [one] different" (Pascal cited in p. 9) or that it is a describing but also a 

creating process. In Sayre and Abbott's sense, Charlotte Salomon (1981) wrote her story, 

although in the form of a play, to find answers to the most important question of all, 

whether to live or to die, and found reasons for living. 

Chandler (1990) is positive about the importance of autobiography. She believed 

that autobiography fulfills a variety of human needs: "our need to affirm that we are like 

one another, that we are unique, to give shape and meaning to raw experience" (p. 3). 

And like Sayre, she befieved that autobiography fulfills our need to "exercise authority in 

our own lives by becoming authors of our own stories" (p. 3). Chandler wrote, "telling 

one's own story is a deeply regenerative human activity" (p. 3). Further, she added. 

Autobiographies represent an attempt on the part of individuals to provide for 
themselves what the culture fails any longer to provide. In the absence of binding 

"̂* In this regard, Sayre (1994) gave the example of Anais Nin who used a diary to 
keep her "inner self alive" as well as an "incentive" to keep her life more interesting, 
opening herself to new friendships and encouraging her and her friends to growth" (p. 
538). He states, "her diary both grew out of her sense of her life as an experiment, as 
something new and different and to be minutely observed, and became an essential 
instmment and aid to it" (p. 538). He adds, "she kept a diary because she experimented, 
and experimented more boldly because she kept a diary" (p. 538). 
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cultural rituals it has become an increasingly important means of supplying the 
patteming necessary to civilized existence. 
Autobiography is one available means of restiTicturing, redescribing, reevaluating, 
and remythologizing the worid. Whereas in traditional societies shared myths and 
rituals provide meaning by revealing pattems in human experience as paradigms 
for individual lives, in an alienated cultiire such as ours autobiography begins to 
assume this function, (p. 5) 

Chandler noted that Thomas Couser in his study of autobiography in America 

calls autobiographies that serve this function, prophetic. Prophetic autobiography, 

Couser claims, "flourishes in times of crisis, when change threatens communal values or 

when historical developments demand new modes of interpretation" (Couser cited in p. 

5). 

Chandler (1990) expressed no doubt that autobiography grants resolution for 

crisis when he states: 

Autobiography provides a way for recovering from crisis and restmcturing 
reality—a healmg act involving the writer in a wrestie with words and meanings 
that can be deeply regenerative. Narration is a way of purging guilt and pain, re-
centering the self, and reconnecting with community after crisis has driven one 
into silence and isolation. Narrative autobiography is a healing act, a means of 
recovery. Self-examination and decision are an integral part of authorship for an 
autobiographer writing to emerge from crisis (p. ix). 
It may allow the individual to see the experience from "outside." A means of 
restmcturing consciousness through repatteming, and with the ideas of dynamic 
and organic form as ways of accommodating the constant fact of change, (p. 2) 

For Chandler, a narrative stmcture can serve the same function of achieving wholeness 

through written expression. It can become a mandala by providing "center, pattern, and 

perimeter to the disparate elements of experience" (p. 37). In Chandler's view, unity is 

achieved not so much through stmctures as through the repetition and resonance of 

certain centralizing motifs and symbols. This repetition of motifs is what Jung referred to 

as "symbols of tiansformation"; unify the story of a life by centering it with associative 

meanings from reoccurring motifs. She believes that "constellating symbols" allow for 

life pattems to arrange themselves in new ways in our psyche to recover from trauma (p. 
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37). Chandler believed that hope is restored and strength is renewed by the 

reconfiguration of experience through telling one's story. 

Following humanistic psychological precepts. Chandler (1990) clarified that 

symbols are not to be taken as vessels of absolute tmth or insight, but as enablers. She 

states, "a symbol links the creative unconscious with the ordering consciousness. A 

writer open to such offerings of the unconscious has constant access to new ways of 

seeing and describing experience" (p. 77). She cited Progoff as stating: 

A symbol appears as a spontaneous image, which emerges from the depth of the 
personality and acts as a vehicle by which the potentiality latent in the 
unconscious of the individual can be carried forward. It provides the motive force 
by which this potentiality can unfold and become actual in the world, (cited in p. 
77) 

Chandler related writing to the transformative and enlightening power of images in 

paintings or artworks. In Chapters V and VI, I explore in-depth these issues as 

experienced through art and image making, from the inside out as artist and researcher. 

Also guided by Jung's theories, Stephanie Demetrakopoulos (1980) believed that 

the collective urge in many autobiographies is to give flesh once more to the archetype. 

She quoted Stephen Shapiro as saying, "every autobiography testifies to the power of 

models and then participates in the cycle of incamations by becoming a model itself... 

[by] making old myths available in new forms such as in the archetype of feminine 

destiny" (p. 180). For Demetrakopoulos (1980), this happens as follows: 

The conscious experience of woman's ties produces the feeling that her life is 
spread out over generations—the first step towards the immediate experience and 
conviction of being outside time, which brings with it a feeling of immortality. 
The individual's life is elevated into a type, indeed it becomes the archetype of 
woman's fate in general. This leads to restoration or apocatastasis of the lives of 
her ancestors, who now, through the bridge of the momentary individual, pass 
down into generations of the Future. An experience of this kind gives the 
individual a place and a meaning in the life of the generations, so that all 
unnecessary obstacles are cleared out of the way of the life stream that is to flow 
through her. At the same time the individual is rescued from her isolation and 
restored to wholeness. All ritual preoccupation with archetypes ultimately has 
this aim and this result, (p. 180) 
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Demetrakopoulos (1980) added, "this delineation of the matriarchal realm and 

matrifineal consciousness in so many individual women's autobiographies illustrates a 

major archetypal constellation of the feminine principle as experienced by women 

tiiemselves" (pp. 182-183)^'^ 

Background to Autobiography 

According to Saul K. Padover (1%9), the word autobiography is a recent one. It 

is generally accepted that Robert Soutiiey used it first in 1809 (p. xiii).^'* Nevertiieless, 

autobiographies and biographies were written before there was a name for them. Padover 

traces the oldest autobiography to Egyptian and Assyrio-Babylonian culture 

approximately 4500 years ago. These were written on clay and on stone, many of which 

have been deciphered today. Padover stated, "the story of Uni, a high official at the court 

of the Fourth Dynasty Pharoahs, is one of the first examples of early Egyptian 

autobiographies in existence" (xiv). In Padover's view, Egyptian autobiographies stress 

the immortality of the individual soul, while Assyrio-Babylonian autobiographies stress 

the virtues of military victories and conquests, these autobiographies; lack tme 

individualism and are devoid of inner life. Padover found that ancient Greece and Rome 

were poor in autobiographies. He stated, "after the fall of Rome the first tmly and 

completely subjective autobiography in Westem civilization produced . . . with no serious 

successor or imitator in more than a millennium was Saint Augustine's Confessions (A. 

D. 397)" (p. xiv). For Padover, Europe's Dark Age coincided in time with the Islamic-

'̂̂  Demetrakopoulos focused her study on four autobiographies to demonstrate the 
importance of feminine archetypes. Margaret Mead's Blackberry Winter, Lillian 
Hellman's Pentimento, Maya Angelou's / Know Why the Caged Bird Sings, and Maxine 
Zhu Kingston's The Woman Warrior" (1980, p. 183). 

'̂̂ James D. Femandez (1992) noted that the word autobiography is only two 
hundred years old but he mentions that Thomas Cooley located the first appearance of the 
word autobiography in the British Monthly Review in 1719, eariier than was thought in 
the Oxford English Dictionary, which is 1809. The first use of the word in the titie of an 
American book was The Autobiography of Thomas Shepard, The Celebrated Minister of 
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Oriental Golden Age; the latter reached a high point in art and culture, however, in which 

autobiographies were written for pleasure or for practical purposes. Padover then traces 

autobiography to the Italian Renaissance period, which for him was remarkable in that 

people of that period "rediscovered the human personality and wrote at length about 

themselves" (p. xv). '̂7 During seventeenth and eighteenth centuries a variety of 

autobiographies were produced. France led the field. Padover wrote, "men and women-

courtiers, writers, statesmen-produced the largest volume of autobiographies of quality 

and tme inwardness and self-probing in Europe" (p. xiv). Autobiography began in 

England around the sixteenth century with Thomas Tusser (1573) writing his life in verse 

form. Most autobiographies produced in England during the seventeenth century, 

however, were merely factual or historical in orientation and lacked inward spirit. For 

Padover, the high point of English autobiography was reached in the Age of Reason. 

From their eighteenth century on, Westem autobiography increased dramatically in 

number resulting in mass production. Padover stated, "one has the impression that 

Westem man [sic] has lost increasingly a sense of assurance and direction, sometimes 

desperately trying to find his bearings in what may perhaps be called an Age of 

Unhappiness" (p. xiv). Padover added, "modem autobiography is perhaps the most 

dramatic manifestation of world-wide self-doubt and quest for personal security through 

personal assertion" (pp. xiv-xvii). 

Padover (1%9) mentioned women autobiographers briefly but does not contribute 

an in-depth study of women autobiography.^'* For Manson and Green (1979), it is clear 

that women have made an important contribution to the genre of autobiography. For 

Cambridge, N.E. (Boston, 1832) a titie not used by Shepard himsetf when he wrote the 
piece. 

'̂7 Padover (1%9) mentioned the "adventurous" life of the goldsmith Benevenuto 
Cellini and the "contemplative" Vita of the scientist Girolamo Curdano as classic 
examples (p. xvi). 

'̂* Padover (1%9) included in his book excerpts of the autobiographies of 
Madame Du Barry, Madame de Montespan, Margaret Fuller, Helen Keller, Helen 
Blavatsky, and Vera Figner. 
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them, "like its male counterpart, women's autobiography had its origins in religious 

writings. They trace the evolution of the genre of women's autobiography and find 

parallels with the evolution of religious and social ideas and beliefs" (p. xvi). For them, 

writing "documents the increasing difficulties and complexifies involved in making acts 

of faith, and the increasing possibilities and complexities of choice for women to 

individualize literary forms and to search for new forms to accommodate paradox and 

ambiguity" (p. xvi).^'^ 

When, in 1976, Estelle Jelinek was looking for criticism on women's 

autobiography as part of her dissertation research, she describes finding practically no 

criticism on the topic. In her Women's Autobiography, Es.says in Criticism (1980) 

Jelinek includes fourteen essays by women relating women's autobiography. Some focus 

on content and others on form. From her studies, Jelinek (1980) found that it has only 

been since World War II that autobiography began receiving consideration as a literary 

genre worthy of serious critical study. Eariier research concentrated on "content and on 

the morality of the autobiographers themselves" (p. 1). In her view, during the 1930s, 

there was a revival of interest in critical analysis of autobiography, however, no 

distinction was mad between autobiography and biography, and both were viewed as "the 

story of a person's life" (p. 1) .^ Publications after the Second World War focused on 

the form of the genre but mainly on classical or British and Continental 

'̂̂  Manson and Green (1979) cited as example, the spiritual autobiography of 
Anne Bradstreet, the first American woman poet, A True Relation of My Birth, Breeding, 
and Life written around 1656; Margaret Cavendish's Memoirs; and Sara Coleridge's 
memoirs and letters. 

^ An example Jelinek (1980) mentioned is Edgar Johnson definition of 
biography, "it includes not only formal biography, but all kinds of autobiography—letters, 
joumals, reminiscences—for all biography is ultimately founded in a kind of 
autobiography" (Johnson cited in p. 1). Jelinek notes, for example, Georg Misch's 
History of Autobiography in Antiquity (1907), in which he documents the growth of the 
concept of individuality from Egyptian inscriptions through Greek love lyrics and Roman 
orations to its culmination, in Augustine's Confessions. She also mentioned Ann Burr's 
Autobiography: A Critical and Comparative Study (1909) as related to French memoirs 
and British Quaker joumals of the seventeenth and eighteenth centuries. 
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autobiographies," Further, women's autobiography is not mentioned with the exception 

of Gertmde Stein's Autobiography of Alice B. Tokas. Jelinek states, "a full-scale formal 

study of American autobiography has yet to be written" (p. 1), Similariy, Whitney 

Chadwick (1997) notes that eariy feminists wrote narratives of social and political 

content along with autobiography and have not been properly recognized. In Ruth 

Sherry's (1988) view, there is evidence that a very high proportion of the eariy writers 

(eighteenth and early nineteenth centuries) were women. 

In Jelinek's (1980) view, because women's autobiographies were neglected, 

women authors used men's names in order to be acknowledged as writers.̂ ^^ Jelinek 

states: 

As men women's experiences would be described in heroic or exceptional terms: 
alienation, initiation, manhood, apotheosis, tiansformation, guilt, identity crisis, 
and symbolic joumeys. As women, their experiences are identified as heartbreak, 
anger, loneliness, motherhood, humility, confusion, and self-abnegation, (p, 5) 

Suzanne Juhasz (1980) agrees with Jelinek that autobiography, as a literary genre, has 

been a male institution by and about men. 

In Jelinek's (1980) view, theories applicable to male autobiography are not 

adequate for the analysis of women's life studies, and reductive reading of the past or of 

women's writing and theorizing limits women's options. She stated that, for example, 

James Cox "believed that the history of America and the history of autobiography 

^' Jelinek (1980) included WiUiam Matthews' British Autobiography: An 
Annotated Bibliography of British Autobiographies Published or Written before 1951 
(1955), and Louis Kaplan's A Bibliography of American Autobiographies (1%1). 

^ For example, Elizabeth Cady Stanton becomes Alexander Stanton, Eighty 
Years and More; Mary McCarthy becomes Jonathan McCarthy, Memoirs of a Catholic 
Boyhood; Lillian Hellman becomes Robert Hellman, An Unfinished 'Man'; Kate Millett 
becomes Michael Millet, Flying and Sita. Shen-y (1988), too found that many women 
wrote using pseudonyms, for example, the Bronte sisters and "George Efiot" (Mary Ann 
Evans) (p. 22). Further, many women poets from the sixteenth to the nineteenth centuries 
were either aristocratic or childless. They circulated their work privately or kept it 
entirely to themselves. She mentions the cases of Emily Dickinson who published almost 
nothing during her own lifetime, and EUzabeth Barrett Browning's poems that were 
ignored for over a century. 
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developed together and that the periods of greatest productivity in autobiography 

correspond to important events in American history" (p. 5). She found, however, that the 

periods of increased diary writing by men (for example, the Revolution and tiie Gold 

Rush) are periods of decreased productivity by women. She discovered that female 

diaries and autobiographies increased as literary and educational opportunities for women 

improved. For her the peak periods of autobiographical productivity for women have 

been during the Progressive Era-1890 to the First Worid War, during the late 1960s and 

1970s, that is, during the high points of women's history, not parallel to that of men's 

times. Further, for Jelinek, recentiy published women autobiography is connected to a 

new self-consciousness in women, attributable to the feminist movement in United 

States. Sherry (1988) also believed that since the advent of the womens' movement in the 

late 1960s in Westem countries, women themselves have increasingly wanted to read, 

study, and discuss literary works by other women. James E. Breslin (1980) marked the 

1960s as the period of revival of confessional writing. Similarly, Lionnet Fran9oise 

(1989) stated authors Zora Neale Hurston, Maryse Conde, Marie-Therese Humbert as 

writing in the confessional manner but with an emphasis on the political, denoting an 

"unfailing commitment to a process of emancipation" (p. xii). Chandler (1990) 

mentioned as an example. Vera Brittain's Testament of Youth. Chandler stated, "the 

authority of an autobiographer is difficult to deny because of the circumscribed nature of 

the authority she claims" (p. 73). 

For Cynthia S. Pomerleau (1980), too, autobiography is one of the first literary 

genres shaped with the active participation of women. The characteristic of women's 

autobiography is to synthesize, "to see one's life as an organic whole, to look back for a 

pattem because women's lives are fragmented through their various roles, which are 

many times seen as inferior" (p. 37). 

Stanley (1992), Chandler (1990), and Pearse (1994) agreed that growth and 

proliferation are current taking place in women's autobiography, many of which are 

written by feminists. Abbott (1984) remarked that feminism identifies inequalities and 

injustices for girls and women and seeks to eliminate mistreatment and unequal treatment 
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through political action. Additionally, he stated that the goal is to "assert the values of 

women-tiie human dignity and worth of each individual woman and the distinctive 

contributions that women make to their culture" (p. 15). 

Fran9oise (1989) addressed autobiography under the notion of strength in 

diversity; for her, women writers "articulate a vision of the future founded on individual 

and collective solidarities, respectful of cultural specificities and opposed to all rigid, 

essentializing approaches to questions of race, class, or gender" (p. xii). Research by 

Demetrakopoulos (1980) concentrated in tiying to reestablish in her words, "tiie sacrality 

of feminine experience and to re-mythologize all human experience by tieating the 

development, characterization, and significance of the matriarchal realm in female 

autobiography" (p. 180). 

In terms of the reader of autobiography, Sayre (1994) believed that autobiography 

plays an important role. Sayre described that reading autobiography helps us understand 

the tme power and authority of autobiography. "People leam from how others are coping 

in a changing society, divorce, dmg problem, weight problem, teenage pregnancy, the 

loss of a job, a midlife crisis . . . alcoholism, retirement, abortion, a change of religion, 

living with a serious disease" (p. 611). In a fike manner, Sherry (1988) described that for 

women, "reading literary works in which their own experience are reflected can be an 

important authentication of that experience, and of their own identity and values" (p. 5). 

Further for men reading literary works by women can provide insight. 

Facts and/or Lies. According to Lynn Z, Bloom and Oriee Holder (1980), 

although a phenomenon, experience or action may be interpreted in various ways, when 

described by autobiographers, the authors "purport to believe what they assert." In this 

sense, "autobiographies purport to be tme," and readers are expected to accept the 

autobiographer's tmth; readers, however, are free to verify or discredit this tmth (p. 206). 

For Stanley (1992), too, "both biography and autobiography lay claim to 

facticity," however, in her view, "both are by nature artful enterprises which select, 

shape, and produce a very unnatural product" (p. 3). She added, "no fife is lived quite so 

much under a single spotiight as the conventional form of written auto/biographies 
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suggest" (p. 3), Stanley mentioned that Philippe Lejeune (1984) proposes the existence 

of a tacit "autobiographical pact" between the writer and readers (cited in p, 60),^ For 

her, tiiere is a "complete synonymity between the protagonist, the writer, and the person 

whose name appears on the titie page" (p, 60), 

Nevertheless, Padover (1%9), Sayre (1994), and Abbott (1984) argued that some 

autobiographies involve lies,^ Similariy, Nicole Jouve Ward (1991), in relation to 

bilingual authors, stated, "perhaps white woman always speaks with bilingual tongue. 

White woman speaks with forked tongue or lie to avoid conflict or complication" (p. 34). 

Or as Chandler (1990) posited, "autobiographers resort to metafictional devices to resolve 

the ironic discrepancies between form and experience" (p. 9). James D. Femandez 

(1992) cited Paul de Man who believed that autobiography is different from other forms 

of representation in degree, not in kind. "It is not more reliable, nor is it less problematic, 

rather; it reveals in a more striking way the irony of all representation" (de Man cited in 

p. 91). Femandez states, "we are accustomed to keeping the medium (language) separate 

from the object of representation (life) and the autobiographer confronted to express one 

medium being, in another medium, language" (p. 91, my italics). Therefore, for him, 

"autobiography takes part in a conflict of interpretations" (p. 61). In like manner. 

Chandler (1990) believed that human experience exceeds or eludes language. She stated, 

"language belongs to the 'outer world,' and the 'inner world' can only be approached 

indirectiy, by metaphor or impfication" (p. 82). Further, for Chandler, the "telling one's 

^ Stanley (1992) mentioned that the "pact" is said to have originated with Jean-
Jacques Rousseau's Confessions who swears to write "the tmth, the whole tmth, and 
nothing but the tmth" (p. 60). 

^ Padover (1%9) referenced H, L. Mencken's doubts about the dosage of tmth in 
anybody's autobiography (p, xviii) and describes Conan Doyle's quotes that, "no 
Englishman is really candid enough witii himself to write a tme autobiography" (p. xvi). 
Sayre (1994) mentions tiie autobiography of Stephen Burroughs (Memoirs of Stephen 
Burroughs), who is thought to have lied about his life-Burroughs pretended to be a 
minister. Another example is Benjamin Franklin who staged activities that depicted him 
as virtuous and industrious in the eyes of his neighbors. Abbott (1984) cites Heine's 
remark, "sincere autobiographies are almost impossible." For Heine, a "[hu] man is 
bound to lie about himself [herself]" (cited in p. 9). 
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own story is deeply regenerative human activity" (p. 3). In her view, "the impulse to 

communicate, intimately linked with survival itself is coupled with deep fmstration at 

the inadequacy of language and the device of conventional narrative to convey 

experience" (p. 3). Frangoise (1989) believds it is necessary to decode in an 

"autoethnographical mode" the inscriptions of culture, ethnicity, historical contradictions 

inscribed in our bodies' (p. 248). 

In contrast, Stanley (1992) referenced Mary McCarthy's Memories of a Catholic 

Girlhood (1957) in which she suggests that "rarely are lives deliberately fictionalized: 

ratiier they are the product of memory with all its faults and tricks. When it comes to tiie 

past, memory actually withholds the key, for we inevitably remember selectively" (p. 80). 

Memory and Time in Autobiography. According to Chandler (1990), "time is 

relativized; past, present, and future merge in autobiography" (p. 9). Various authors, 

however, see this happening in different ways. For example, for Stanley (1992), "the 

writer of auto/biography has, at the moment of writing, an active and coherent self that 

the text invokes, constmcts and drives towards" (p. 61). She added: 

Nevertheless, there is also textual recognition that the past is indeed past and thus 
essentially unrecoverable [referencing Barthes] "the self who writes" no more has 
direct and unproblematic access to "the self who was," than does the reader, and 
'the autobiographical past' is actually peopled by a succession of selves as the 
writer grows, develops, and changes, (p. 61) 

Chandler (1990) mentioned Christa Wolfs statement, "the past is not dead, it is not even 

past" (p. 53), to acknowledge what Eliot called "the presence of the past" in 

autobiography as a means to reconcile with oneself (p. 59). Chandler also cited John 

Sturrock as saying: 

If autobiography is to progress . , , it requires a revaluation less of the past than of 
the present, of the moments of writing , , , The autobiographical contract between 
writer and reader surely has a clause which says that the writer is addressing us 
from the moment of writing, not from the moments he [she] is remembering, 
(cited in p, 59) 

Chandler (1990) stated that if the past informs the present, the present also 

changes the past, and autobiography enacts the changing of the past She believed that in 
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narrative, present concems and values becomes a lens through which the past is viewed. 

Chandler cited Barrett Mandel as stating that the autobiographer's "present needs change 

his past, whatever interpretation of the same data he [she] may have had in moments 

preceding the writing of the autobiography will have disappeared forever as he writes 

'now'" (referenced in p. 60). 

Therefore, for Chandler (1990), one aim of autobiography is to allow the past to 

modify the present even as the present reshapes the past She cited Adrienne Rich's 

hyphenated term, 're-vision'-a reevaluation of the past in terms of the present which 

changes both past and present" (p. 64). For Chandler, all autobiography seeks to answer 

the question, "What are the uses of the past? Always the writer is looking again, seeing 

new, and finding new bases for action" (p, 64). 

In the same way, Steiner and Phillips (1991) mentioned that "it is reasonable to 

remember with less than absolute accuracy" (p. 20). They cite nineteenth-century 

historian, J. A. Proude as saying, "we read the past, by the light of the present, and the 

forms vary as the shadows fall, or as the point of vision alters" (Proude cited in p. 20). 

Steiner and Phillips (1991) reminded us that psychologists recommend that we 

live for today alone. They state, "we cannot forget the past. We enjoy the anticipation of 

things we plan for the future. And certainly, just as we are products of our past, what we 

do today will affect tomorrow. But today, now, is where our feet are resting" (p. 20). In 

highlighting the benefits of joumal writing for young adults, they see joumal keeping as a 

way to help people "leam the joy of living the present" (p. 20). 

Steiner and Phillips (1991) believed that in joumals we record today and the 

present-and the present quickly becomes yesterday and the past. For them, the joumal 

can also be a place to record today's memories of the past. They state, "how we see 

either today or yesterday, will be colored and influenced by the memories, feelings, and 

experiences out of our past" (p. 20). They cite Anais Nin's conoment regarding memory 

as "a great betrayer," because when she read her diary she found it different from the way 

she had remembered scenes and conversations (p. 20). 

Stanley (1992) mentions McCarthy stating that: 
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Memory's lane is a narrow, twisting and discontinuous route back through the 
broad plains of the past, leading to a self that by definition we can never 
remember but only constiTict through the limited and partial evidence available to 
US-half hints of memory, photographs, memorabilia, other people's 
remembrances, (p. 61) 

According to Chandler (1990), images aid the "course of remembering, retracing, 

and revising memory" tiirough providing a "microcosm" of an experience (p. 39). For 

her, memory provides the image, which becomes a center of meaning through 

imagination (p. 39). In like manner, Joanna Field (1987), from her own experience, 

stated "imagination uses mental images as wishfulfiUments, as a means of evading hard 

facts; but it also uses them as a way of thinking about hard facts, as an instmment, not for 

the evading of tmth, but for reaching it" (p. 50). For Field, a single image can be the 

result of what she calls the property of "expandability of symbols" (p. 50). In this sense, 

too. Field found that images are mediators between reason and passion. She references 

Jung's view that the mythological type of image has the capacity to reconcile idea with 

feeling. Its role of mediator provides a redeeming power—a power usually recognized in 

various religions (p. 224). For Fran9oise (1989), "history and memory have to be 

reclaimed to transform our understanding of ourselves" (p. 4). 

Chandler (1990) highlighted that there is a danger in the act of remembering and 

imagining. She mentioned that a common experience of autobiographers, victims of 

extreme violence, is their fear of remembering. She stated. 

The urge to explore the past competes with a powerful urge to escape it, specially 
if the past involves anguish and pain. The autobiographer must decide whether to 
resist memories or enter into them, whether to stay on the surface or to plunge 
into the past and become vulnerable again to recollected suffering, (p, 46) 

For Chandler, remembering is a decision and not an experience for everyone. She stated, 

"descending into the past and the depths of the self is a perilous joumey, not to be 

undertaken lightiy" (p, 46), She cited R, V, Arana as highlighting tiie gravity of the 

autobiographic risk. 'The autobiographer confronts the problem of facing one's inner 

demons, the monsters that drive one to the brink, or over the brink, into insanity" (p. 46). 
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In addition, "retuming to the things which drove one to the edge of despair or madness 

can take One there again . . . The danger of losing objectivity, of drowning by re-

immersion is real" (Arana cited in p. 46), Chandler (1990) highlighted that Jung too 

emphasized the dangers of such undertakings in his own autobiography. Memories, 

Dreams, and Reflections, where he writes of his experimental joumeys into the 

unconscious and the collective past. She cited Jung as saying, "remembering must be 

conducted with care and the right intention if it is not to result in paralysis" (p, 47), 

Likewise, Chandler (1990) noted that memories produce more memories, "Once 

opened, the Pandora's box of memory cannot be easily closed" (p, 51), Chandler 

referenced Wolfs comments about threatening memories that come upon her. For 

Chandler, writers write "to discover what they have to say [and] the discovery is often 

startling and threatening, and takes them into places they had not planned to enter" (p, 

51), She believed that for writers, "reentering the past is a daring act of self-exposure and 

a leap of faith" (p. 53). She stated, "the narratives are logs of the deep sea joumey into 

the wreck, effort to find the thing itself and not the myth by letting go of the protective 

conventions they live" (p. 53). 

Chandler (1990) likened autobiography with Freud's description of the process of 

remembering. Freud had found similarities between remembering and writing; 

remembering appeared to conflict with the impulse to repress. Autobiography is 

paradoxical in that there is an impulse to preserve the past and an urge to be rid of it. 

Chandler referenced George Yeats who believes that writing about the past gives 

the individual a way to "begin to forget it all" (Yeats cited in p. 54). Chandler stated that 

the metaphors autobiographers use to describe the processes of remembering and writing 

reflect this tension between opposite objectives. She said, "they speak of preserving, 

salvaging, redeeming, and resurrecting, but also of writing out the past—purging it, laying 

it to rest, bringing it to closure" (p. 54). She added, "writing which gets down the 

memories also gets them out" (p. 54). Chandler referenced Derrida's claim that "there is 

no writing which does not device some protection" and Riquelme's distinction of 
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metaphoric (understood as reclaiming and transforming) and ironic (understood as 

disclaiming or dismissing) (p. 54). 

Chandler (1990) referenced Wiesel's work as an example of writing that 

preserves memories almost too horrible to contemplate. His experience at Auschwitz as a 

way to acknowledge the past, including the wounds.^" Chandler mentioned that in 

imagining back, tiirough autobiography, there is a dialogue between memory and 

imagination, and the question arises, "am I remembering or imagining?" (p. 65). She 

believed that in this sense, autobiography may be considered "a hybrid: a factual mode 

that relies upon the fictive imagination, bringing memory and imagination together in 

order to stabilize the past" (p. 65). It includes facts from memories and stories (or 

second-hand sources) as noted by McCarthy: "memory is a complex route to the past 

leading to a self that we can never remember but constmct through the limited and partial 

evidence to us-half hints of memory, photographs, memorabilia, other people's 

remembrances in a manner in which autobiography and biography are as one" (McCarthy 

cited in pp, 38-39). 

Autobiography involves interpretation, which Chandler (1990) also saw as an 

"essentiaUy imaginative act" (p. 68). She mentioned Wiesel's view that "we cannot 

change events, but we can change meanings" (cited in p. 68). Interpretation imparts 

meaning and defines relevance. She added, "by means of the interpretative imagination, 

we build upon the past and preserve it" (p. 68). Chandler noted that Rich treats 

interpretation as the main function of autobiography by using "individual experience as a 

starting point for the reinterpretation of history, both collective and personal, by 

imagining a new way of seeing it" (p. 68). Chandler also saw imagination as another 

'^ Chandler (1990) described that often the effect of crisis is to numb the 
imagination. She mentions Wiesel's feelings of loss after the death of his father in 
Auschwitz: "I felt empty, barren: a useless object, a thing without imagination" (p. 67). 
For Chandler, journal entries written in a moment of crisis tend to have a cryptic, 
abbreviated quality, and often tend toward the literal. This is what Progoff calls "life-
directedness" signal elaboration and use of imagination (Progoff cited in p. 67). See 
Steiner and Phillips, 1991 for correlates with joumal keeping and imagination p. xi). 
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word for hope and mentions Rich's phrase, "the faithfulness I can imagine," which 

emphasizes a positive vision out of the negative (p. 69). 

Femandez (1992) believed that it is "only through the distorting lens of nostalgia 

or hope that the past or future comes to seem whole, identical to itself (p. 89). Chandler 

(1990) went further when she states, "the tiansformative or fictive imagination begins to 

overtake the reconstmctive action of memory . . . Autobiography becomes no longer 

primarily archaeological but architectural, as new stmctures are built upon old 

foundations" (p. 71). In this sense, for her, autobiography is re-imagining the events of 

one's own life in a process of objectifying, distancing, opening out, branching, and 

creating. Bmner (1983) too saw that "the past is a reconstmction rather than a recovery. 

Each reconstmction also containing the mark of what had been reconstmcted before" (p. 

5). Chandler, however, viewed growth as happening over old stmctures of our own 

history or past, while Bmner believed that, "the secret of history is forever lost through 

the process of reconstmction" (p. 5). 

Pearse (1994) saw autobiography as "a moment for remembrances and 

experiences of childhood that hone our sense of self to better understand ourselves" (p. 

118). For him autobiography serves to recall the past. Pearse referenced Home who 

relates "memory to history" as a means to "search for wholeness" (Home cited in pp. 

119-120). Steiner and Phillips (1991) believed that the point of vision alters with time 

and distance: "the important aspect is not how accurately we remember but how we feel 

about what we remember" (p. 47). For them, by looking back we see where we've been, 

where we are now, and even where we may go. Steiner and Phillips cite Thomas 

Carlye's essays' characteristics, 'The present is the living sum-total of the whole Past" 

(p. 48). By "walking backwards we discover the stepping-stones of our own history" (p. 

48). For Steiner and Phillips, envisioning the future is a way of working towards it and 

making it possible. They state, "the future belongs to you" (p. 61). They suggested that 

we claim our future through joumal keeping and tiius visualizing or anticipating the 

excitement for living it this future. 
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Differences Between Female and Male 
Autobiography 

Lynn Z. Bloom and Oriee Holder (1980) stated that, until recentiy, most theory, 

which informed autobiographical criticism, was based on analyses of works of men. I 

found this to be the case witii Padover's (1%9) writings. He provided a highly valuable 

research about the development of autobiography from ancient Egypt to the 1950s; 

however, the autobiographical examples he included were written by men only. 

Nevertheless, Sherry (1988) reminded us that the lives and experiences of men and 

women are different in many ways. Therefore, it is not surprising that such differences 

are reflected in the style and in what men and women write about. She remarked that in 

the past, works which centered on women were thought of as intended for women 

readers, while works which focused on men were intended for all of the public (men and 

women). For Sherry, although much literature written by women centers on women 

characters, on women's lives and experiences, "we must avoid retuming to the situation 

in which because a work is by a women it can be ignored or devalued" (p. 84). 

Sherry (1988) has found that in terms of treatment, women writers give more 

detailed depictions of women's lives, ideas, emotions, and preoccupations, than have 

men. In men's work, women are seen as they relate to men romantically, or sexually.^^ 

Nevertheless, when women depict sexual activity, they are interpreted differentiy from 

men's sexual narratives. She cited as an example the case of Mary McCarthy's novel. 

The Group (1%3). In Sherry's view, men see McCarthy's description of sexual activity 

as sardonic and mocking. Sherry believes that "if the subject is legitimate in men's 

writings it should be equally legitimate in women's work" (p. 10), 

^^ Sherry (1988) mentioned that in the literature male writers tended to create 
women characters who are essentially stereotypes—they presented two of women, "the 
blond, novel, and pure Rowena, and the dark, exotic, presumably passionate Rebecca" (p, 
29), 
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Sherry (1988) encountered one difference between men and women's work is 

usage of language, vocabulary, intonation, style of discourse, and conventions.^^ In her 

view, "language of public communication works towards men's needs not women's" (p. 

18). She states, "for women to adopt, or to continue to use, masculine-oriented language 

and style of discourse is to do themselves a disservice" (p. 18). Fran9oise (1989) also 

questioned discourses of power that "perpetuate exploitation and subjugation tiu-ough 

discourses of power" (p, 5). Gloom and Holder (1980) credited Jelinek and Juhasz for 

differentiating between women's and men's autobiographies, particulariy in matters of 

organization, conventions, narrative techniques, and styles. Gloom and Holder stated, 

"women's autobiographies are less organized, less synthetic, more like diaries, honest 

records of the moment.. . which do not impose the order of the next day on the record of 

the previous day" (p. 207). Women's autobiography is mainly written from the first 

person point of view. Women style is casual and informal, while men's autobiographies 

are stmctured and orderly. In this sense. Bloom and Holder quoted Wayne Shumaker as 

stating, "the typical [man's] autobiography is a summing up, a review of the whole life or 

an important segment of it" (cited in p. 207). 

Jelinek (1980) encountered chronology, linear narrative, orderfiness and 

directionality in men autobiography.^ Ruth Sherry (1988) added to Jelinek's list reason 

^^ Sherry (1988) stated that Harriet Beecher Stowe's Uncle Tom's Cabin (1852) 
although of high quality by today's standards and now is being re-evaluated, was 
accepted by slaves but was dismissed as sentimental by critics. 

^^ Jelinek (1980), for example, mentioned that Saint Augustine "narrates his life 
story progressively up to the time of his conversion and then crowns it with three 
chapters of brilliant intellectual analysis" (p. 17). Rousseau's confessions "are 
persistently chronological and progressive" (p. 17). She added that Benjamin Franklin 
"wrote his autobiography during several sittings over a period of eighteen years, yet he 
resumed the narrative each time where he had left off," and she found that Goethe's 
autobiography is also "methodically chronological" (p. 17). (See also Juhasz [1980] for 
this notions in men's autobiography.) Similarly, Bottrall (1%2) found that men provide a 
"brief account of their origins and up-bringing, and then proceed chronologically, 
selecting and dwelling on certain episodes, which in retrospect, appear important and 
interesting" (p, 7), 
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and logic, while she highlights altemative modes such as associative, anti-logical, non-

chronological modes in women's writings. Jelinek (1980) detects that "irregularity rather 

than orderiiness informs the self-portraits by women"(p. 17).̂ ^̂  She states, "the 

narratives of their lives are often not chronological and progressive but disconnected, 

fragmentary, or organized into self-sustained unites rather than connecting chapters" (p. 

17). Jelinek adds. 

The multidimensionality [of] women's socially conditioned roles seems to have 
established a pattem of diffusion and diversity when they write their 
autobiographies as well, and so by established critical standards, their life shidies 
are excluded from the genre and cast into the "nonartistic" categories of memoir, 
reminiscence, and other disjunctive forms, (p. 17) ̂ ° 

In this sense, Abbott (1984) expressed a view of the female version of the diary 

format as reflecting (in many cases) the lives of women who are unmarried, oppressed, 

victims of stereotypes, because of their gender, and as depicting a sense of powerlessness 

due to women's social conditioning. Aligned with the authors mentioned above, Manson 

'^ For example, Billson and Sidonie (1980) refer to An Unfinished Woman by 
LUlian Hellman as having a "disjointed quality to it" (p. 163). Bloom and Holder (1980) 
mention Anais Nin's Diary in Context as an example of "the stmctural discontinuity and 
pervasive thematic concems which seems to typify women's autobiography in particular" 
(p, 213). 

^"Jelinek (1980) describes examples of discontinuity and intermptions in the 
work of various women writers: 

Kempe intermpts her narrative with long apostrophes to God and with 
descriptions of her many weeping fits, Stanton's history is interrupted by 
anecdotes, portraits of people, and quoted letters and articles of her own and by 
others. Angelou's Caged Bird proceeds chronologically, but most chapters or 
groups of chapters are self-sustaining vignettes or short stories. Almost half of 
Tillich's From Time to Time (1973) consists of poems, playlets, dreams, dramatic 
allegories, diary extiacts, and character sketches distributed throughout a narrative 
organized around the various towns and cities she inhabited as a child and adult. 
The controlled chaos of Millet's autobiography, with its mixed chronology, 
flashbacks within flashbacks, sometimes three times removed, and its stream-of-
consciousness and associative narrative, clearly reflects the fragmentation she 
experiences in her multiple roles as a writer, teacher, filmmaker, critic, sculptor, 
political activist, bisexual, and feminist, (p. 18) 
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and Green (1979) are in agreement in that women and men write distinctively in form 

and content Manson and Green state that, for example. Saint Augustine's Confessions 

and Rousseau's Confessions, the archetypal models of male autobiography, are not 

representative models for women's autobiographical writings. From an analysis of Julian 

of Norwich's Revelations (1373-93, the first example of a woman's self-disclosure in 

Engfish), Margery Kempe's The Book of Margery Kempe (1436-38), and tiie spiritual 

autobiography of Anne Bradstreet (1613-72) Manson and Green found that these women 

do not "represent the 'self as a battle of opposing forces in which one triumphs over the 

other" as in spirit over flesh in St. Augustine or the spiritual batties and events as a 

background or landscape for Rousseau's self-discoveries (p. xiii)." Instead, the self-

portrait includes the real presence and recognition of another consciousness; an "other" to 

use Simone de Beauvoir's concept but not as existing in relation to the male identity, 

rather as an "other" fully autonomous self in which the "I" of the narrative is an intense 

perceiver of the situation and moment (p. xiii). For Manson and Green, these three 

models offer "compelling pattems for women's self-disclosure of their journeys and their 

outer commitments [emotional, social, political, and religious]" (p. xv). Marcus K. 

Billson and Sidonie A. Smith (1980) also identified women's autobiography of self-

disclosure and mention Lillian Hellman's narrative as being "self-revealing, and 

denoting, extraordinary self-awareness and often an ironic toying with the understanding 

of her own identity" (p. 169). They describe Hellman's strategy in both An Unfinished 

Woman and Pentimento as also that of the "other" (p. 179).^' For Billson and Smith, the 

"repossession of the past in the articulation of the 'other,' becomes an act of renewal in 

the midst of a sense of loss" (p. 179). They stated, "the disclosures and revelations are 

left open to the reader.,, the last arbiter of meaning, the final and silent 'other'" (p. 

179), 

^ ' Marcus K, Billson and Sidonie A. Smith (1980) detail that in the case of 
Hellman's writings, she uses the metaphor of the other "to see the self not as confining 
ego, but as the sum of all past experiences; it enables her to confront the unfulfilled 
desires of her life through the process of conscious recall; and it provides her witii 
another means to create drama" (p. 179), 

259 



Nevertheless, in her particular selection of autobiographies for analysis, Jelinek 

(1980) discovered that tiie majority of autobiographies are of a "non-confessional natiire" 

(p, 13), She stated that autobiographers of both sexes have in common being silent with 

regard to "admission of intense feelings of hate, love, and fear, disclosure of explicit 

sexual encounters, or detailing painful psychological experiences" (p. 13). For her, it is a 

means of detachment from possible judgment by unknown audiences, and for Jelinek, 

"this characteristic of detachment explains the discrepancy between the critical ideal of 

autobiography as a genre of disclosure and the thousands of non-confessional testimonies 

that exist" (p. 13). Jelinek mentioned that a distinguishing feature between men and 

women is the "style" of how they distance themselves from certain subject matters (p. 

13). 

Another discrepancy that Jelinek (1980) encountered between theory and practice 

for both, women or male autobiographies is the "ideal of introspection and depiction of 

inner emotions," since she has detected very few "intimate, introspective 

autobiographies" (p. 10). For her, "the emphasis put into the ideal of self-reflection has 

to do with the need to legitimize autobiography" as distinct from historical documents (p. 

10). According to Jelinek, the subjects omitted from male and female autobiographies 

are referring to siblings, children, mates, and romantic attachments (although some 

women refer to their children and romances).^^ Pomerleau (1980) agreed with Jelinek in 

that men will rarely touch on their "intimate or domestic relation . . . wife and children" 

(p. 27), Field (1989), however, speaking from the inside, as writer and researcher of 

joumals, believes that the diary and the diary novel are places for people to develop 

thoughts at some leisure rather than merely to note outside events. For her, it is "entirely 

normal for the writer of a diary to avoid explanations of names, titles or relationships, 

since in most cases there is to be no audience" (p. 94). 

Additionally, Jelinek (1980) found that "the consensus among critics is that a 

good autobiography not only focuses on its author but also reveals his connectedness to 

^^ Jelinek (1980) mentioned for example, that Stanton, Duncan, Oilman, and 
Mead, and others write about their children in their autobiography. 
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the rest of society; it is representative of his time, a mirror of his era" (p. 7). Yet believes 

that "women's autobiography rarely mirror the establishment history of their times" (p. 

7), For her, male autobiography centers on "success stories" (p, 7),^^ while women's 

autobiographies place less emphasis on the public aspects of their lives, world affairs, or 

careers. She states, "women concentrate instead on their personal lives—domestic details, 

family difficulties, close friends, and especially people who influence them" (p. 8), 

Jelinek adds, "this emphasis by women on the personal, especially on other people, rather 

than on their work fife, their professional success, or their connectedness to current 

political or intellectual history clearly contt-adicts the established criterion about tiie 

content of autobiography" (p, 10). 

Patricia Meyer Spacks (1980) supported Jelinek's views when she stated, "women 

have traditionally had more difficulty tiian men about making public claims of their own 

importance" (p. 112),^ For Meyer Spacks, one reason why women have excelled in 

diary and joumal format writing is that, "it doesn't require such claims, but a coherent 

interpretation of their experience" (p. 112). Further, she believed that although women 

have begun to fill significant political roles, their narratives go beyond obvious facts or 

events. She stated that many women of public accompfishment "implicitiy stress 

uncertainties of tiie personal, or hidden costs, denying rather tiian glorifying ambition, 

evading rather than enlarging private selves" (p. 132). Nevertheless, for Spacks (1980), 

"women's strategies of narrative reflect both a female dilemma and a female solution to 

it" (p, 132), 

Juhasz (1980) referenced Spack's comment that it is "the private that constitutes 

the reafity which women experience; not the domestic life . , . but the inner life of the 

^^Jelinek (1980) mentioned as "success stories" Augustine's Confessions (400), 
Rousseau's Confessions (1871), Gibbon's Autobiography (1793), Goetiie's Poetry and 
Truth (1812-31), Franklin's Autobiography (1791), The Autobiography of Malcolm X 
(I%5) WUlie Monis's North Toward Home (1%7), and Norman Podhoretz's Making it 
(l%7)~aU of which, "though personal in some respects, are also success stones and can 
be read as histories of their eras" (p. 7). 
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imagination, which is "real" (cited in p, 231), For Juhasz, women's reality in 

autobiography is the "urge to legitimize the tmtii of tiie imagination, especiaUy because it 

is so often in conflict with the tiiith of society. Writing emerges as the only means of 

freedom" (p. 231). In her view, this is tme, for example, in The Woman Warrior: 

Memoirs of a Girlhood among Ghosts by Maxine Zhu Kingston. Juhasz stated, "the book 

is about trying to be an American, when you are the child of Chinese emigrants; trying to 

be a woman, when you have been taught that men are all that matter; trying to be a writer, 

when you have been afraid to speak out loud at all" (p. 231). In Juhasz's view, "the book 

arrives at an answer: it proposes the writer as woman warrior, and in doing so, defines 

both the specific autobiographer of this memoir and . . . the task of the woman 

autobiographer in our time" (p. 235). Juhasz added, "it is through words-through finding 

them, forming them, saying them aloud, in public-tiiat Kingston reaches selfhood" (p. 

236). 

From her findings, Jelinek (1980) mentioned that autobiographers write about 

their parents (although Gertmde Stein appears "motherless" and "fatheriess" in her 

autobiography) (p. 12). She stated, "the pattem however is for autobiographers to 

emphasize one parent, often to the exclusion of the other one" (p. 12), Women are less 

likely to focus on their mothers than are men, although some focus on both parents 

equally (for example, Simone de Beauvoir depicted her love for both her parents). For 

Bloom and Holder (1980), women identify with and write about the parent who is an 

"achiever, kindest, or most understanding, mother or father" (p. 209). 

Contrary to Jelinek's (1980) belief, Demetrakopoulos (1980) saw women's 

autobiography as reflecting matrifineal roots and as closely connecting with the motiier 

archetype. Further, for her, "it is the privilege of women to present the image [mother 

archetype] and to embody the consciousness toward which the image strives" (p. 205). 

SimUarly, Felstiner (1988) in describing Charlotte Salomon's autobiography believes that 

"it assumes the access women have to each other's bodies and minds" (p. 331). She 

*̂* Spacks (1980) included in her analysis of women writings: Emmeline 
PaiUdiurst, Dorothy Day, Emma Goldman, Eleanor Roosevelt and Golda Meir. 
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found that figures mother/daughter lose their "separateness so that a shared therapy can 

emerge" (p. 331). Felstiner (1988) investigated still deeper woman/mother relationships. 

She referenced Nancy Chodorow: "some theorists see female identify formed by a 

daughter's linkage with the mother, in contrast to male identity, formed by severance 

from her" (Nancy Chodorow referenced in Felstiner 1988, p. 330). For Felstiner, 

"women's autobiographies including Life or Theater? if studied in numbers, might show 

how readily daughters reproduce maternal pattems" (p, 330), In this sense, 

Demetrakopoulos (1980) encountered an absence of the matriarchal realm "a feminine 

vacuum in male autobiography" (p. 205), She stated, "men stand apart in this 

mother/daughter duality although they cleariy respond to the image" (p, 205), 

In regards to the depiction of childhood experiences, Jelinek (1980) also found 

differences between men and women's writings. She stated: 

Men tend to idealize their lives or to cast them into heroic molds to project their 
universal import. They may exaggerate, mythologize, or monumentaUze their 
boyhood and their entire lives. Perhaps for fear of appearing sentimental, they 
often desist from revealing crises in their childhood but are more likely to relate 
adult crises, usually tuming points in their professional lives, (p, 14) 

According to Jelinek (1980): 

This view of their childhood as idylls of innocence and redemption and of their 
lives as heroic seems to be a male literary tradition. The proclivity of men toward 
embellishing their autobiographies results in the projection of a self-image of 
confidence, no matter what difficulties they may have encountered, (p. 15) 

In Jelinek's (1980) view, this is contrary to the self-image projected in women's 

autobiographies: 

What their life stories reveal is a self-autobiographical intention , . , often 
powered by the motive to convince readers of their self-worth, to clarify, to 
affirm, and to authenticate their self-image. Thus, the idealization or 
aggrandizement found in male autobiographies is not typical of the female mode, 
(p. 15)^^ 

^^ See Bloom and Holder (1980) for a similar analysis. 

263 



Women's self-image is projected by the very means used to distance or detach 
themselves from intimacy in their life stories-a variety of forms of 
understatement. In place of glowing narratives, women tend to write in a 
straightforward and objective manner about both their girihood and adult 
experiences. They also write obliquely, eUiptically, or humorously in order to 
camouflage their feelings, the same technique used to play down tiieir 
professional lives. Even when they risk themselves by relating crisis, usually in 
girlhood, it lacks the nostalgia men seem to experience, (p. 15) 

Juhasz (1980) quoted psychologist David McClelland as saying, "women are 

concemed with the context,,, men are forever trying to ignore it for the sake of 

something they can abstract from it" (cited in p, 223). Juhasz describes this as follows: 

When you ask a woman, what happened? you often get an answer in the style that 
McClelland has labeled circumstantial, complex, and contextual. You hear a 
series of "he saids" and "she saids"; you are told what they were wearing, where 
they were sitting, what they were eating; and slowly the story unroUs. The 
woman is omitting no detail that she can remember, because all details have to do 
with the sense of the nature of "what happened." A man, on the other hand, will 
characteristically summarize: give you the gist, the result, the point of the event, I 
often find myself asking, "but how did that come about? What did they say? 
What did she say? He usually hasn't remembered." In their form, women's lives 
tend to be like the stories that they tell: they show less a pattem of linear 
development towards some clear goal, than one of repetitive, cumulative, cyclical 
stmcture. (p. 223) 

Self and Others 

Except for Jelinek's (1980) view that autobiography by women does not mirror 

the society in which it was produced, the review of the literature reveals that 

autobiography (by men or women) although mainly written for and about the self, 

simultaneously is a testimony of an epoch, a fact that in my view, elevates autobiographic 

writing and reading to magnified proportions. Felstiner (1988, 1994) is convinced that 

while highly personal and introspective, Chariotte Salomon's (1981) autobiography 

mirrors the Nazi Era. The reasons for Salomon's exile were due to persecution of Jews in 

Germany, and her msh in carrying out her artwork to completion as soon as possible was 

due to the imminent German invasion of France to which she had fled. 
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Sayre (1994) is persuaded that autobiography communicates as much about its 

author as it does about the times during it was created. He mentioned German historian 

Wilhelm Dilthey who saw autobiography as the primary historical document. Sayre 

states, "the autobiographer writes history; the reader of autobiography finds history 

revealed" (pp. 6-7). In this sense, he believes that autobiography is a kind of scrapbook, 

someone's "personal scrapbook"^ but as a whole, it is a kind of "national scrapbook" 

preserving people's experiences that would not be preserved otherwise (pp. 6-7),^ Sayre 

has found that some authors view autobiography as expressing universals and as 

uplifting, refined, and almost impersonal. He believes that autobiography discloses the 

author's and the culture's concept of self. He states, "an autobiography not only reveals 

an author's broad concept of the self as, a transcendental universal... it also reveals 

modes of behavior, styles, tastes, education, and vocations known as forms of identity" 

(p. 12). He added that autobiography is an historical revelation of cultural values of the 

person who wrote it and the audience it was written for—it reflects the peculiar 

experiences, the hopes and fears, and the values and ideals of those generations included 

in the autobiography. Sayre believed that what people choose to preserve in 

autobiography is not accidental. In his view, one of the greatest reasons for the growth of 

interest in autobiography in USA since the 1960s is the need to leam about other 

Americans of different cultures, by finding autobiographers "both like and unlike 

ourselves" (p. 4). 

'^ Sayre (1994) clarified that a scrapbook may seem too random, accidental, and 
disorganized, and not provide continuous narratives, for him, these bits of information are 
yet important in telling us something we never knew and could not have leamed 
anywhere else. 

^7 Sayre (1994) mentioned Lucy Larcom's New England Girlhood in which she 
tells of her experiences shared by hundreds of other young New England women. For 
him, her descriptions of that time and place illustrate a vital episode in American 
industrial and social history. Sayre added that Walt Whitman's Specimen Days "records 
the sights and sounds and sufferings, the amputations, diseases, and deaths, in Civil War 
hospitals better than any official history" (p. 6), In like manner the hundreds of American 
slave narratives contain facts about slavery that until the last thirty years, were not told in 
textbooks. 
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In agreement with Sayre, Padover (1%9) stated, "autobiography frequentiy 

reflects national character and . , , can supply a rich source of materials for the 

understanding of diverse peoples" (p, xvi). He added that from tiie written lives of 

people we can leam about the universality of humanity and the "one-ness" of humanity 

(p. xvi). He stated, "a Tolstoy or a Gandhi tells us much about himself but he also 

reveals much about his national background" (p, xvi). Likewise, for Femandez (1992), 

The autobiographer manipulates the contrast between personal and national 
histories: the individual may appear like an object of reduced scale, good and 
handy for measuring the dimensions of the surfaces but he or she can also use 
autobiography to discredit others who have set themselves up as bearers of the 
Nation's standard, (p, 51) 

Jerome Bmner (1983), a psychologist and educator who identifies himself as an 

intellectual autobiographer, stated in like fashion, "I find myself not just inside but 

outside as well" by means of his environment and interrelation with other people (p. 288), 

For Stanley (1992), too, feminist autobiographies relate self and others. She stated, "self 

is constmed and explored as much more than individual; unique in one way but also 

closely articulating with the lives of other" (p. 14). Further, "the setf who inscribes, who 

is, is herself meshed with other lives which give her the meaning it has" (p. 14). Bottrall 

(1%2) saw autobiography in a flourishing stage. She conceived it as "self-portraiture 

that demonstiates the continuity of human types and human problems" (p. 11). 

Manson and Green (1979) believed that autobiographies of women provide a 

valuable record of inner lives and outer lives, "images of themselves, and of society's 

expectations for them" (p. vii). They see autobiography as a joumey of action and 

movement will to choose, direction, implying a goal beyond the self. For them, "the 

joumey beyond self leads not to obliteration but to self-discovery and self-realization" (p. 

vii). They mention Sara Coleridge's Memoirs as reflecting "cultiiral currents while 

revealing a strong sense of self-identity" (p. viii). Spacks (1980) believed that by 

definition, autobiographies make the private public and that the "act of autobiography 

uncovers aspects of personality and experience which normaUy remain hidden" (p. 112). 

Nicole Ward Jouve (1991) viewed autobiography as a discovery and a totally private. 
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even eccentric activity that carries a political or public face. For her, autobiography 

reflects the "universal forms of behavior which the imagination perceives" (p. 34). 

Femandez (1992) held that the history of autobiography cannot be separated from 

the history of our social, religious, and legal institutions. He cited James Olney as 

saying, "it is my opinion tiiat, though it treats often specific places and times, an 

individual's . . . autobiography is more universal then it is local, more timeless than 

historic and more poetic in its insignificance than merely personal" (Olney cited in p. 10). 

Joanna Field (1987) also noticed that in her own writings, her discoveries were new only 

to her. She stated, "many [of her discoveries] are in fact tmths that have been proclaimed 

at intervals throughout centuries" (p, xxiii). Sherry (1988) also believes that "much 

literature written by women, in whatever period, clearly reflects the contemporary social 

and political situation" (p, 12), 

Autobiography and the Internet 

New technologies impact and shape our contemporary daily lives. Electronic 

diaries, messages, and letters are more immediate than are other writing forms— 

sometimes more intimate due to spontaneous reaction and less reflection, sometimes 

more restricted since they can be forwarded easily to others. Personal Websites are 

another new variation of autobiography seen as non-linear and ongoing, Clive 

Thompsons (2002), in his Autobiography: Diarists are Exposing Themselves on the Web, 

Giving Whole New Meaning to the Word Shameless, writes about Blogs (meaning Web 

logs), "a new on-line trend consistent of confessional Websites that are updated at least 

on a daily basis" (p, 57),^ He mentioned as as example 26-year-old Maura Johnson, 

who has been blogging for years (www,maura.com). describing events of her life and 

linking aspects of it from the past and present, the result of which, according to 

Thompson, is a reflection of how memory interweaves experience. He noted that some 

critics dismiss the trend as "unbridled narcissism," a comment that sprout angry 
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responses from other Bloggers: "Blogs aren't about producing polished glossy bits of 

media fike magazine articles or book chapters. They're more fike punk rock. It's about 

the experience of doing i t , , , More like a therapy or self-discovery" (anonymous Blogger 

cited in p, 61), 

The Intemet is saturated with entiies of the most diverse nature. For example, 

regarding autobiography, R, Hays Cummins, a professor of Interdisciplinary Studies at 

Miami University, posted his Nature Autobiography (2(X)2) through the Worid Wide 

Web as part of his Nature of Human Nature course. On this website, the author described 

his childhood experiences with the natural environment, and his adult preferences for the 

geological sciences and meteorology in order to inspire his students to write 

autobiography [http://jrscience,wcp,muohio,edu/htinl/SciAutobiography.htmI]. To my 

surprise, various authors whom I have selected to explore autobiography in this paper are 

cited for use in this Website course. Similarly, I encountered a Web page titied My 

Autobiography by Michael J. Miller, a high school graduate in 1998. He places emphasis 

on aspects of his life as they relate to adventures in natural environments and his interests 

for archeology. The page is hosted by GeoCities 

[http//www.geocities.com/Yosemite?trails/5685/autobio.htinl]. 

George P. Landow, Professor of English and Art History at Brown University, 

posted a series of papers on autobiography, including Autobiography, 

Autobiographicality, and Self-Representation (1994), in which he distinguishes between 

autobiography (retrospection) and setf-representation (everything a person says or 

expresses). He stated: 

To qualify as autobiography a work must not only present a version, myth, or 
metaphor of tiie self, but it must also be retrospective and hence it must self
consciously contrast two selves, the writing "I" and the one located (or created) in 
the past. If a work does not meet this description, it seems more helpful to see it 
as an example of self-representation or autobiographicafity, (p, 1) 

^ C, Thompson (2002) listed the major Blog sites existent to date: 
www,diaryIand.com; www,blogger,com; www,liyejoumal,com; www.boingboing.net 
www.suck.com; www.maura.com; www.jennicam.com; ladieland.diaryland.com. 
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Other tities posted by him are Beginnings, Myths of Childhood, and Autobiography; 

Childhood as a Personal Myth in Autobiography; The Problematic Relationship of 

Autobiographer to Audience; Victorian Autobiography as Victorian; Fictional 

Autobiography: Definitions and Descriptions. 

[http://65.107.211.206/genre/autopbio2.html]. 

Various Intemet sites provide guidance as to how to write autobiography such as 

{http://va.essortment.com/howtowritea_ryes.htm] and 

http://www.sarasota.kl2fl.uus/bhs/bryan_auto.html]. SOILS, Rutgers, The State 

University of New Jersey has a Web entry titied; Vandergrift's Biography and 

Autobiography Page listing many autobiographical writings 

[http://www.scils.mtgers.edu/~kvander/biography.htnil]. 

Other examples are autobiography of outstanding individuals throughout history 

posted in their entirely or else excerpted by other people; to mention one case, Ian 

Pitchford and Robert M. Young posted Thomas Henry Huxley: Autobiography in which 

Huxley produces a chronological account of his life. He begins his story, 

I was bom about eight o'clock in the morning on the 4"" of May, 1825, at Ealing, 
which was, at that time, as quiet a littie country village as could be found within a 
half-a-dozen miles of Hyde Park Comer. Now it is a suburb of London with, I 
believe, 30,000 inhabitants . . . [and he ends it with] I hope that I had somewhat 
helped the movement of opinion which has been called the New Reformation, 
(pp. I -5) [http://human-nature.com/darwin/huxIey/autobiography.html] 

The autobiography of St. Teresa of Avila is posted by Harry Planting a—Christian 

Classics Ethereal Library [http://www.ccel.org/]. This trend, in my view, indicates that 

autobiographical accounts of people's lives are viewed as highly important and worth 

sharing with others. New technologies such as the Intemet allow for many more voices 

to be heard. Autobiography is a genre fully accepted in our times. Computer technology 

and the Intemet are new media to approach autobiography. 

269 

http://65.107.211.206/genre/autopbio2.html
http://%7bhttp://va.essortment.com/howtowritea_ryes.htm
http://www.sarasota.kl2fl.uus/bhs/bryan_auto.html
http://www.scils.mtgers.edu/~kvander/biography.htnil
http://human-nature.com/darwin/huxIey/autobiography.html
http://www.ccel.org/


Chariotte Salnmnn's Life? or Theater? Art as Transformation 

Introduction 

In reviewing the literature for this dissertation, I found no self-study from the 

perspective of an artist/researcher' that documents the process of artmaking immediately 

after the experience of creation and that places emphasis on the transformative power of 

art for makers and viewers. The absence of such a self-study indicates that this study at 

hand might be a first attempt to document creative processes from within the experience 

of visual artmaking. Pat Allen's (1995) Art as a Way of Knowing speaks of the 

tiansformative power of art from an ex post facto approach. She recollects twenty years 

experience with art and artmaking processes, which in her life, abounded in self-

knowledge and spirituality. Allen's ideas support my own views that art has inunense 

power and is transformative in nature. Barbara H. Greenwood's (19%) work relates a 

seven-year art joumey towards healing. Based on her personal experience and 

exploration, she proposed the notion that different materials can be used to address 

different pathologies. Greenwood's findings, from a visual artist's standpoint, parallel 

Marilyn Chandler's (1992) conviction about the power of visual and written 

autobiography for recovery from trauma and crisis characteristic of visual and written 

autobiography. Ed Check (19%) highlighted the importance of finding our voice, of 

witnessing, and of testifying to our experiences. In my view, Charlotte Salomon's life? 

or Theater?^^ is a compilation of these and other views about autobiography, for heating, 

finding one's voice and testifying, as well as joumeying towards transformation and 

spirituality. For Check, "coming up (Jewish as in Salomon's case) qualifies as a way of 

testifying, of bearing witness to personal, social, and cultural reaUties that society would 

^^ Salomon, C, (1981), Charlotte: Life or Theater? An Autobiographical Play by 
Charlotte Salomon. (Preface by Judith C, E, Belinfante, Introduced by Judith Herzberg, 
Trans, from German by Leila Vennewitz), NY and Canada: A Studio Book, The Viking 
Press in Association witii Gary Schwartz & Penguin Books Canada, (Life? or Theater? 
originally produced between 1941-1942), In this book publication, the paintings are 
reproduced at two-thirds of their original size (Schwartz, 1981). 
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like to forget.. . Salomon's art is not only testimony to a difficult time, it also bears 

witness to significant issues in her life" (p. 55). 

Check (19%) (one of my dissertation committee members) introduced me to 

Mary Lowenthal Felstiner's (1988) Taking Her UfeJHistory: The Autobiography of 

Charlotte Salomon. This article offers a valuable analysis of Chariotte Salomon's work 

from the autobiographical standpoint. Autobiographical standpoint is understood by 

Jelinek (1980), as a story of a person's life written by him/herself; by Bloom and Holder 

(1980) as metaphors of sel; by Stanton and Plottel (1984) as tiie story of one's 

personality; by Stanley (1992) as the I as a seeing I, a seeing eye, and ideological 

accounts of lives; by Check (19%) as the witnessing of self; by Chandler (1990) as an act 

of personal examination, as an archetype of crisis story, as a healing act and by 

Femandez (1992) of autobiography as a vital impulse to order. 

Through Felstiner (1988) I leamed about Salomon's "masterpiece" Life? or 

Theater?^^ which has been assembled and published in the form of a book titied, 

Charlotte: Life or Theater? An Autobiographical Play by Charlotte Salomon. Although 

I have not seen the original piece (which now belongs to the Jewish Historical Museum 

in Amsterdam), the book edition reflects what in my view is a monumental piece of art— 

in size and scope. It is the most compelling example of art I have come across with, since 

it reveals the power of art in many of its facets, including its power for self-knowledge, 

healing, and transformation, Johansen (1983) believes that art of this magnitude is art 

that provides the awareness of unity of consciousness beyond object/subject dualism. 

This belief is analogous to Ken Wilber's philosophical views regarding the stmctural 

levels of consciousness, which provide the fundamental theoretical frame for this study-

^ I am using the term "masterpiece" as understood by Johansen (1983) 
referencing Ananda Coomaraswamy (a renowned Indian philosopher) who said, "art of 
the spirit and for the spirit [because when experienced] spirit has an unmistakable flavor 
to it" (p. 71). In refening to Life or Theater? Felstiner (1994) states, "rarely an 
autobiography comes along that speaks with an arresting voice of its own, which seems 
to owe nothing to anyone else" (p. 229). Allen (1995) believed that when we respond to 
"great art U is because the artist was able to express something we feel as a deep tmth" (p, 
103), 
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unity consciousness being the most important aspect to art as transformation that I 

explore in this study, 

WUber (1995) stated, "the higher stages of development, the transrational and 

transpersonal and mystical stages, all involve a new going within, a new interiomess" (p. 

255). For Wilber, mediation or transpersonal development in general, which I argue 

includes the arts, is a natural continuation of humamty's evolutionary process and 

according to Wilber, "were every going within is also a going beyond to a wider 

embrace" (225). In his view, the more one can "go within, or the more one can introspect 

and reflect on one's self, the more detached from the self one can become . . . and the 

more one can embrace a deeper identity with a wider perspective [where] the depths of 

the Kosmos revel themselves" (pp. 256-257). In this paper, I propose that the role played 

by meditation and its effects are manifested in a manner parallel to, if not identical with 

the practice of artmaking. Further, in my perception, Salomon's work testifies to this 

role. In Salomon's text, the word "transcendence" is mentioned only once, but her work, 

as a whole, has the power to transform inscribed within its pages. To me, the effect of 

viewing the imagery and of reading the text is transformative from the perspective of 

maker' and the audience'. In this transformative sense, Johansen (1983) references 

Coomaraswamy stating that great works of art "represent and embody etemal 

transcendent realities. Artists who produce such works [imitate] the nature of things, not 

of their appearances" (Coomaraswamy cited in p. 72). Following this perspective, 

Johansen added, "great art tells us what things look like when seen not through the 

physical eye, but through the inner eye . . . great art evokes awareness of the fundamental 

unity that exists at the core of all existence" (p. 72). According to Felstiner (1994), 

critics who see Felstiner's work as belonging to deep psychology, Jungian or archetypal 

also substantiate this transcendental level. In my view, Salomon's (1981) piece qualifies 

to be considered under the parameters of great works of art as expressed above. 

Salomon (1981) depicted her world, which [to use Johansen's (1988) term] 

"reverberates" to humanity. She has Daberiohn (her philosopher character) express this 

goal: "young girls . . . becoming conquerors of themselves, and able to fulfill the 
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commandment of loving thy neighbor, able to liberate the worid by assuming many of 

their fellowmen's burdens" (p. 575). This is also Wilber's concept of knowing our inner 

self to gain understanding of otiiers. The outcome of Salomon's work through creative 

processes is the awareness of deep pain, as well as joy. In contemplative philosophy 

experiencing joy of great intensity is referred to as bUss and is expressed in Salomon's 

exclamation, "how beautiful life is, I believe in life! I will live for them all!" (p. 724). 

In 1994, Felstiner published To Paint Her Life, Charlotte Salomon in the Nazi 

Era, in which she investigates Salomon's work in relation to her personal, cultural, 

political, and economic situation before and during the years of exile until her 

extermination. Life or Theater? denotes a deep interrelation between Salomon's life and 

her art.^' Felstiner's theoretical frame for her analysis of autobiography supports my 

beliefs conceming the interconnectedness between art and life. Felstiner's (1988, 1994) 

interpretation of Salomon's art reveals that autobiography is a testimony of an era. Other 

historians noted in this chapter who interpret autobiography for its expression of the 

times, include: Padover (1957); Mason and Green (1979); Stanton and Plottel (1984); 

Chandler (1990); Stanley (1992); Femandez (1992); and Sayre (1994). Chandler (1990) 

believed that autobiography emerges in large number in times of crisis, as an "attempt on 

the part of the writer not only to heal him or herself by transforming crisis into story, but 

also to speak on behalf of others who have experienced similar life crisis" (p. 3). 

Through her research, Felstiner (1994) has leamed that people in exile made memoirs and 

self-portraits. In this regard, she cited Emst Weiss: "What else is there left to us writes in 

exile but to nourish our memories and write memoirs?" (Weiss cited in p. 129). 

Similariy, Stanley (1992) and Check (19%) give the greatest importance to the act of 

^ ' For Rubinstein (1999) the story Life or Theater? depicts a double tragedy. 
The story follows the mounting personal disasters of the setf-destmctive 
Salomons, and Chariotte's attempts to understand and escape, while also bearing 
witness to the closing net of the Holocaust in which its creator will eventually be 
caught. Given tiie extremely close parallels between the narrative of Life or 
Theater? and tiie events in Salomon's life, it's feasible to follow tiiem more or less 
simultaneously. Indeed, Life or Theater? seems in its very titie to encourage the 
intermingling of art and life. (p. 78) 
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witnessing tiie self For Stanley, "the seeing eye is always a living eye, a living I" (p. 

53). Autobiography and artinaking processes exert healing powers as noted by Chandler 

(1990) and Greenwood (1995), My art is precisely this investigation into tiie self to find 

answers about life and about what surrounds me (culture, politics, economic, and the 

environment). It is also a vehicle for inner ti-ansformation of heightened experience in 

which object/subject dualism disappears through cosmic fusion through non-duality as 

articulated by Wilber's throughout his writings. 

In preparing this portion of my theoretical frame I have re-read Salomon's work 

and tiie critics' commentaries. As widi other readings of the piece, I have been 

overwhelmed with delight at the realization that art literally saved Salomon from suicide. 

Her technical ability as an artist to synthesize, symbolize, and create images, that flow 

and narrate (in my view) more than the words, is also astonishing. Life or Theaterl is an 

example of art as transformation and of interdisciplinarity in the arts. Salomon's 

interdisciplinarity and multi-leveled style of work has repercussions for the discipline of 

Art Education at all levels of instmction. It is a single piece composed as a play, created 

with the sound of music, portrayed through painting, and narrated through text. It is an 

example that can bring insight for planning and designing lessons to integrate the various 

arts, which is a concem in contemporary Art Education arenas. The play is written in the 

third person, with an offstage narrator and an ironic choms to keep the story moving. 

The play has devices of drama and film, such as overlays and flashbacks, different 

perspectives, and close-ups, Salomon applied Alfred Wolfsohn's axiom, "sound is the 

window to the soul,"^^ and his philosophy of life, "you must first go into yourself—into 

your chUdhood—to be able to get out yourself (p, 566), Salomon wrote, "desperately 

unhappy (in the summer of 1941),. . I began to work on the drawings in hand . . . I had 

^^ Allen (1995), too, experienced music as reaching the soul and contributing to 
image-making. 
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to go deeper into solitude, then maybe I could find-what I had to find! It is myself and 

so I began Life and Theater" (p. 566),^ 

Salomon's (1981) story is a story of family suicides. Her motiier, aunt, 

grandmother, uncle, great grandmother, two great uncles, and a great aunt all committed 

suicide. Charlotte (the only survivor of her grandmother's family line) could have taken 

her own life too. She wrote, "Grosspapa, I've come to feel that one must piece the whole 

worid back together again" (p. 774), and he responds, "Oh go ahead and kill yourself and 

put an end to all this babble!" (p. 775). Instead Salomon chose to live. By painting and 

writing the story of her family life, taking all the character's roles-her mother, 

grandmother—she leamed to walk all their paths and to discover her inner self. 

According to Felstiner (1994), Salomon's critics looked at Life? or Theater? and saw "a 

psycho-artistic self investigation that indicates a keen intuitive understanding of depth-

psychology" (p. 229) with which Chariotte transformed her life. The 1,325 sheets with 

history wrapped in two packages were placed in a friend's hands. "Keep this 

safe . . . C'est toute ma vie" (It is my whole life) she said (Herzberg, 1981, p. xii). (See 

also Rubinstein, 1999, and Felstiner, 1988,1994.)^ 

^ Felstiner (1994) found that the titie of the play gained drama each time it 
appeared throughout the text: Leben und Theater, (Life and Theater); Leben oder 
Theater? (Life or Theater?) Das Leben oder das Theater??? and Leben? Oder Theater? 
(Life? or Theater?). This clarifies why we find Salomon referring to Life or Theater?, 
Life and Theater, or Life? or Theater? without distinction tiiroughout the work, 

^ Befinfante (1981) noted that in 1%3 a book was pubfished with eighty of 
Charlotte's gouaches in English, German, Dutch, and Italian editions, Gerhard 
Schoenberger put together an exhibition of 140 of the gouaches, which traveled in 
Germany, between 1%5 and 1%7, to Frankfurt, Baden-Baden, Essen, Bonn, Mannheim, 
Hamburg, Dresden, Leipzig, Dortmund, and Hannover. There were also exhibitions in 
Locamo, Tel-Aviv, and West Beriin. In 1972 tiie filmmaker, Kurt Lindau, made a 
twenty-minute documentary on Charlotte and her work. Once the reordering of the 
sheets had been accomplished, the Jewish Historical Museum held an exhibition of 250 
gouaches in proper sequence. This show inspired the cinematographer Fans Weisz to 
make a fUm based on Life or Theater? with a scenario by him and Judith Herzberg 
released with an exhibition, and with the publication of this book in early 1981, A 
performance of Life? or Theater? was produced by Joyce Miller and Mark Rittenberg at 
the Jemsalem Drama Workshop, There was an exhibition at the Pompidou Center in 
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For the reasons mentioned above, I have selected Chariotte Salomon (1981), Pat 

Allen (1995), and Barbara H. Greenwood (1995) work as a relevant examples to help set 

the basis for this research about the transformative nature of art and address each in tiiis 

order. In relation to Salomon's work, following I offer a subsection to highlight aspects 

of the content of the play, another for testimony of an era, one more for creative 

processes, and a final subsection for notions of art as transformation. 

Life? or Theater? A Play with Music 
by Charlotte Salomon (CS^ 

According to Judith Herzberg (1981), Salomon̂ '*̂  called her work a play (Stuck), a 

"play with music" (Sangspiel or Singespiet) (p, xii),^ Gary Schwartz (1981), the editor 

for Salomon's book, identified Singespiel as a predecessor of the operetta, "dramatic 

musical, characterized by spoken dialogue interspersed with popular fold songs" (p. xii), 

Salomon's play is composed of Prelude, Main Section, and Epilogue,^7 JQ Rubinstein's 

1992 and another exhibition at the Royal Academy of Arts in 1999. Felstiner (1994) 
mentions the movie C'est toute ma vie, which for her "sent music flowing through the 
paintings, and tme to CS's vision, delivered all the characters' lines in the artist's voice" 
(p, 230). 

^^ Note that I use Salomon when referring to the author and Charlotte when 
referring to the character in the play (although they are the same). Salomon signed her 
work CS and Felstiner (1994) uses CS when quoting her. 

^ The most important musical sources for Salomon's play are the operas Orpheus 
ondEurydice by Gluck, Carmen by Bizet, and Der Freischutz by Weber; songs by Bach 
and Schubert (several from Die Schone Mullerin and Winterreise); Mozart's Eine Kleine 
Nachtmusick; chorale from Beethoven's Nintii Symphony. Biblical verses are quoted, 
and lines of poetry by Goethe, Heine, and Nietzsche. The French poem by Verlaine. 
Christmas carols, folk tunes, and popular songs," (Schwartz, 1981, p. xiv). Felstiner 
(1994) mentions that Salomon was fluent in German, French and English, and had access 
throughout her life (before her exile) to literature and music in these languages. 

^7 When inspecting the original work, Felstiner (1994) observed that "Salomon 
bound together six special pages for her titie, dedication, cast of characters, and list of 
acts-just like a playbill" (p. 146). 
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(1999) view, about twelve characters who form part of the play have been identified as 

members of Salomon's family and as friends who directiy or indirectiy influended her 

life. 

Salomon situated her narrative for the years 1913 to 1940 in Germany, and for tiie 

years 1940-42 in Nice, France. She wrote on the third page's painting: "77?̂  author. St. 

Jean. August 1941/42. Or between heaven and earth outside our era in the year I of the 

New Salvation" (p. 3 ) , ^ Judith Herzberg (1981) stated that tiie story begins before 

Salomon's birth in 1917 and continues through 1940, after she fled to tiie South of France 

to live with her grandparents in Villefranche, My perception is that Salomon is immersed 

in the phenomena of memory and time. She wrote from the standpoint of the present, 

refering to her life, as described by McCarthy, as based on "limited and partial evidence 

available to us—half hints of memory, photographs, memorabilia, other people's 

remembrances [family]" (cited in Stanley, 1992, p. 61). Salomon merged past present 

and future in a manner parallel to Chandler's (1990) understanding of time and 

autobiography. Chandler believed that the past informs the present and that the present 

changes the past, or that autobiography modifies the past to modify the present even as 

the present reshapes the past. This is what Salomon does-she looks at the past to find 

ways to solve her present issues, and thereby, to change the "curse" of the past. Felstiner 

(1994) stated that "the operetta had begun as joumey so private that CS confessed, 'its 

whole origin seems to be wrapped in obscurity'" (cited in p. 47). Mark Freeman (1993) 

in his Rewriting the Self, History, Memory, Narrative, stated that the process of 

"rewriting the self happens through the eyes of the present" (p. 226). For him, "the 

past/present phenomenon indicates what can and cannot be understood and known" (p. 

226). Therefore, he believes that in rewriting the setf it is necessary to be willing to "read 

the text of a life [our own life] both backward and forward" (p. 226). Similariy, for 

WUber (1981a), memory is a view of the past through the eyes of the present To me. 

^ According to Felstmer (1994), based on Salomon's postscript, from sununer 
1941 through summer 1942, Salomon painted "the bulk of the scenes, variants, and 
overiays-a thousand sheets in tiie space of a year" (p. 146). 
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this is the case for Salomon (1981) who looks into the past from the present in order to 

rewrite her self and gain her freedom. At the moment of writing and painting, some 

things are clear to her, while others are not. When Salomon has Daberiohn [the 

character] express in regards to his own life, "My childhood came back to me . . . So now 

I have been resurrected, can start my life all over again" (p. 566), Salomon depicts her 

own decision to write her story to resurrect and start life again. 

At the beginning of the piece, Salomon (1981) provided a disclaimer which 

stated, "Since I myself needed a year to discover the significance of this strange work, 

many of the texts and tunes, particularly in the first paintings, elude my memory and 

must—like the creation as a whole so it seems to me—remain shrouded in darkness. CS" 

(p. 4). This statement by Salomon relates to my own discovery derived from this study, 

in that understanding of the meaning of art needs time to unfold and reveal itsetf 

thoroughly, since art is multilayered. For Allen (1995), too, image-making is an act of 

remembrance, but the image takes time, days or years, to unfold its meaning. In addition, 

my profoimd belief is that art as transformation allows a vision into the future; although 

this vision is becoming materialized in the artwork itself, the artist is unable to articulate 

the vision because it has not yet become reality. It is my experience, however, that the 

meaning and effect of art unfolds as we become ready to assimilate it. In speaking of 

images, hope, and Utopia, Progoff (1985) identified this phenomenon as "visions of 

reality that come ahead of time." (p. 9). For him, a vision of reality is established in outer 

experience. It is a symbolic expression of something tme in principle, in essence, and not 

yet tme in fact. For Progoff, it is a "potential capable of becoming concrete, but that its 

time is not yet" (p. 23). For tiiis reason, in his view, the image comes ahead of time. He 

states, "it comes before it can be made real in the world; but it comes ahead of time 

precisely in order that it can become real eventually, in order that the guiding principle of 

growth can be present and can be active in working toward fulfilling itself (p. 24). 

Progoff allocated this power to images. My belief is that documenting creative processes 

immediately after the experience provides insight as to how this phenomenon happens 

and as to how these images mamfest or materialize in artworks, transfonning the 
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individual creator in the process, and as to how these images are revealed to the audience 

when viewing the artworks. In my perception, this strategy will contribute understanding 

of the tme nature of art and is a metiiod I follow in this study. 

The Story, In my perception, from the beginning of the play, Salomon (1981) 

made emphasis on moments of guilt and loneliness experienced by women women 

characters. For example, upon tiie suicide of her Aunt Chariotte, Franziska [Salomon's 

motiier] asks herself "am I to blame?"^' Salomon described Franziska's life: choosing a 

career, finding love, and marrying a surgeon, Franziska's loneliness derived first from 

the departure of her husband (Albert) for war a day after tiieir marriage, and afterwards 

from continuous abandonment by her husband and for the sake of his research and 

medical practice. Nevertheless, Salomon goes into great detail in depicting the beauty 

and style of the couple's new home. According to Rubinstein (1999), the imagery "offers 

glimpses of everyday life such as family dinners, busy classrooms, weddings, street 

scenes and lovers embracing, but there are also numerous symbolic images in which 

disembodied heads swirl through the air or a window opens onto a void" (p. 77), At 

some point, Salomon announced her own birth, which occurred in April 1917,^ Then 

she depicted her travels, and experiences with boating, climbing, horseback riding. She 

painted her mother as happy and joyful, tending to the needs of herself and of family and 

then an omen, her mother falling into despair. In various scenes, Salomon described 

Charlotte's conversation with her mother about death, her mother's first unsuccessful 

suicide attempt, and how in a second attempt, her threw hersetf out the window (four 

stories high) to her death on Febmary 22, 1926 when Salomon was 8 years old, Charlotte 

was told her mother died of influenza (pp. 30-32). Rubinstein (1999) highlights the style 

^^ Rubinstein (1999) wrote, "when her mother's 18-year-old sister, Charlotte 
Gmnwald (called Charlotte Knarre in Life or Theater?) drowned herself (p. 78), 

^ Rubinstein (1999) stated that Salomon was bom to a well-to-do Jewish family 
in Berlin. The imagery in Salomon's work reflects her economic status in terms of 
decoration and elaboration of places and settings, as well as richness of experiences, 
namely through travel, social, and cultiiral activities, and knowledge of languages. 
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in which Salomon paints her mother denoting an image of "contorted, bleeding body 

lying on the ground" (p. 78). 

In numerous images, Salomon (I98I) depicted her understanding of the torment 

of her grandmother (Mrs, Knarre) because of this great loss, and Salomon writes, "Mrs, 

Knarre does not cry, but her eyes seem to penetrate the profoundest depth of the 

worid , , , her grief spreads tiu-oughout her body. It transcends own suffering. It is the 

suffering of the worid" (p, 33), Salomon's own loss is highlighted in various pictiires 

ciUminating in the moment in which she becomes aware of being marked for sadness. In 

Charlotte's words, "I know not what is tiiis yeaming, the sadness filling my heart" (p, 

53). Salomon depicted her father (Albert Salomon) how he was successful in his career, 

how he met singer Paufinka Bimbam (Paula Lindberg), and while celebrating their 

wedding. Salomon showed great admiration and love for Paulinka in many drawings, 

mainly in Scene 3, Charlotte's feelings towards Paulinka are expressed in the form of 

song, perhaps to highlight that Paula Lindberg was an exceptional, and active opera 

singer. Scene 5 emphasizes Salomon's grandmother's withdrawal into herself, 

recounting the many deaths and suicides in her family and the toll of such losses. To 

further her grandmother's grief, Salomon writes, "then came the war" (p, 152), 

Testimony of an era, Salomon's Act Two is about the chaotic situation arising in 

the country as a result of the Nazi taking power (p, 152). "April 1, 1933-Boycott the 

Jews!" (p. 153). "Whoever buys from any Jew, himself a filthy swine is too!" (p. 158). 

Despite the lyrics, in this melody are depicted sensitivity, loss, and connectedness to 

nature. Throughout the play are many visual and literal references to nature and its 

beauty. Apparentiy, despite the genocide, nature refused to give up its beauty. In this 

sense, Rubinstein (1999) stated "the mounting persecution and threats in mid-1930's 

Germany could dampen neither Salomon's sense of beauty nor her awakening sense of an 

artistic vocation" (p. 81). For example, Salomon has Mrs. Knarre (her grandmother) say, 

'The worid is filled with suffering and horror... Virtue and reason now prevail no more. 

Nature remains, unchangeable and fair. Birdsong resounds, the trees and flowers bloom. 
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and all around the silvery moonlight swathes mountain and dale in opalescent mist" (p. 

640). 

Salomon (1981) painted scenes depicting Albert (her father) being sent to a 

concentration camp (p. 609)"' and her grandmotiier fistening to the radio on the Cote 

d'Azur. 'Terrible excesses against Jews in Germany . . . Maltreatment of German Jews in 

the camps?" (pp. 637-641). She showed Albert being released thanks to Paulinka's 

efforts, friends and neighbors planning their exile, and Chariotte being sent to live with 

her grandparents. Felstiner (1994) mentioned tiiat "during the two years in Villefranche 

and Nice, Lotte had leamed the word without. All exiles leamed it" (p. 129). 

Salomon writes that upon hearing "la Guerre est declaree" in September 1939, 

Old Mrs. Knarre tries to hang herself in the bathroom."^ The awful pain that has 
pursued her throughout her life but has been kept somewhat in abeyance seems to 
have resurfaced into full consciousness as a result of the raging war, and she feels 
her sharp intellect and her self-control, which had made her life worth living, 
breaking up against a greater force, (p. 693) 

GRANDMOTHER:^ "Oh, let me die let me die, I know I can't go on living!" (p, 
697), 

Felstiner (1994) states: 
Lotte Salomon lived through and recorded a cmcial change of consciousness. 
Suicide no longer implied cowardice, certainly not sin. As destmctive forces 
radiated outward, exiles could not escape their choice: You may kill yourself or 
you may watch yourself (your nation, your people) be killed, (p. 114) 

Similariy, Belinfante (1981) noted, "Life or Theater? is the work of a young 

woman who was driven by persecution and war to give artistic form to the essentials of 

" ' In his study, Rubinstein (1999) found that the "Nazi attacks on Jews 
accelerated in 1938, culminating in Kristallnacht of Nov, 9, 1938, The following day, 
Salomon's father, along witii thousands of other German Jews, was arrested and sent to 
the Sachsenhausen labor camp" (p. 82). 

"^ According to Felstiner's biography, "it was after this incident that Salomon first 
began using image and text to make art about her family's past, tiiough the epic of Life or 
Theater? was still almost two years in tiie future" (cited in Rubinstein 1999), 

253 All capital letters indicates characters in the play speaking, 
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her life. She used her own life to give new meaning to an existence that had been 

declared by the worid to be of no meaning" (p. vi). Belinfante believed that Salomon's 

conviction that profound pain is inseparable from the life of humans, and her stmggles 

with that pain, "were attitudes that were to prove characteristic of the generation that 

reached matiirity after the Second Worid War and had to leam to five with a legacy of 

millions of needless deaths" (p. v), 

Salomon's Family History Surrounded by Suicide: Insight and Discovery, 

Salomon painted scenes depicting tiie reaction of Mr. Knarre (her grandfather) upon her 

grandmotiier's attempts to kill hersetf. She has him describe the story of tiieir life 

together fighting death, listing each death in chronological order. 

Her brother who drowned himself, and Charlotte also drowned. Grandmother's 
mother eight years, tried to kill hersetf. Uncle Schneider who died from a fall in 
her presence, her sister and her sister's husband both committed suicide, her 
brother's only daughter, her nephew, Franziska, and now she wants to die too. 
(pp. 707-712) 

In this respect, Herzberg (1981) quoted Salomon from a letter: "my life 

commenced when my grandmother wanted to take her life, when I found out that my 

mother had taken hers, and had lost her entire family—when I found out that I was the 

only survivor and when deep within me I felt the same inclination, the urge towards 

despair and towards dying" (p. xii). 

According to Herzberg (1981), Wotfsohn's theories of "life, death, and creativity 

are what she tumed to in her attempts first to save her grandmother, then herself (p. ix). 

CHARLOTTE: If you think about life, you can look back on a wonderful, full 
Itfe. Apart from anything else, you've found a great deal of satisfaction and you 
have succeeded in expressing in poems many things that have been denied to 
others. Some of your most recent poems are positively inspired, and I am 
convinced that a great literary talent has been lost in you. So I'U make you the 
following proposition: instead of taking your own Ufe in such a horrible 
way . . . why don't you make use of the same powers to describe your life? I am 
sure there must be some interesting material that weighs on you, and by writing it 
down you will fiberate yourself and perhaps perform a service to the world. 
There aren't that many good books representing universal tmths and your book 
would be among those, I'm absolutely sure of that. You can start right now. Here 
are paper and pencil, (pp, 722-723) 
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CHARLOTTE: "It's too late. Half an hour ago she threw herself out of the 
window" (p. 750), 

GRANDFATHER: "That happens to be the fate of this family. They are all so 
unnatural. I probably have to be prepared for that giri in the next room to attempt 
suicide too" (p. 753). 

CHARLOTTE: "I'm afraid it's starting with me too" (p. 754). "Dear God, please 
don't let me go mad" (p, 755), 

Felstiner (1988) stated, "she did not go mad. She painted. In her own view, what 

she painted originated in life-threatening affinities with women" (p, 332), "I was my 

mother my grandmother, yes I was all the people in my play" (p, 332), For Felstiner, this 

"led to the summoning of identity indispensable for autobiography" (p, 332), 

Salomon painted "May 1940 Declaration of War, La guerre est declaree " (p, 

761), She writes, "Mr, Knarre and Charlotte have spent the last few days in a railway car 

crammed with thousands of totally exhausted people. Driven from the interior of the 

country by air raids, people have had to leave all their possessions behind in order to 

escape with their bare lives" (pp. 761-763).^ 

CHARLOTTE: "God, it's beautiful here!" (p, 765), 

GRANDFATHER: "Oh, come along, do! We have to find some place to sleep 
tonight" (p, 774), 

CHARLOTTE: "You know. Grandpa, I have a feeling the whole worid has to be 
put together again" (p, 774), 
GRANDFATHER: "Oh, go ahead and kill yoursetf and put an end to all tiiis 
babble!" Salomon writes, 'This took place in July 1940 en route from a littie 
town in the Phyrenees to Nice" (p, 775). 

^ Herzberg (1981) documented that Salomon and her grandfather were botii 
interned, 

[It was the] camp of Gurs, where all the non-French Jews in the district were 
locked up. The prisoners in the camp were forced into labor brigades where most 
of them died of hunger, exposure, and disease, Chariotte's grandfather was 
released on account of his age, and she was allowed to accompany him as his 
attendant, (p, xii) 
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Salomon continued describing: 

One year later, during which the worid fell even more apart, tiie spirit of this 
strangely twin-natured creature [Charlotte] was ever more cmshed by the 
proximity of her grandfather, tiagically hounded as he was by Fate. 
And since this applied to everyone at tiiat time . . . a sense of the helplessness of 
all those who try to grasp at straw in the most violent thunderstorms. Despite her 
utter weakness, however, she refused to be drawn into tiie circle of the straw-
graspers . . . and remained alone with her experiences and her paintbmsh. Yet, in 
the long ran, to live day and night like this became intolerable even to a creature 
tiius predisposed. And she found hersetf facing the question of whetiier to 
commit suicide or to undertake something wUdly eccentric, (p, 775)^" \255 

Salomon depicted Charlotte making the decision to paint her life. She has 

Charlotte remember Daberiohn, her eariy love: "Love, know thyself first in order to love 

thy neighbor . . . One has to go into onesetf—into one's childhood—to be able to go out of 

oneself (p. 779). Salomon writes/paints: 

Her glance fell on one of her old paintings representing Death and the Maiden. 
And suddenly she knew two things. First, that Daberiohn's eyes seemed to say: 
"Death and the Maiden, that's the two of us; and second, that everything was all 
right, then she did not have to kill herself like her ancestors, for according to his 
method one can be resurrected—in fact, in order to love Ufe still more, one should 
once have died. She saw all the beauty around her, saw the sea, felt the sun, and 
knew: she had to vanish for a while from the human plane and make every 
sacrifice in order to create her world anew out of the depths, (pp, 780-782)^ 

Death and the Maiden was painted by Salomon several years before and caused 

an impact on Wolfsohn because of its subtieties and uniqueness. When viewed by 

Salomon at this particular period of her Itfe, the piece unfolded its deep meaning in 

"^ Felstiner (1994) wrote. 
To start the scenes from melodies, to label a memoir an operetta, to arrange it in 
acts, to intioduce the people in her Itfe as "the performers," to give them satiric 
fictional names, to transform the "I" of diaries into the "she" of stories, to narrate 
the scenes through an unnamed "author," to take a true account and tieat it like a 
script—was eccentric, (p. 144) 

^ Felstiner's (1994) research indicated tiiat Life or Theater? was created during 
the summer of 1941 to the summer of 1992. She worked in her room of La Belle Aurore 
(Beautiful Dawn) hotel in the resort town of St. Jean Cap Ferrat. 
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Progoff s sense. The image presented itself ahead of time so as to become reality. It was 

Salomon's seed for survival, and it provided guidance as to what she could do. In my 

view, tills is an example of tiie transformative power of art, Artmaking allows for the 

inscription or materialization of aspects of the past, present, and future that changes a 

person at the moment of creation and that reveals different layers of meaning when the 

time is right for the viewer to understand it .^ 

Felstiner (1994) observed that the last pages of the play seem to answer the 

Epilogue's first lines, "Dream, speak to me . , . What art Life? or Theater you preserving 

me for?" Surely for letting uncensored memory flow into scenes" (p. 147). Felstiner 

believes that in telling a story of suicide and secrecy, Salomon traced a course from "I 

knew nothing of all that" to "Suddenly she knew" (p. 211). She added, "here was a 

victim who scraped away secrets, tiiickened the lines around each hard-grasped tmth, and 

painted her life knowing that knowing was all" (p. 211).^ For Felstiner, a great merit of 

Salomon's autobiography is to "embraced the female condition when historical 

circumstances recapitulated it" (p. 330). Felstiner (1988) found that at the end, "Life or 

Theater? comes full circle with the beginning, the potential for suicide full circle with the 

potential for autobiography. Life or Theater? asserts the artist's power to close off her 

drama and her duration, to take her own life/history" (p. 337) and testifies to the power of 

autobiography as understood by Chandler (1990). 

^ In this sense, Charlotte has Daberiohn describe: 
Here we see a young girl expressing two dtfferent spiritual states. In the first, a 
very striking depiction of Death and the Maiden, all is despair. In the second 
picture this soul suddenly finds some hope and courage to face life and expresses 
this in a meadow with yellow flowers. Death and the Maiden or The Meadow 
with Yellow Flowers that is the completion of a circle . . . She makes it very clear: 
when she is happy to paint, bright colors and red and yeUow dots flow from her 
brash, and when her mood is dark her colors turn dusky gray. And it should of 
course be noted that this appfies regardless of the subject the artist has in mind. (p. 
451) 

^ Felstiner (1988) researched the phenomenon of suicides in Germany during 
1918-33 and found it to occupy the 4"" place in the Westem Worid. According to her, in 
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Similariy, Life or Theater? is viewed by Rubinstein (1999) as a fully achieved 

work of art. He stated: 

Salomon embarks on the emotional odyssey of discovering and communicating 
tiie tiiith of her existence, and she succeeds, phenomenally. On one level, tiie 
stature of her work is heightened by her ability to drive hersetf to fully relieve 
past tiaumas in tiie midst of present terrors. On another level, one can't help 
noticing tiiat by telling her story of tiie tiagic Salomon family and the brilliant 
Alfred Wolfsohn and her own youthful passion, Salomon was affirming the 
individuality of tiie very people-the European Jews-whom the Nazi death 
machine and its many collaborators were bent on excluding from the category of 
human. Charlotte Salomon could not, through her art, save herself, but on each 
vivid, hard-won page of Life or Theater? she implicitiy demolishes the ugly 
ideology of those who would be her murderers, (p. 114) 

Felstiner (1988) believed that the autobiography of Chariotte Salomon "stands 

alone, without antecedents and so far without descendants" (p. 320). In Felstiner's view, 

the innovations in the genre of autobiography are far larger: "her female identify surfaces 

in Life or Theater? not because Charlotte Salomon was bom woman but because woman 

was one part she could still play" (p. 320). For Felstiner, "the features of gender, taken in 

context, framed the work's dramatic form . . . without identifying femaleness as a 

primary category" (p. 320). Further, she stated, "interpreting the work requires disclosing 

deep signs of female experience, affiliation, and perception" (p. 129). Felstiner (1994) 

quotes Stefan Zweig as saying, "take refuge in your innermost self, in your work, flee to 

where you are no more than your own being," (p. 129) and this is what Salomon did. For 

Felstiner (1994), Life or Theater? shows how "Jews withstood mafice, how women 

endured exile, how a Jewish woman's consciousness progressed through a period" (p. 

12). She added, "Life or Theater? is a personified history, a way of embodying an era's 

irony and tragedy. Its surge of suicide and genocide, within a few uncommon lives" (p. 

12). 

Autobiographical Creative Processes. Salomon (1981) described her creative 

process: 

1925-27, there were 5,053 suicides mainly intellectual, professionals. And apparentiy 
women suicides represented 50% and men the other 50% (p. 12). 
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The creation of the following paintings is to be imagined as follows: A person is 
sitting besides tiie sea. He [she] is painting. A tune suddenly enters his [her] 
mmd. As he [she] starts to hum it, he [she] notices that the time exactiy matches 
what he [she] is trying to commit to paper. A text forms in his [her] mind in a 
loud voice untU tiie painting seems complete. Frequentiy, several texts take 
shape, and the result is a duet, or it even happens that each character has to sing a 
different text, resulting in a choms. (p. 5) 

In my view, Salomon's (1981) artmaking process possesses the characteristics of 

art as tiansformative and tianspersonal. Salomon's descriptions of her artmaking process 

reveal similarities with Dissanayake's view of art and ritual. In this citation it appears to 

be humming the tune of her favorite music that helped initiate the opportunity for 

heightened experiences. Felstiner (1988, 1994) quoted Marche Pecher (the owner of LA 

Belle Aurore, where Salomon painted her piece) as recalling Salomon, 

Charlotte was a sunny girl. She had something clear, sincere, I would say almost 
luminous about her . . . She always painted in her room. Lotte painted all the 
time, always while humming. We used to wonder when and if she ate, when if 
she slept. All the time painting. Always humming, toujours chantonnant. A 
musically colored mood. (p. 141) 

Based on information from Salomon's postscript, Felstiner (1994) quoted 

Salomon as saying, '"My passion for drawing grew and grew—the more I felt my passion, 

for it was blessed' and she hinted this passion was stretching her sense of herself (p. 

141). Here too, is the idea that the more committed we are about our artmaking, the more 

rewarding it is and the higher the degree of transformation achieved. 

Beyond Object/Subject Dualism. Salomon (1981) explained technical decisions 

she made to accommodate the content of the work.^ In her words, "the varied nature of 

the painting should be attributed less to the author than to the varied nature of the 

characters to be portrayed.^ The author has tried . . . to go completely out of herself and 

^ Felstiner (1994) noted that Salomon was trained in the genres of iUustration, 
landscape, figure, still life, and portraiture. Salomon depicts Chariotte, sti^ggling to 
leam techniques and processes during various periods of art training. 

^ In this sense, Rubinstein (1999) found that the "images depicting Charlotte's 
first eight years are rendered in a bright, charming style . . . suitable for a children's book, 
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to allow the characters to sing or speak in their own voices" (p. 43). This conscious 

decision to allow for the opportunity to tianscend the self is an experience I seek in my 

artinaking process. It belongs to the superconscious level as understood by Wilber. 

Allen (1995) saw this as "stating your intentions" (p. 16). Salomon added, "I am outside 

myself when I paint . . . I step out of the watchtower that is my usual consciousness. And 

no disaster takes place. Another part of me is at work here, a part I am unfamiliar with, if 

I know it at all" (p. 43).^' Salomon added, "In order to achieve this, many artistic values 

had to be renounced, but I hope that, in view of the soul-penetrating nature of the work, 

this will be forgiven" (p. 43). I have discovered tiiat during artmaking at tiie 

transpersonal level aesthetics/?er se is not sought. When one continues to work 

intensively, however, the effect in terms of product is what Dissanayake calls an object 

made special with beauty of a different kind, deeper than tf based solely on principles and 

elements of art. To me, Life or Theater? is more than aesthetic, it is transcendental. 

the pages recording the suicides depict dim interiors and anguished figures [and 
Salomon] nearly obscures many of the scenes with dark washes" (p. 79). Rubinstein 
states: 

As the level of persecution rises, Salomon alters her style, and not only for 
explicitly bratal scenes such as those of her imprisoned father with a Nazi guard 
standing over him. After Albert's arrest, the previously limpid, Dufyesque colors 
of Life or Theater? tum muddy, carefully thought out compositions give way to 
rapidly brashed-in figures and detailed backgrounds are jettisoned in favor of 
stark, often unpainted grounds. Even the lettering style changes, coming more 
and more to resemble hastily scrawled graffiti, (p. 82) 

Similarly, Felstiner (1994) noticed that words "infiltrate all the spaces until the 
last picttires are pure letters devoid of images. Eight closing pages of Life? or Theater?-
just syllables crammed more and more intensely in the frames-having no story left, 
nothing but reflections on how Charlotte put it into paint" (p, 147 

^ ' In this study, I propose that WUber's framework acknowledging the existence 
of transpersonal realms of consciousness provides the discourse or ways to articulate 
what it is that happens when we make art of this nature, Salomon (as is the case 
throughout time of many artists, critics, aestiieticians, or philosophers inunersed in tiie 
Westem tradition) did not have tiie words witii, which to express what I interpret in her 
work as transformation. 
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In my interpretation, the purpose of Salomon's art is to address consciously the 

level of tile spirit, which coincides with Wilber's framework, Salomon (1981) has 

Daberiohn express a belief that technique and emotions mix: "apart from great technical 

ability, the emotional life of the singer must suffer a great upheaval to enable that singer 

to achieve exceptional results" (p, 379). In my experience, this great upheaval is another 

way to describe peak experiences or heightened moments of awareness tiu-ough art. 

According to Herzberg (1981), in the course of Salomon's work the "accent shifts 

from objects and background to psychological situations" (p. viii). He stated that, 

perhaps because Salomon felt time pressing, "she concentrated more on essentials. Her 

style becomes increasingly her own, increasingly intuitive, until in the latter sheets she 

transfers her obsession onto paper with unequalled directness" (p. viii). 

Salomon stated, "But now, following famous examples, she [Charlotte] forces 

herself to go completely out of herself and to give all her attention to Grandma Knarre . . 

. and starts her therapy" (p. 535). With these words, Salomon's autobiography is more 

than personal. In my view, this is WUber's (1995) perception of the fmits of 

development at the higher levels of consciousness. Salomon's words indicate a great 

sense of giving, service, and commitment, selflessness or lack of egocentrism. 

Salomon (1981) internalized Wolfsohn's theories but as has been my experience, 

we only intemalize that which we are already seeking. Wolfsohn's theories represent 

Salomon's own beliefs and convictions about art. In Wolfsohn's words, "you must first 

go into yourself-into your childhood-to be able to get out of yourself (p. 535).^^ 

As Felstiner (1994) stated, Wolfsohn's words "let her discover what suddenly she 

knew , . , She did not need to do away with hersetf like her ancestors, since a person 

could and should rise up after having died, to love Itfe even more. Let her take her fife 

history instead of her life" (p, 156), 

^^ This statement is repeated various times throughout the play so as to increase 
or to multiply its meaning or to help sustain faith. Fear of the onset of madness drives 
her to this decision. 
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Salomon's (1981) philosophy, about looking inward to know oneself to later 

know others, is my own belief and is the reason I make art and write autobiography. In 

this regard, Felstiner (1994) stated, "On alien ground, Salomon wrote, 'the worid 

disintegrated more and more' and her spirit 'kept collapsing more and more,' But 

'desperately unhappy' in summer 1941, 'at this time, I began to work on the drawings in 

hand" (p, 130), From her research, Felstiner (1994) found Salomon saying (in private 

postscript), "I had to go deeper into solitude, then maybe I could find-what I had to find? 

It is myself,,, And so I began Life and Theater? " (p. 130). Felstiner (1994) wrote, "she 

took off... inward and backward, to forge her own identity document" (p. 139), 

Salomon (1981) expressed philosophies about art through Daberiohn, "Art 

cannot exist for itself, but must flow from Itfe , , , art is bound up with love" (p, 253). 

"One creates for onesetf, consciously or unconsciously . . . singing or painting, dancing or 

writing an image of the beloved object, and in creating one expresses oneself. One 

fragments onesetf into the parts of one's creation" (p. 326). Salomon further has 

Daberiohn state, "We have here good evidence that mind, soul, and body are inextricably 

entwined and must therefore act accordingly" (p. 368). This scheme addresses Wilber's 

levels of consciousness; one need only add matter to the list. 

After Life? or Theater? Felstiner (1994) befieved that the arrest in Nice in the 

summer of 1942 "signaled to Lotte to bring her project to a close. 'I had to complete it! 

No matter what the cost' Salomon writes" (p. 156). Felstiner stated, "with a sense of 

urgency to get the story told, she tumed from images to words alone, then wrote with 

impatience in the postscript 'the months went by and I was long in finishing . . . I had to 

complete it! No matter what the cost'" (p. 156). 

After finishing her play, according to Herzberg's research (1981) Salomon, 

remained at the L'Ermitage where she found friendship and support in Alexander Nagler, 

a Jewish refugee from Austria whom she soon married (p. xii). Lowenthal (1994) 

describes that in September 1943: 

Salomon and Nagler fell into the hands of the SS, who took them by track from 
L'Ermitage to a Nice hotel, which had been tumed into a prison. On September 
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24 were sent by train to the Drancy transit camp on the outskirts of Paris and, on 
October 7, were placed in a transport to Auschwitz, (p. 172) 

Felstiner (1994) found the name Alexander Nagler in the Register of the Dead on 

the first day of 1944. According to Lowenthal (1994) Salomon died in the gas chambers 

immediately upon her arrival on October 10,1943, at age twenty-six, and five months 

pregnant. In the Arrival List of that transport of 1000 Jews, Salomon's name and 

occupation-Ze/c/inerm, a draftswoman or graphic artists-were mentioned, 

Pat Allen's Art as a Way of Knowing: Art as Spirit 

Introduction 

Art as a Way of Knowing (1995) by Pat B, Allen is a tme discovery for me. 

Alien offers valuable suggestions for joumal keeping^ and for exploring artmaking at 

the soul level. In this book I find expressed a number of concems that I have had 

throughout my Itfe about the nature of art. Within Wilber's model of the Spectrum of 

Consciousness, Dissanayake's studies contributed greatiy to the understanding of the 

level of matter. Allen's work is a declaration to me, that others have created art for the 

level of the spirit. This is tiie only source that I have found that directiy explores art as 

transformation (although the word transformation is not used), Charlotte Salomon's 

work, in my view, is a testimony of art as transformation. The purpose of Salomon's 

work, however, was not to write a discourse about art, but through the process of 

artmaking and writing to find herself and search for reasons to continue fiving, Allen's 

work is a conscientious description of art explored for inner knowledge and insight. She 

used an ex post facto method or attentive retrospection of twenty years of image 

^ Allen (1995) followed art tiierapist Margaret Naumburg's method of 
documenting image making. For example, after finishing a painting, Allen suggests 
writing in a loose-leaf notebook, associations (stieam-of-consciousness responses to 
colors, shapes, memories, dreams, fragments, dialogues, or stories) derived from 
observing the piece at hand. She then recommends dividing each page in half tiie right 
side for immediate responses, the left side for future thoughts or insights. (See p. 51 for a 
thorough description of this documentation method.) 
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making which focuses on the spiritiial aspects of art. Her method is based on uses of 

materials and on personal stream of consciousness.^ For these reasons, I have included 

Allen's work in tiiis section of my theoretical frame. I provide a general view of her 

ideas as expressed throughout her book, I highlight her perceptions about imagination, 

memory, soul, archetypes, pattems, fears, and transformation, and I relate how all these 

are mantfested in my own artmaking objects and processes. It is my view, tiiat united, 

the views of Salomon (1981),^ Greenwood (1995), Check (19%), and AUen contribute 

to a better understanding of art from tiie standpoint of inner personal inquiry. 

Allen (1995) situated herself as writing this book in order to address her various 

roles: art student, art therapist, teacher, wife, mother, and artist. With this variety of roles 

I share commonality, since I see my own roles of artist/researcher as indistinct from that 

of mother, student, and educator. Allen wrote, "artmaking is my way of bringing soul 

back into my life. Soul is the place where I replenish . . . Art is my way of knowing who 

I am" (p. ix). To me, art is all these things, and additionally, it is a place for fusion with 

the cosmos. 

As a professional art therapist Allen (1995) has discovered that "art does not cure 

or fix rather it restores the connection to soul," which for her is "always waiting to be 

^^ Allen choosed the word image making instead of art because "of the value 
judgments inherent in the word art that tend to act as barriers" (p. ix). Dissanayake 
(1995) also sees problems with the term art, and her research is about establishing the 
notion that the making of art has always been witii us, although the concept of art is only 
2(X) years old, I prefer to use the word art but with qualifications-art as having great 
transformative power and as a vehicle for inner transformation, 

^ I have noticed that in my own artmaking, recurrent themes and imagery appear 
(i,e,, women, families, trees, plants, birds etc), which are visually distinctive but present 
throughout my artistic production, 

^ Salomon's work was compiled and published in book form in 1981; her 
original piece (illustrated play), however, was created during 1941-1942 when she was in 
exile in France because of the Nazi occupation in Germany, 
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reclaimed" (p, ix), Allen's book offers methods and suggestions for image-making that 

are valuable in searching the mysteries of our existence. She stated, "images take me 

apart; images put me back together again, new enlarged, with breathing room" (p. ix). In 

my view, it is the process of artmaking (or image making in Allen's sense) that has the 

ability to provide such a miracle. Transformation happens within the process of making; 

I posit, however, that it also happens witiiin the experience of viewers. 

Allen (1995) believed in the Jungian theory of the archetypes. Her idea that 

images are a universal phenomenon within each one of us, and tiiat these images can take 

form or materialize, is similar tf not identical to Progoff s views, which I explore in this 

Chapter on autobiography and in my interpretations in Chapter V. Allen stated, "the 

stories are already within you, waiting to be told" (p. x). For Allen, making images is a 

way of "breaking boundaries , . , it is a form of practice, through which, like any spiritual 

discipline, knowledge of ourselves can ripen into wisdom" (p. x). In this study, I attempt 

to explore how such boundaries may be broken or dismantied through Wilber's 

framework of the development of consciousness. Allen describes with art experiences 

what Wilber acknowledges through deep practices of meditation, a way towards wisdom 

and insight. Allen stated, "images are not always beautiful... not always comforting but 

can be exhilarating, challenging, provocative, even frightening at times" (p. x ) .^ Allen's 

^ I agree with Allen in that art has a way of opening up a channel to our soul, and 
1 consider that perhaps her views may provide insight to the idea that art is cathartic 
(letting out, in the Aristotelian sense), but, mainly a conduit for nourishing the soul 
(bringing in). By approaching the nature of art from Wilber's multileveled model of the 
Spectrum of Consciousness, I find a place for art for healing and repairing as well as for 
spiritual purposes. 

^ Allen gave up formal art tiaining because it was not providing answers to her 
inquiries about meaning; she found her answers by exploring art through the methods of 
art therapy. Allen's mentor was Margaret Naumburg who sought art as a way to enter the 
unconscious and to explore inner worids. Allen (1995) stated that like Freud, "Naumburg 
believes that fears and desires reside in the unconscious," and that like Carl Jung, she 
"believes in universal symbols that connect all humankind" (p. 51). In this dissertation I 
address the evolution from Freud's repressed unconscious to Jung's view of the 
unconscious as that which is awaiting or becoming, within Wilber's continuum of 
orthodox and contemplative psychology in the Types of Unconscious section in Chapter 
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words express my own experience of artmaking products and process. I too find that at 

heightened periods of creation, when the sense of space and time disappears, what I 

portray is not necessarily witiiin the parameters of Westem aesthetics (i,e„ elements and 

principles of art) but of inner nourishment, insight, and understanding. I agree with Allen 

that art can be exhilarating, challenging, and at times frightening, when the images are 

unfolding before our eyes and we have no means for articulating what is happening. 

Allen (1995) offered Art Is a Way of Knowing as "a path to the river^ of soul that 

mns below everyday Itfe, becoming more alive in the process," and involving feelings, 

intuition, and a sense of inner being (p. x). Allen's idea that the gift of creativity is 

within each of us waiting to unfold"" is also similar to Dissanayake's view that art is a 

natural behavior and that the propensity to make and appreciate art is within ourselves. 

For Allen, the access to this aspect of our nature resides in our imagination"' and is 

II. These writers reflect the purpose of my study, to explore art as tiansformation at all 
levels of consciousness. 

^ For AUen (1995), the river "is life itself in all its flow, power, unpredictability, 
shallow parts, and white-water passages" (p. 190). When she is too busy witii other 
activities in her Itfe to make art she feels a void or emptiness and becomes edgy and has 
need to "reclaim myself as an artist, get back to the river" (pp. 63-64). AUen described, 
"I touch something in painting that feels alive and real" (p. 42), Her explanation is to 
"know how to get to that place" or river (p, 47), To me Allen's research indicates a patii 
for each one of us to find our "river" and for that reason, a great contribution to the field 
of art, 

"° However, Allen (1995) befieved that the joumey of unfoldment is dtfferent in 
each person. This reflects WUber's concept of surface structure, which is dtfferent in 
each individual. In Dissanayake's sense, it is the propensity we all have for making and 
appreciating art belongs to our deep structures, which Wilber believes are immutable and 
present throughout time and space. 

" ' Allen (1995) viewed imagination as "tiie deepest voice of the soul [which] can 
be heard clearly only through cultivation and careful attention" (p. 3). For her 
engagement with our "imagination is a relationship with our deepest setf" (p. 3). To me 
artmaking is imagination when the process is allowed to flow fully, without restrictions 
or conventions. 
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revealed through mark making,"^ For Allen, "authentic artistic expression will unfold in 

a natural progression in anyone given the opportiinity to make art" (p, xvui) or providing 

the opportunity for themselves, Allen is convinced that "any of us, at any time [can] pick 

up a paintbmsh and create a new fork in the road to travel that may lead us each to our 

autiientic home, which is deep within, and outward again to our right place in the worid" 

(p, xix). She stated, "it is tiie story of these images and tiie method of knowing that I 

have used that I offer to the reader" (p. xv). In this study, I embrace a similar method, 

although not ex post facto, as is Allen's case but immediately after the experience of 

artmaking. In this chapter, however, I offer an account of my artmaking processes from 

the past as viewed from the moment of writing. Dissanayake contends that when our 

abUities or propensities do not find a channel or outiet, then they atrophy or become 

dormant; I propose to awaken our potentials through artmaking as tiansformation. 

Possibility of Change. Allen (1995) sought refugee in art therapy"^ away from 

the artworld and away from the Art for Art's Sake doctrine of modernism in which the 

artist ceases to exist and falls into isolation. For Allen, "art as a way of knowing offers a 

path back to direct participation in life" (p. xvii). She expresses affinity with Suzi 

Gablik's (1992) precepts that reject "alienation and isolation in favor of art that is 

empathetic, connected to others, and alive" (p. xvu). 

Allen (1995) agreed with Gablik (1992) that "we all have a lifetime of pattems 

and habits of thought embedded, based on past experiences. Our expectations of us and 

the world flow from these pattems. By changing our thinking we also change our 

"^ In my view, mark making for Allen (1995) is equivalent to what Dissanayake 
calls making special in that marks are made with intention, purpose and deliberation. 
Dissanayake (1992,1992b, 1995a) distinguishes the term mark as a careless, 
inconsequential and making special as constituting embeUishment and elaboration. 

"^ Allen (1995) realized, however, that art therapy also used art as a "tieatment 
modality with prescribed goals and outcomes requiring predetermined meanings assigned 
to images and interpreted by trained art therapy professionals" (p. xvi). She found art 
therapy restrictive and prescriptive rather than a free exploration into our inner being for 
healing and self-understanding. 
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experience" (Gablik quoted in p. 3). For Allen, "art is a way of knowing what we believe 

in. Knowing what our beliefs are requires confronting ourselves, our fears, and our 

resistance to change" (p. 27). She states, "once we confront our beliefs new options arise 

that empower individuals to think in new ways and act upon new visions" (p. 27). 

How to Prepare for Image Making. Allen offered suggestions on how to begin 

preparing for image making. She stated, referencing Shaun McNiff that "the image 

never comes to harm us" (cited in p. 27). She stated, "our fear exists to protect us from 

what we imagine to be harmful" (p, 27)."^ She suggested that we make an inventory of 

our beliefs and fears in order to confront them. She also believes in exercising our 

imagination by preparations for artmaking, which involve the material components of 

artmaking, and by emotional, and mental preparation. For her, preparation can help in 

stating intentions to seek our inner images (deep stmctures) and imagery from our daily 

lives, such as from books, movies, poems (surface stmctures) (p. 27). 

For her own work, Allen (1995) sought images based on memories of her 

childhood. She states, "eventually I leamed that image making is a way to get at feelings 

and a means to sort through the facts and fictions of my life. Images have allowed me a 

retum trip, back upstream to where I began" (p. 9). This process is also that of 

Salomon's who searched the past, her ancestors and close family background, for issues 

of life and death and for ways to find strength to survive in a highly hostile environment 

According to Allen (1995), our images reveal that we are "holographic creatures, 

living multiple stories" (p. 9)."^ Some stories about our past are told to us, others we 

"* In describing the process of creating Portrait of Luis as Bullfighter, the image 
of a snake crawling above the image of my son's head was initially very frightening. It 
was only after several years that I leamed through Wilber's interpretations of archetypal 
symbols that the snake located above a head or at the level of a head indicates wisdom. 
The whole portrait is a revelation of transition and independence. See Chapter VI for 
detailed interpretations of imagery in my work that resembles Allen's descriptions. 

"^ In his later works, Wilber (1995) uses the term holography in place of holism. 
He believes that holography involves horizontal and vertical levels of development of 
consciousness, while holism he uses to describe the horizontal aspect of existence, which 
he calls "flatiand." 
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need to discover on our own. Art and creative processes are a way to do so. This notion 

suggests deep archetypal imagery and surface imagery of personal fives. My belief is 

that art allows for us to access all levels of the unconsciousness as expressed by Wilber 

(19%), based on Freud's and Jung's views of the unconscious and on Wilber's own 

findings of emergent consciousness characteristic of the contemplative traditions of 

meditations. To me, the imagery tiiat Wilber reveals possesses different layers of 

meaning corresponding to deep, archaic stmctures and to our own fived imagery or 

social, cultural experience. 

A Special Place for Artmaking and Stating our Intentions. For AUen (1995), it is 

very important to provide a place to make art and to display the work as a way to 

welcome our images so that they may speak to us. She suggested that the artist "begin to 

develop a dialogue with your inner self as depicted in images (p. 12). Allen believed 

that music that pleases us or sounds from nature help to "create containment in our 

space" (p. 13). I found it helpful to have a room (although small) in which to create 

during the two months' production period of this study, and throughout my Itfe it has 

been essential to have a place for a refuge and for artmaking, especially since I see 

artmaking as a private, personal endeavor. Allen also recommended that we collect 

images and small objects of our interest to "feed our eyes" (p. 13). Further, for her, the 

preparation of space and materials constitutes "outward manifestations of intention" (p. 

13), such as when at the beginning of the production stage of this study, I stated, "today I 

am going to draw Luis to bring him close to me." This view also coincides with 

Dissanayake's (1992a) notion that art is an intentional, premeditated behavior of making 

special. In terms of meditative practices in Wilber's sense, it is also a deliberate, 

intentional activity. 

Further, Allen (1995) made great emphasis on the need to state our intentions for 

making art. For her, a "clear intention is as important as space and materials. [It] is the 

spiritual aspect of artmaking" (p. 16). She stated, "I try to have the clearest intention 

possible to accept whatever comes to me. I tmst that the images I need, the knowledge I 

need, exists within me and that I can access it through this process" (p. 16). She added. 
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"my overall intention is to come to know the source of wisdom and guidance within me" 

(p. 16). Allen suggested stating our intentions also about "exploring the story and myth 

of the images created" (p, 38) and to state our intentions when confronting and letting go 

of resistance. For her, intentions empower. She stated. 

Having a clear intention of what we are seeking to know, even in a general way, 
makes the image process more effective. An intention can be stated in words, but 
it also needs action in order to manifest. Intention can be general, like I want to 
know the meaning of this image, or specific like I want to know my relationship 
to my parents. It can be simple (the intention to experience paint) or complex (the 
intention to understand your fears), (p. 197) 

In addition to intention, Allen (1995) added attention. Attention for her honors 

the image created and begins the process of reclaiming whatever is present with the 

image. I agree with Allen, in that artmaking is an intentional activity—a type of 

parenthesis that we constmct seeking to explore what is outer and what is inner. I see the 

artmaking process as a purposeful commitment to explore inner being and to discover 

what it holds for us as well as to guide us towards heightened periods of existence that 

give meaning and a sense of value to our lives. 

Materials and Pleasure. Allen (1995) recommended that we explore materials to 

find what is most pleasurable for us. She believes that there is pleasure available in the 

use of materials and once we are comfortable with them, she states, "the process can be 

used anytime you require guidance, feelings need sorting out when problems arise" (p. 

17), I agree with her when she states, "artmaking is a way of dwelling in whatever is 

before us that needs our attention" (p, 17), For her, there is pleasure in making images, 

which is important because pleasure "opens us to knowing and feeling in a deep way" (p, 

30), She states, "this is our intention when painting, to experience pleasure and increase 

knowledge of emotions. It is our emotions that move us to take action" (p, 30), Pleasure 

in making and in finding meaning is discussed also by Dissanayake (1995a). 

Dissanayake believed that ritualized behavior is executed at length because it is 

pleasurable. For Dissanayake (1987, 1992a), that which is pleasurable can be repeated, 

and if it persists throughout time, it acquires survival value. I find myself yearning for 

artmaking when a long period of time has gone by and I have not been able to engage in 
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art as maker. To me, art also gives pleasure, knowledge, and understanding, in addition 

to the inexplicable experience of unity with the cosmos that triggers my artmaking 

actions and purposes. 

Allen (1995) believed that it is not necessary to make a picture or image about our 

problems. She stated, "you have only to form a clear intention to know something and 

then simply take up the materials and begin. Starting with just a mark continue until tiie 

image says it is finished" (p. 17), After the image is finished, she recommended that we 

observe the image, and recall our initial intention. To me, what reveals itself 

immediately after artmaking is the literal intention; the method of looking back at our 

images, however, may reveal further meanings, many of which belong to the future or 

become evident in our future, indicating art's power for vision and insight. 

Allen (1995) also placed emphasis on the need to know or to become acquainted 

with one's energy as it manifests through different materials. For her, mark making is 

one way to begin. She stated, "drawing is a way to contact the energy of the subject 

matter" (p. 21) and gradually, "you will get a sense of which material you need for the 

state you are in at particular time" (p. 21). Similarly, Greenwood (1995) dedicated a 

large part of her thesis to stating the importance of materials for healing dtfferent types of 

pathologies and addictions. (See Greenwood in this literature review section, for a more 

thorough description.) For Allen, drawing is energy made visible. She stated, "Drawing 

in this way is a meditation" (p. 24), an assertion with which I agree. Drawing and 

artmaking to me have the effects of meditation. For this reason Wilber's concepts 

including his views on deep meditation inform my study. 

Technique. Allen (1995) discovered that by studying her dreams and painting the 

images of those dreams for insight into her unconscious, she realized that the form of her 

paintings was weak. "This is not 'art' in any sense, but the meaning evoked by these 

images connects me once again, in a different way, to the river that surges below my 

observable daUy Itfe, the place of the soul" (p. 55). Reading Allen referring to her 

images as not always aesthetic implies her technical limitations due to her lack of formal 

training in art-and formal training is an aspect highly valued by Dissanayake for making 
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special. In my view, however, despite Allen's technical difficulties, she has gone beyond 

her limitations by honoring her ability to be perceptive, to be attentive, to follow her 

inner voice, to let go, and to allow the process to take her to unknown and familiar places. 

These aspects in my own experience are the clues to profound exploration of ourselves 

through art. 

Witnessing, Allen (1995) is thoroughly convinced from her life experience that 

images need a witness (hersetf, and/or others as viewers). She states: 

Image work is about bearing witness to our stories and the stories of others 
without whitewash or tuming away. The witness receives and affirms the ever-
changing, ever-evolving story. We are each our own, primary witness, and we 
need to be witnesses for one another. The witness aspect of us is the clear, 
universal consciousness that underlies our physical manifestation, (p. 197) (See 
also Ed Check (1996) and Liz Stanley (1992) for this concept of witnessing.) 

It is in this sense that I explore artmaking as a witness from within multiple stages of 

consciousness. To me, it is a revelation of archaic imagery and of imagery reflecting my 

daily Itfe. This study is a combination of my activities as an artist and as researcher. It is 

the witnessing of the experience of artmaking as a phenomenological constmction, or the 

experience from within the experience of creation and the documentation of how it 

happens. 

Our Inner Critic Allen (1995) described that we all possess an inner critic, but 

for her it has nothing to do with art or creativity as such. She stated, "knowing is 

dangerous because it leads to change. Changes in perception, in our life, in relationships. 

To live is to change , , . [and] change often evokes feelings of loss and even death" (p, 

48),"^ Allen suggested that we invest in getting to know the critic within us because that 

"^ This comment aligns with WUber's (1983b) belief that although humanity is 
ready for a leap from the mind level to the spirit level, there is fear because of the 
unknown, and instead, we tend to regress to lower levels of consciousness, an aspect that 
I have seen revealed in many outstanding theoreticians like Dissanayake's nostalgia for 
the primitive or traditional, and Gablik's emphasis on shamanic rituals and experiences as 
a mode to remythologize ourselves and regain contact with others and with nature. The 
fear indicates that we are ready for a major transition of consciousness, and if we attend 
to fear it is easier to regress and embrace more familiar although idealized forms of 
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critic "holds valuable information of our deepest fears" (p. 48). She adds, "state your 

intentions to get to know your critic . . . which you have the power to change" (p. 48). 

She befieved tiiat with time our "critic will mature and change too, into a compassionate 

helper who lets you know to keep working, when to sit and waif (p. 48). In my own 

experience, within the artmaking process, art has a way of letting us know how to 

proceed if we are open to allow things to happen. Allen stated, "art is a way of knowing 

our gift and learning how to give it" (p. 48). This also resembles Gablik's (1992, 1993) 

notions of caring and compassion, from the individual level to the collective level. This 

notion also resembles WUber's understanding of unity consciousness or non-dual reality 

in which we see ourselves in connection to the universe and therefore experience great 

love and compassion towards others and towards the natural environment. Wilber 

(1989d, 2(XX)) believed that more consciousness leads to is more love and more 

compassion and is the reason he has dedicated a lifetime sharing his findings about the 

development of consciousness, through a combination of Westem and Eastem 

psychological perspectives. 

The River Within. Allen (1995) used the metaphor of the river to describe her 

creative processes. She stated, "I find the river. It is swirling; tumultuous, dark gray, 

unforgiving. I am dragged, gasping, through its twists and turns, caught in the gut by 

rocks concealed beneath its boiling surface. This is not what I expected. I paint and 

draw and discover that I am broken inside" (p. 55). She further explored through 

artmaking the connection to her childhood. From looking back, following Allen's 

suggestions, I recall finding my own river in people and in nature, and these are recurrent 

themes in my artwork. 

When trying to describe her images, Allen (1995) discovered the limitations of 

language to express the visual. Her words also reflect Greenwood's (1995) notions about 

our body as a container of everything that happens to us. Similarly, Allen (1995) 

recognized that her life highlights what Wilber identifies as the mind level of 

knowing without realizing that the higher levels are of much more tianscendence and are 
more meaningful. 
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consciousness, and she realizes that feelings, and sensations (or lower levels) are 

neglected. She also makes a commentary about the situation of women in the worid. Art 

images depict all our being as is revealed by Allen below. She stated, 

I have no words for these images. All that is unexpressed is saved in the body, 
like a careful scrapbook. The body records what the mind denies. I don't know 
the language of the body, of feeling and intuition. I know how to think. But 
thinking unguided by sensation and feeling is a cold knife. Thinking about these 
images is scary . . . I think they say that being a woman is an inescapable death 
sentence, (p. 55)"^ 

From her experience with art as art therapy, Allen (1995) leamed "that the image 

functions in the realm of metaphor, speaking powerfully yet symbolically" (p. 59). For 

her, images arrive in "strange cryptic forms by means of dreams, feelings, fears, or buried 

memories" (p. 59). Allen recommends not to "mistake the message of the image for a 

literal report or msh to judge its content as meaning, definitively this or that" (p. 59). I 

have found that the first impression of my artwork, immediately after I finish a piece, 

reflects obvious or literal meaning. In agreement with Allen, however, I have found that 

the tme content of the imagery is revealed to me gradually and carries aspects of my deep 

stmcture (archaic, symbolic) as well as aspects of my personal life having to do with 

surface stractures as understood by Wilber, 

Exploration of our Soul, Allen (1995) believed that unexamined contents are a 

source of our resistance to living fufiy and joyously. She suggested that we look into our 

soul, "our essence, perfect and unassailable, our core" (p, 60), as a worthwhile endeavor. 

For her, the soul's deepest wish is for us to see inside and to realize our essence, common 

to all beings, Allen reminded us that the "image is the messenger of your soul and never 

comes to harm us" (pp, 61-62), For her, the image is like a visitor who speaks a different 

language that we are trying to leam, and thus we should allow it to enter. 

^^ Greenwood (1995) described the body as receptacle for everything that 
happens to us in our lifetime. Suffering, anxiety, illnesses, addictions, pain, all manifest 
in our physical body. In Chapter V, I speak of how the sense of loss mantfest through 
physical pain and transcribes in my work as pattems of imagery. 
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Allen (1995) discovered that "her soul is the soul of a woman and that the soul 

and the river are inextiicably bound to the idea of God" (p. 72). In my view, this is 

Wilber's understanding of God or Godhead tiiat we can aU aspire to within our potential 

of conscious development. It is Jean Shinoda Boleni's concept of the "goddess in every 

women" (in Witzfing, 1994, p. 8). Alien stated. 

We create our spiritual connection by attending to soul. Spirit enters when soul 
has made the place ready. Soul is basic, everyday; it is everytiiing to do with 
daily life, eating, sleeping, loving, [and] stiiiggling. When we cultivate soul, our 
eyes become clear and soft We see spirit and feel it, a sense of awe and 
reverence in many different situations, (p. 73) 

Allen (1995) is convinced that images reveal the nature of our relation to soul and 

spirit. For her, the soul is the home for spirit to enter and reside, and through living and 

making art we can discover the key to our spirit. Allen discovered that for her own spirit, 

her body was the key. She states. 

Your key will be something that inspires in you feelings of reverence, the sharp 
intake of breath that we associate with awe. Beauty is a wonderful door to the 
soul. State your intention to yourself as clearly as possible. You can say. What is 
my key to spirit? You can say, I open mysetf to awe today. Use whatever words 
feel right to you. Once you have clarified your intention, simply go about your 
day, planning some time during the end of the day to reflect and be in your art 
space . . . There is no need to look actively for your key, [it] will be there when 
you are ready for it. (p. 73) 

Allen added, "recognition of your key will cause a stirring; it may be very subtle 

or it may move you to tears. It may seem entirely unrelated to spiritual matters and be 

very ordinary like looking into the eyes of a stranger or embracing a friend" (p. 74). 

Archetypes. Allen (1995) recommended Jung's active imagination technique 

(dreaming the dream onward) as a form to reclaim our myth and own story. For her, the 

soul narrates our deepest tmth through image and metaphor. Allen states that if one 

commits oneself to art as a way of knowing, "a point will come when certain images 

appear which are numinous or spirit-filled" (p. 87). From her experience, "some images 

may recur in various forms" (p. 87). In her view, these images are "signposts" into the 

depths of our soul. They begin to show what our primary images are. In her view, 
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archetypal images emerge that help to place our personal experience within a larger 

context of the imagination of humankind (p. 87). She stated that it is important to keep in 

nund that archetypal images have an autonomous existence, a message to convey not 

only to us but to others as well. Allen stated, "archetypes don't come all at once. They 

dance us back and forth across the line between the personal and metaphysical. They 

arrive again and again, in different garb, more clearly in focus, more powerfuUy present" 

(p. 156). For her, the reason for dwelling in these archetypes is that the "Self or soul 

contains all possibilities" (p. 105) and the more we explore, the closer we come to 

understanding the multiplicity of our being. 

Allen (1995) believed that much of "our experience of archetypes can be seen in 

dreams and images [but that] we also unconsciously live out our archetypal contents in 

our actual relationships" (p. 105). She adds, "our empathy and compassion for ourselves 

and others grow. When we see . . . all possibilities—kindness, cmelty, achievement 

lethargy, generosity, greed—to keep our image of self wholly positive" (p. 105). 

Allen (1995) concludes with a recommendation: "open your eyes, open your 

mind. Art is a way of knowing" (p. 194). Allen's description of her art creative 

processes ex post facto of a lifetime of immersion with art and its power is fundamental 

to my study. In her words I find echoed my own experiences with art that are 

transcendental, and that relate to my soul and spirit, and in Wilber's terms, facilitate unity 

consciousness. Her understanding of the importance of imagery, archetypal and personal, 

and of how the meaning reveals itself in stages, is also essential to this study as revealed 

in my interpretation section Chapter V. 

Two Artists' Self-Studies on Witnessing and Autobiography 

Introduction 

Other studies that inform and contribute to guiding my research are Barbara H. 

Greenwood's (1995) inquiry into the self through artmaking, media exploration, and 

joumal keeping, and Ed Check's (19%) individual joumey towards recovery. Both 

Greenwood and Check relate psychological trauma with bodily experiences. Check 
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highlighted the importance of testimony, witnessing, and self-representations as ways to 

intermpt (citing Witherell and Noddings) "traditions of silence and invisibility" (in p. 11), 

usually plaguing minorities. He stated, "it is tiie fusion of autobiography and art that 

forms my dialectic" (p, 49). Further, he adds, "the task of deconstmcting my self-

education as a gay artist requires an auto/biographical method" (p. 50). Check saw the 

process of "setf-discovery-and search for identity as something under constmction . . . or 

a continuum road to self-actualization" (p. 44), which is also the phenomenon of 

autobiography in that to quafify as such, he/she authoring it must be alive. 

Ed Check.Witnessing and Testimony 

Through Check (19%), I leamed about Liz Stanley (1992) who stated that "the 

power of witnessing and testimony is part of the autobiographical theoretical frame" (p. 

57). He cited Felman and Laub (1992) referring to victims of the Holocaust as an event 

without a witness: "this loss of the capacity to be witness to oneself and thus to witness 

from the inside is perhaps the tme meaning of annihilation, for when one's history is 

abolished, one's identity ceases to exist as well" (cited in p. 82). With this example he 

expresses the importance of testifying to our experiences. In his case, with which I 

identify, it is "finding home, places to write onesetf into the picture" that are essential (p. 

53). This power of autobiography is its own justification for all people to write their 

stories. Intermingled with his search for identity is Check's (1996) discovery and value 

of feminine traditions of loving and caring. He acknowledges women and feminists as 

role models that empower and nurture him. He mentions a conversation with Sister Carta 

upon which he concluded, 'Through my art, we were both able to testify to our individual 

experiences and bear witness to our diversity" (p. 106). 

Barbara H. Greenwood. Healing and Survival 

Greenwood's (1995) story is one of healing and of survival from the effects of 

incest and satanic ritual. Throughout her seven-year joumey towards recovery she 

produced fifty-five art pieces, which revealed imagery from her deep or archaic 
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unconscious. She states that it was " a joumey into hell and a death before a rebirth . . . 

which explores spirituality, tmst, surrendering and letting go" (p. 2). Both Greenwood 

and Check (19%) place great importance on the selection and use of various media to 

address different psychological problems. Check mentioned that through the use of 

materials, "aspects of one's life can be manifested" (p. 67,102). Similariy, Greenwood's 

(1995) approach of targeting patiiologies through art materials coincides with Wilber's 

(1984b) understanding that pathologies of different levels of consciousness should be 

approached through different methodologies. In her particular case. Greenwood produces 

an analysis that highlights process and content of her work in relation to particular media 

following Vija Lusebrink's Expressive Therapy Continuum, a three-level method. The 

first level, identified as cognitive-symbolic, she believes manifests in symbolic, 

representational, stereotypical imagery. From her experience, this level requires a sense 

of control, and therefore she uses markers and pencils as media. The second level 

identified as perceptual-affective manifests through abstraction and a connection of 

abstraction with feelings. Here she uses pastels, oil crayons, acrylic/oil paint, emd 

tempera because these materials allow for less restrictive surface marking. The third 

level, identified as kinesthetic-sensory. Greenwood identifies as the level in which 

healing happens. For it, she recommends finger paint and clay as media. Greenwood 

believes that through the process of artmaking and of exploration with different materials, 

it is possible to access the necessary stages of recovery as identified by Judith Herman 

(1992) in her study of victims of extreme traumas such as the Holocaust and the Vietnam 

War. These stages of recovery are: "the establishment of safety, remembrance, 

mouming—which is when the survivor tells his or her story of ti-auma, and reconnects 

with ordinary Itfe" (Herman cited in p. 28). Important to this study are Greenwood's 

(1995) and Check's (19%) notions that artmaking, materials, and journal writing 

contribute to healing and bring about positive-fundamental changes in an individual. In 

Chapter V, I describe my own creative processes of healing and transformation through 

artmaking and uses of materials. 
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The Transformative Power of Art: Autobiographical Account 

Introduction 

I embrace Wilber's (1995a, 19%a, 1997) All-Level, All- Quadrant model, which 

offers an integral approach to understanding human nature (individual, biological, 

cultural, and societal). Further, I believe that all aspects of WUber's quadrants are 

interrelated and influence each other in mysterious manners. From my experience, life is 

an enigma, multi faceted, complicated, and filled with positive and negative surprises. In 

the following autobiographical narration I describe major aspects of my life's transitions 

with emphasis placed on my life as it relates to art. The style is of a non-confessional 

nature but is conceived as of a process for self-introspection and remembrance (Jelinek, 

1980). 

This account is reminiscent and based on present perceptions of the past as 

understood by Wilber (1981a), Chandler (1990), and Freeman (1993). It provides a 

glimpse into my philosophy of art, personal context/history from which I create my work, 

and reasons for drawing, painting, or sculpting. It evidences levels of development of 

consciousness of which I was unaware about or which I did not have the discourse to 

articulate such phenomena until I encountered Wilber's frameworks, which combine 

Westem and Eastem philosophical perspectives. Check (19%) noted that "often 

auto/biography may be viewed as reductive or essentializing" (p. 54). He believed, 

however, that, by its very nature, autobiography "does not set out to universalize . . . it is 

not the voice of a "tmth," a totalizable or privileging account of one Itfe over others (p. 

54). Similarly, this story does not seek to highlight my experiences over those of others. 

My position, following Wilber, is that there are deep stmctures in human nature that 

make us similar as well as surface stmctures that make us different. I share 

commonalities with women (daughters, mothers, sisters, etc.) and women artists, I am 

dissimilar, however, based on my particular culture, traditions, age, economic status, and 

Itfe circumstances, of those Mexican, immigrant, mral upbringing, child worker, etc. 

Therefore, while some of the aspects of art creation and creativity that I posit are 

generalizable, for example, Dissanayake's notion that art is within all of us biologically. 
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other aspects are particular to a given situation and time. Therefore, in this study, I 

embrace notions of both Modemist perspectives of commonalities and universalities and 

postmodemist views that value particular contexts. 

Autobiographical Account 

I have very few recollections of my Itfe before 5 years old. One vivid memory 

that comes to mind is in Monterrey: a robust man, a stranger, lifts me up at the level of 

his chest, holds me for a long time. Then he asks me to open my hand and places coins in 

it. I slip away from his arms and msh with my brothers and sisters to the nearest store to 

buy candy. Apparentiy, this man was my father who came to visit us (wife and children) 

once or twice a year. He had worked in the United States since he was 14 years old, and I 

knew littie about him."* During that stage in my life, my mother and my great-aunt were 

the adults with whom I interacted. From my great-aunt 1 leamed that I always cried, 

generally for no apparent reason. A second vivid memory is a rag doll that my great-aunt 

sewed for me with much care. This doll accompanied me everywhere and made the trip 

to the United States when I immigrated with my family to join my father. I was 6 years 

old. My father worked at a factory that made ice-cream machines in Chicago. Both my 

mother and I were continuously ill due to the effects of the city's contrasting weather. 

We lived in the basement of a three-floor building. This place, I recall, had no windows 

and was dark, so dark that I always saw "night monsters." During that time, I attended a 

school; I recall a littie African-American girl with huge eyes who communicated with me 

through gestures. On a daily basis, she would grab a small chair and signal me to grab 

one too. She would nod to me to walk outside the classroom to the hall. We would sit 

she would stare at me and I would stare back. She would smile and 1 would smile back. 

Once that routine was over with, she would read to me from a colorful book and would 

point at images and words asking me to repeat them after her. Immigrating to the United 

"* This phenomenon seems to be common to many Mexican immigrants where 
one parent works in the United States, while the other parent and children remain in 
Mexico until it is possible financially for the family to join the working parent (male or 
female). 
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States automatically placed me in a position where I had to leam to adapt to a new 

geographic/culttiral environment and a new language. This little African American giri 

was my mentor. I imagine that I learned a lot. I felt ill and weak, however, most of the 

time. Nevertheless, my older siblings seemed to enjoy the change. 

When my mother and I caught pneumonia, my father decided to move us all to 

California. From what I remember, this was an exciting event. In a three-day trip, we 

crossed the States by train. I was fascinated with the natural environment and varieties of 

landscapes that I saw. I would press my nose against the window trying to see the end of 

the tiain, which to me was extiemely long. I recall seeing a beauttful woman with 

striking blond hair, sitting across from my seat and smiled frequentiy at me. She applied 

make-up, adorned hersetf, and did her nails in bright red. I thought she was radiant. 

Whatever she wanted, she asked for, such as a pillow or a blanket. In my family, 

children—girls especially—were not allowed to ask for anything or make any complaint 

Therefore, in my view, she was very special. I must have intemalized her ritual since I 

too take great pleasure in applying make-up and embellishing myself. During that trip I 

also leamed that women can eam their right to acquire or possess anything they need, 

which contrasted with the patriarchal-oriented family in which I grew up. The woman 

traveled alone, and the experience might have suggested to me that it was fine for women 

to be independent Allen (1995) described that at some point in our life, we find our 

"river" (i.e., imagery that guides and marks us profoundly). I believe that I found my 

"river" on that long trip to Califomia, my "river" of nature and of beautiful people. 

California was a completely new experience for me, and I imagine it also 

impacted my father. He had lived in a big city, then moved to a raral community. 

Perhaps the move was reminiscent of his upbringing in Mexico, For several years, my 

father worked alone on a grape farm, and littie by littie, my older brothers began helping 

him until at some point, the whole family (then composed of six children, including 

myself) except for my mother worked on the land after school on a daily basis, I recall 

that besides working on that particular farm we also did work in other areas picking 

cotton, I was always cold and would become ill frequentiy. When I was ten years old, a 
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new brother arrived to our family. Since I was sick most of the time. I did not go to 

work outside with my siblings. Therefore, my mother delegated her baby to my care so 

that she could accompany the other family members to work. In adulthood, I leamed that 

my child illness was asthma caused by allergies. 

Sources of income were scarce for my parents, and working in one place was not 

enough to sustain our needs. My father decided that we would add to our activities 

during intensive periods of production out of state. We began migrating to Washington 

State for four or five months a year for the asparagus harvest. On our route back to 

California, we would harvest berries and green beans for several months in Oregon and 

then did the full cycle of the grape/raisin harvest again in California. At that point, after 

living in the United States for five full years, my father took us to visit our grandparents 

in Mexico. I came in contact with someone who would become highly influential in my 

life, my grandmother from my mother's side. We lived with my grandparents for a few 

months and then came back to the United States, directly to Washington State, then to 

Oregon and Calif omia, repeating the cycle. From then on, we spent a few months in 

Mexico each year where I attended a mral-community school to leam how to write 

Spanish. In the United States, I attended school only while in Washington State and 

missed any other instmction. I was lucky since my older siblings dropped school 

altogether. 

When I was fourteen and a half years old, my father decided that the whole family 

should retum permanently to Mexico, although my oldest brother chose to remain in the 

United States, My brother's decision caused pain and grief to my parents. Within a year, 

three older sisters and brothers, unable to adapt to such dramatic change, independently 

retumed to the United States. Most went to Chicago and worked in industries rather than 

harvesting the land. Soon thereafter, another brother retumed to the States. This major 

transition of familial dismantling was initiated in Mexico by my oldest sister who in a 

highly dramatic way (a hunger strike) sought her emancipation. My parents, unable to 

resolve the problem and fearing for her well being, submitted to her will and gave 
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permission for her retum to the United States. Because of our younger age, two 

American brothers and I stayed in Mexico indefinitely with my parents. 

Art in my Life. Beyond tiiis description, I have very littie recollection of my eariy 

years of life except that I was attracted to beautiful people, places, and things. 

Nevertheless, I remember that I loved to draw. There was an occasion in which my third 

grade teacher asked me to walk towards her desk and then proceeded to guide me to a 

drawer that stored a lot of paper. She indicated that whenever I felt like drawing, I could 

get paper on my own from that drawer. Additionally, I recall that around the age of ten I 

drew intensively, copying beautiful elongated women from a gigantic McCalls catalogue 

that I found. Because of my interest in drawing women dressed a la mode, I fantasized 

that perhaps I would be a fashion designer. Another reason for such a thought was that at 

an even earlier age (six or seven) I was allowed to use my mother's sewing machine. I 

continuously made clothes for my doll. She and I had to dress the same, always. I 

managed to provide for her by altering my own clothes, with which I attracted some 

discontent from my mother. To this day, the clothing I wear on special occasions I 

design and sew myself. 

I studied first to fifth grades in Caltfomia and sixth grade in Washington State. At 

some point in the six grade school year, the art teacher held an exhibition of his work at 

the school's auditorium that lasted several weeks. To my eyes, it was the most incredible 

visual event ever, I recall spending much of my recess and lunch periods looking at the 

paintings, mainly realistic depictions of nature—landscapes, seascapes and still life. But 

the most astonishing piece to me was a portrait of his daughter, I can still remember in 

detail the picture: blue for the robe and eyes, yellow for the hair, and white for a beautiful 

teenage face, I knew I wanted to be able to paint portraits like that."^ I don't recollect 

^^ Charlotte Salomon (1981) noted that she had been immensely touched by 
Michelangelo's Sistine Chapel, similarly, when visiting Rome with her grandparents and 
that it was then that she had made her decision to become a professional artist, I believe 
that no matter the quality of the work, children should to be exposed to art. It is not 
known when or for what specific reasons a piece of art will exert its power on the viewer. 
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how, but I managed to sign up for art classes with this instractor. He was as a good 

teacher as he was an artist. He began to teach us how to draw realistically. I did not have 

oil paints or canvases. Therefore I drew everything which focused my attention on black 

and white translations. Soon, without realizing if I was copying in small format (typing 

paper or school notebooks) images from an encyclopedia my father had bought for us. I 

was drawing images from volume A to Z. I mostiy copied figures; images from Greek 

and Roman mythology and from the Renaissance. I especially recall copying 

Michelangelo's David. Back in Mexico, I continued tiiis copying strategy.^ My 

drawings grew larger in size and were gatiiering under my mattress, and after reaching 

volume ZI didn't know what else to do. It was as if volume Z marked the end of a stage 

of replication of photographs depicting three-dimensional objects that I had translated to 

drawings or flat surfaces. In looking back, I credit my love for volume and sculpture as 

inscribed during this period, along with the value I place on black and white drawings. 

This is the nature of the work produced for this study. 

From ages 16 to 17,1 enrolled in a correspondence drawing course and studied 

caricature, comics, and publicity drawing and became fascinated by the movement that I 

could project onto a plane. I was asked to represent figures and objects such as houses, 

fumiture, cars, utensils, cosmetics, and decorative items. They were to be drawn from 

different angles: top, bottom, back, and front. Movement became an important element 

in my drawings. After two years, I eamed a diploma from this course, but I really didn't 

want to be a comic or commercial artist. 

I am highly grateful for my first introduction to the visual arts, as it became permanentiy 
inscribed. The phenomenon of innate ability for the appreciation of the aesthetic is one 
of Dissanayake's contentions. Following Dissanayake's view, Aiken (1985) attributes the 
phenomenon to biological make-up our human species. In terms of arts education, based 
on my experience, it helps if the teacher is him/herself a practicing artist in order to have 
a more compelling impact on children. 

^ Copying is generally not allowed in art training programs, in my case, 
however, it trained me to observe closely printed material (elements and principles of art) 
and to become more observant of my natural environment. 
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Simultaneously with this activity, I attended a cultural center (Institute Mexicano 

del Seguro Social-IMSS) several days a week to study painting. At this point of my 

studies I was using paper as my surface but began infi-oducing color to my work. The 

teacher in charge of the course was a recognized regional artist (Professor Jaime Flores), 

He was an abstract painter. In his courses, he first introduced us to the basic 

fundamentals of design and composition. He later encouraged the 12 to 15 students to 

attempt abstract forms and to address content. It was not until many years later that I 

realized what a positive influence this artist had on me. The class group was numerous 

and exciting. We produced a lot of work and organized an exhibition at the end of each 

semester. During second semester I began to paint with oils and acrylics on canvases. I 

had never seen the sea but frequently painted strange seascapes, representing dawn and 

dusk.^' I also painted landscapes and stUl life composition. The idea was to create our 

own environments or to look at nature as a source of inspiration, as it was prohibited to 

copy from any printed material. I wanted to make things as realistic as possible, and to 

have people recognize the objects and the theme. I developed many of these works but 

found myself most enjoying portrait paintings. Perhaps this was due to the influence of 

the impression I received during my first exposure to the visual arts, 1 painted my 

mother, brothers, sister, friends, and myself, I did not hesitate to cover up self-portraits 

when I ran out of canvases. My family highly values and cherishes these portraits that 

occupy an important place in their homes. 

Although I had been drawing and painting all along, my sixteenth and seventeenth 

years dedicated to intense artistic exploration. I recall doing my daily chores at home as 

^' From being exposed to Jung's notion of archetypes and Wilber's (1981c) 
understanding of levels of consciousness, I realize that painting seascapes is natural when 
an artist reaches higher levels of consciousness. I have found that stage within a 
heightened experience involves visions of the expansiveness of the ocean. In my mind it 
is visualized through dark deep waters these oceanic waves; however, do not carry 
frightening connotations. 
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soon as possible in order to start painting.^ My parents were so happy with me. I asked 

for nothing but a quiet and private day. Now I understand the immense value of my 

mother's understanding of my need for privacy. She would allow no one to intermpt me 

while I worked. 

I recall experiencing continuous technical challenges in using color and shapes. 

The paintings were figuratively oriented but were not strictiy realistic; much of the 

imagery was developed from my imagination. I felt so free! Every day was an 

overwhelmingly ecstatic and joyful experience. My few friends (some involved with art), 

in my opinion, had complicated their lives beyond comprehension: dating, getting 

married, or getting involved in religious activities. To me, painting was all I needed. 

During those years of intensive work I often wondered what it was about art that was so 

special. What was the mystery beyond drawing and painting? How fortunate I am today 

that through the process of this dissertation research, I have finally found many answers 

to my inquiries—the most important, that art is a vehicle for inner transformation of 

cosmic fusion comparable to any tme religion, in Wilber's (1983b) sense of authentic 

religions. 

Our teacher at the cultural center was awarded a Rockefeller fellowship to further 

his studies in art in the United States. He encouraged us all to continue our studies in a 

more formal academic environment. Professor Flores recommended the Visual Art 

Institute of the State University in Monterrey^ where his brother, Pablo Flores, also an 

artist, was the director. 

My family and I lived in a raral area an hour drive away from the city of 

Monterrey. In my mind, the idea of going to the school in my circumstances was 

impossible. I believed that I could not go to the big city all alone, and possibly without 

^ My mother assigned roles for each member of the family. I was in charge of 
gardening, which however time consuming and demanding, was a very rewarding 
activity and brought delight to everyone's sight (family and neighbors). 

^ Instituto de Artes Visuales de la Universidad Autonoma de Nuevo Leon, 
Monterrey, N.L., Mexico 
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my parent's consent It was a tradition in raral communities that women left their home 

only upon marriage, and that word I had not written in my book. 

When our teacher left, a medical doctor who worked at tiie cultural center, and 

who loved art, volunteered to keep the art classes going. It was not an organized class; 

everybody was to work at home and submit finished pieces on certain scheduled dates for 

critiques. Nothmg was tiie same, and the group lost interest. I continued working on 

portraits, and the doctor loved my work. After six months, I felt I wasn't leaming much, 

and I became very bored and unchallenged. The doctor told me, "if you were my 

daughter, you would be studying in the best art school in Europe and not in tiiis small and 

silly town under my direction." I never mentioned that comment to anyone; I did not 

want my parents to be unconrfortable about not being able to offer me the art training the 

doctor thought I should have. I became discouraged and restiess. The town had littie to 

offer in terms of the visual arts, and I became critical of my life situation. 

The winter holiday season finally came upon us, and we received a visit from 

several brothers and sisters who lived in the United States. My oldest brother invited me 

to spend time with him and his family in Aurora, Illinois. I had never asked for anything 

or called attention to myself—and at this point my needs were greater than food and 

shelter. I guess my parents had informed him of how difficult I had become after my art 

teacher left. I accepted my brother's offer. Once there, I enrolled in an extension course, 

through the La Salle Institute of Art of Chicago, which was paid for by my brother. To 

me, the content of the course was very interesting and was presented very formally. That 

gave me the idea that I was finally going to have serious training in art. It was essentially 

a drawing course, organized by lessons, with assignments, which had to be submitted as 

soon as each one was finished. The fee included an incredible package of art material, 

such as papers of many colors and textures, a variety of pencils and charcoals, tools and 

other accessories. Working with such a variety of materials was a totally new experience 

for me. I was fascinated and once again began working with great intensity. Soon, I got 

into the habit of working all night long, and slept during the day, I did this mostiy due to 

the fact that with several of my brother's children hopping around all day long, it was 
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impossible to concentrate. Concentration and prolonged periods of exploration with art 

were key to my happiness. I now realize that this discovery holds tme for any art activity 

geared towards transformation. The different levels of consciousness need time to uirfold 

and impress their mark. This finding carries valuable implications for arts education in 

that, as is the case in many K-12 levels settings, the time allocated for art production (25-

30 minutes) is not enough for this phenomenon to manifest in the child. As a result, the 

process is aborted before it yields the benefits of art as transformation. From reading 

Wilber's (2001) autobiography, I leamed that because of his many years of training in 

meditative practices, he can approach unity consciousness within a few minutes of 

beginning his meditation session. I have found that after a rhythm of artmaking has been 

established, usually after a few days of intensive work and dedication, it is possible to 

access stages of heightened awareness more readily. Similarly, in cases in which creative 

process are intermpted within a day's activity, these can be resumed more easily the 

longer the production stage lasts. This notion of progressive unfolding also has 

implication for Art Education at K-12 settings. In many occasions, children have access 

to the visual arts only once a week. Therefore, each session is a starting point within this 

process, and there is not an opportunity for the emerging of a second or continuous stage 

of development. 

During the period of my intense art production stage in Aurora, a close relative of 

mine living in the city decided to have a child without going through the process of 

marriage. This situation scandafized my family to the point where they decided that I 

should rettim to Mexico to avoid negative influence by this kind of situation such. With 

the greatest promptness and efficiency, I was "airmailed" home. After only four months 

of intensive study, at age eighteen, there 1 was back home with nothing interesting to do. 

To my parent's surprise, my calm, peaceful, and submissive attitude of many years 

changed dramatically. I directiy demanded attention to my needs. 

I wanted to become thoroughly engaged in art, to communicate witii other artists, 

and to leam about the mechanisms of the artworid. I wanted to visit the Visual Art 

Instihite of Monterrey to see the art exhibitions. My father agreed to tiike me once in a 
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while. I recall that the first exhibition we saw depicted bulls in semi-abstract form. The 

paintings were huge and predominantiy rendered in blue hues. The images carried lots of 

movement and energy and showed the animals as possessing great vigor and beauty. My 

father related to the theme, since he himself owned several remarkable Brahman cattie. I 

asked him what he thought about the show, and he answered something to the effect, 

"Esta bien. Se ven muy fuertes esos animales."^ When I was in the city, I came back to 

life. I soon became familiar with its layout. I knew the school and how to get there. All 

I needed was money and a job. I began planning my independence. 

One day, I met the Director of the Cultural Center (IMSS). He remembered me-

he had seen the group's exhibitions organized under Professor Pablo Flores—and he 

invited me to have my first one-woman show to coincide with a bigger cultural event (an 

annual celebration for activities and achievements of the center) that would take place. 

Many people attended that day and saw my work. As a result, I received one after 

another commissions for portraits, landscapes, and still fifes. It seemed that people 

perceived me as an artist. Every cent I eamed through my art commissions went to my 

savings. For many months I worked on these projects and on projects that I liked. I 

figured that I had eamed enough money to support myself for the first four or five months 

in the city. When that time came, I visited the Visual Arts Institute in Monterrey and 

introduced myself to the Director. I told him how his brother (Professor Jaime Flores, of 

whom he was very proud) had recommended the school. I expressed my interest in 

studying there. He said that the semester would end in a month and a hatf, and that I 

couldn't enroll formally until the next semester, but that if I wanted, he could arrange 

with some teachers for me to attend their classes and to get involved with some art 

activities. He advised me on the procedures and requirements I would have to meet in 

order to enroll in the school through the university. I went to school every day and 

worked very diligently. 

My two roommates at the boarding house where I lived introduced me to people. 

Both roommates were students at the Law School and were very popular. Each on her 

^ Something to the effect, "It's fine, those animals seem very stiong." 
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own had held State beauty crowns, which indicates their beauty. Through their help and 

social connections, I got a job teaching English in a commercial school for secretaries or 

clerks. One of my roommates was very good with computers and supported her Itfe style 

and studies holding a job processing data. She advised me to take an intensive summer 

course in that area so that I could get a better paying job. I didn't know it at the time, but 

that was a wise choice I made. Computerized systems were being introduced in the most 

important business and commercial establishments of the city. As a result of that 

training, I got a better job, and that job led to other better paying opportunities. I would 

constantiy enroll in new short computer technology courses until (after two years) I was 

working in the most prestigious firm of the region.^ I had no personal interest in 

working for anyone, no matter how prestigious they were, but in doing so, 1 had assured 

my art studies and my new and independent life. 

Art school was more than I expected. I experienced classes in life drawing, 

design and composition, technical drawing, printmaking including silk-screen, 

lithography, Unoleum cut, woodcut, and monoprints; painting was my focus. The 

realistic forms gradually evolved to abstraction. My canvases became heavy and full of 

texture. I also incorporated collage. I had never worked on three-dimensional pieces, 

and I was intioduced to sculpture. I learned to model on clay, plaster, plasticine, and 

cement. We made molds of pieces and cast them on ceramic, plasters, and resins. We 

created wood sculpture, and steel reliefs bumt witii acids for coloration. Everything was 

done manually; we had very few tools and no electric equipment. Those years at the 

Institute were of such fulfillment to my life that I made a decision to always be an artist, a 

plastic/visual artist. 

These were fascinating years of leaming and of artistic achievement; nevertheless, 

I found mysetf questioning things about my reality and my interaction in society.^ I was 

285 Grapo Atfa de Monterrey. 

^ Art-making activities create a world that is inherentiy beautiful and peaceful, 
and in my particular case, they contrasted heavily witii the life in the cosmopolitan three-

318 



in a stage of identification with the outside worid, the "trae worid," I thought I searched 

to define my ideology and my philosophy of life. At this point, I decided that my 

undergraduate studies should be in sociology. Sociology is a science that in order to exist 

and live up to its mission-that of understanding human interaction in society-reaches out 

for knowledge from a great variety of disciplines, such as psychology, economy, politics, 

history, anthropology, finguistics, and philosophy. This academic orientation provided 

me with intellectual tools to better understand the worid that surrounded me. Thus, in my 

case, the combination of studies in the plastic/visual arts and sociology complemented 

each other; one provided spiritual nourishment and the other, answers to intellectual 

rationalistic inquiry. Wilber believes that contemporary society has reached its mind 

level of development and that it is ready to transform onto the tianspersonal realms of 

consciousness. In Wilber's model of the Spectrum of Consciousness, he acknowledges 

all levels of development of consciousness, matter, body, mind, and spirit as intimately 

related, and as constituting an integral individual. From my recollection of this period, I 

had never been more fulfiUed. Further, at this beautiful peak of my life, I met an 

individual with arresting physical qualities and a highly developed intellect. After a 

three-year relationship, he became my husband and later the father of my only son. I was 

unaware of this at the time, but this step proved highly detrimental in my life, beginning 

with his mother's empathic rejection of me from the day that I met her. 

Ltfe had changed. This was a "New World" for me. I sought to apply my 

sociological knowledge practically, and held successfully various positions in the public 

arena of Monterrey.^^ In terms of my art, I was encouraged by comments from my 

intellectual husband and his friends, that my art—in one way or another—should be 

politically oriented, activist in character, and should serve a social role. Some artists at 

the time were painting realistic (overly illustrative) scenes of grim situations, and 

million-inhabitant city of Monterrey. There was chaos, rash, and movement as well as a 
marked social stratification of the very poor and very wealthy. 

^ Secretaria de Hacienda y Credito Publico & Secretaria de Educacion Publica 
de Nuevo Leon, Mexico. 
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historically there were the examples of artists (including Mexican Muralists) focusing 

their work on social themes of straggle. While I was aware of the tremendous injustice 

and the social/economic inequalities suffered by the vast majority of the population, and 

in a way, I knew (through my sociological studies) the essential causes of such 

inequalities and exploitation, I felt tmly hopeless in my capabilities of resolving society's 

problems. At the time, my idea was that it was not I who had to do this, but society as a 

whole, tiirough changes and accommodation of political and economic stmctures.^ 

Why should my art, what was tmly sublime in me, have to become a tool for illustration. 

^ It appears that these people detected a special power in my work as described 
by Gablik (1992), when she mentions that the artist is a visionary individual who marks 
the path for others to follow. In transforming her/himself, the artist begins the 
transformation for the collective. This notion was translated literally, however, into the 
perception that my imagery should perhaps portray ordinary scenes from the city's daily 
ltfe (i.e., beggars in the street collecting money to feed their children, or reflections of 
acts of violence and injustice against women, children, and people, police abuse, or 
politicians' cormption, etc). In referring to Sue Coe's work, which portrays overt 
violence performed against women, minorities, and animals, Gablik notes that Coe's 
work focuses on what is wrong with the world, not on the potential to change things. 
Gablik states, "the question for me at this time is whether artists can be a positive force in 
transforming the paradigm of alienation" (98). She believes that there is enough 
disenchantment, that art is viewed as "only art and therefore powerless in the real world," 
incapable of saving a ltfe (p. 98). Gablik believes that the reenchantment of the world is 
possible through art, but art of a different caliber: that of compassion. Gablik cites David 
Michael Levin as stating, "compassion is the rooting of vision in the world, and in the 
whole of being" (p. 106). Gablik adds, "it is a way of seeing others as part of ourselves. 
When art is rooted in the responsive heart, rather than the disembodied eye, it may even 
come to be seen, not as the solitary process it has been since the Renaissance, but as 
something we do with others" (p. 106). I interpret Gablik here as having a perception of 
the transformative power of art; it is proposed, however, as a retum to traditional acts of 
ritual and ceremony not as moving forward, Wilber conceives that development of 
consciousness is a natural progression of our human nature, and like Gablik, he too 
believes that humanity is ready for a major transition. Nevertheless, Gablik proposes a 
transition geared towards the rescue of traditional modes of being or the past while 
Wilber indicates a move towards the future in which humanity at large reaches 
transpersonal levels of consciousness, or levels beyond the mind. In this study, I embrace 
Gablik's understanding of our problems and her faith in the possibility of change. I, 
however, advocate Wilber's route geared towards the future instead of the past. Further, I 
propose that this change can be achieved through art as tiansformation. 
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propaganda, and activism? My art was private and emerged from within and my 

devotion to it had acquired refigious connotations. I often asked myself, what was art? 

What was so wonderful and marvelous about art that had so much power in me that some 

people thought it could or should be used for other means? Having to justify the purpose 

of my art to rationalist minds was time consuming, stressful, and generally unfmitful. 

Wilber describes that mental articulations of transpersonal experiences redound in 

paradoxes. Language is limited and does not have the ability to translate the experience 

of heightened awareness through words. The last painting in this phase of my ltfe, 1 

executed at my husband's request. It was a portrait of a pregnant woman, wife of a 

politician comrade of his. I knew littie about her, and I was uninspired in painting it. At 

this point, I had no theoretical discourse to account for my experience and the content of 

my art. Nevertheless, Wilber's framework provides the tools to understand this dilemma. 

Art made with overt political ends or for interests created by others and art inspired for 

inner nourishment, address different levels of consciousness, the level of the mind and of 

the spirit respectively. When viewed in this manner or placed vertically, both are valid; 

placed horizontally, however, they create conflict with each other. Without Wilber's 

discourse, being raised under the Westem dualistic orientation of thought in which only 

one mode is valid, I felt incapable of validating my art as special and fundamental beyond 

the limits of rationalism. 

While my days were overwhelmed with activities (job, home, social engagements, 

etc.), my nights became long and silent^ During many years (perhaps five or six), I 

went so far as refusing to attend openings at art galleries and art museums. I retreated 

^ I find similarities between my life and the life of Charlotte Salomon's mother's, 
married to a successful individual who never had time for family, and spent his days 
away from home. My husband at the time was involved with politics, helping campaign 
for someone mnning for the government's office. He basicaUy came home to bathe and 
change clothing. When he did spend times at home, he was accompanied by different 
people—mainly strangers, who demanded attention and needed my catering service. In 
most occasions, the sessions lasted until dawn and culminated in alcoholic abuse. Many 
times, like Salomon's mother, I felt suicidal. As opposed to her, however, I found 
strength in my son to continue my life joumey. 
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totally from the artworld. I stopped making art gave no explanations to my family and 

friends. Deep inside, I had decided that my art was not to be an instmment for political 

discourse, for decorative purposes, or for any other reason resulting from extemal created 

interests. With this decision I held high my respect for art and its power, but I 

condemned myself to a tremendous loss; that of the inner nourishment that art provides to 

makers and viewers. Thereafter, a sense of inner void appeared within me, slowly 

weakening my spirit 

After almost a decade, my family life cmmbled in a crisis (alcoholism and 

promiscuity), and ended in a dtfficult divorce. Meanwhile, my only son had been 

awarded a first prize in a national drawing competition out of 17,000 initial participants, 

at the age of five. He had illustrated one issue of a scholarly joumal,^ and had won a 

second prize in a state painting competition (among adults) at age six. I had known my 

son was a bom artist as everyone is,^' but I had also thought that my perception of him 

was the result of a mother's pride for her child. After other people acknowledged his 

abUities, it felt necessary to look for a place for him to develop further artistically. I 

enroUed him in a cultural center^^ to study drawing and painting several days a week. 

He tmly enjoyed the first semester's activities, but was very bored during the second part 

of the year due to the repetitiveness of the projects. 

We later leamed about a—recentiy opened—workshop for children and families to 

work with clay, painting, and etching on wood under the guidance of various artists. This 

workshop was called Taller de Experimentacion Libre en las Artes Pldsticas, known as 

TELAP. My son was enthusiastic about participating. These activities were highly 

unstractiired and open for experimentation. As I had done during his other studies, I 

accompanied him, waited for him, observed the class, and talked to people while tiie 

'^ Revista de la Facultad de Filosofia y Leti-as, Universidad Autonoma de Nuevo 
Le6n, Monterrey, N.L. Mexico. 

^ ' Dissanayake provides the framework to support the belief that art is innate and 
intiinsic to all human beings (1974, 1979, 1980,1982,1987, 1992a, 1992b, 1995, 1995b). 

'^ La Casa de la Cultura de Monterrey, N.L., Mexico. 
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group created their artworks. One day the teacher, an artist from Venezuela, asked me, 

"Why don't you get some clay and play with it along with your son?" I stared at him for 

a while, not knowing what to say. Later I thought that maybe I could help my son knead 

and wedge his clay. From just playing with clay, I modeled a small female figure and set 

it aside. At the end of this class, the teacher said, "See, it didn't cost you much effort, did 

it? You are an artist You ought to join us making art every time we meet." Thanks to 

my son's involvement in art, I was back into artmaking. Not to painting, I had fear of 

painting and of color. I could not forget that I had abandoned art, my life-passion, for a 

chimera. 

The coordinator of the workshop became my best friend. I recall her asking me, 

speaking metaphorically, "Elizabeth, where do you go?" "Why?" I replied. "Because 

you are not here. You work a few minutes and then seem to go somewhere else," she 

said. I could only answer with a smile and thought to myself, I go to find and re-

encounter the world and myself and to search for my lost smile.̂ ® Now I am thoroughly 

convinced that the ultimate benefit of art is to bring happiness and profound joy to the 

maker and to the viewer.^*' This innate method intrinsic to artmaking processes, 

involving bracketing or setting aside from a wake conscious reality, is the experience of 

art as phenomenological in Husseri's sense. In my view, this is an extraordinary 

occurrence that if exploited or purposefully sought for could help in many areas of 

teaching and leaming at all levels of instmction. It allows for deep concentration, and in 

art, it propitiates the conditions for unity consciousness. 

Around the period of the marriage breakdown,̂ ^^ many times the Director of 

TELAP would leave me the keys of the building so that my son and I could stay as long 

^^ The bracketing or setting aside from reality is the experience of art as 
phenomenological. It is the threshold into the transpersonal. 

^ Wilber (1986b) identified that one effect from reaching Atman or ultimate 
reality is blissfulness and contentment. 

^ My husband got into the habit of leaving the house for many days 
consecutively, without notice of his whereabouts, and of showing up with no 
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as we wanted. Due to the informal characteristics of the workshop, my son and I were 

able to make art intensively. My son created incredible and scary clay figures denoting 

his own fears of abandonment and anxieties resulting from our family crisis.^ I began 

my women series. 

My son and I were very serious about art. We produced and exhibited together 

while participating in this workshop during two years. When it was forced to close due 

to the building owner's change of venue, I decided to work at home. My son painted on 

large canvases and I continued my women series in clay. 

The Women Series. This terracotta^'7 women series is an example of my 

awareness for the first time of artmaking processes as being inherentiy, 

phenomenological. I use phenomenology in this study to indicate becoming aware of the 

experience of making "intersubjectively" using Wilber's term (1983b, p. 13), as weU as 

of the results, and as Husserl conceived the term, of going hack to the experience itself. 

Nevertheless, I describe my impressions of these pieces ex post facto in Heideggerian's 

sense, that it is fundamental to be aware or perceive but also to express or describe an 

explanations as to where he had been. If I had the audacity to inquire, "where were you, I 
was worried about you," he would become physically and verbally abusive to the extent 
that I feared for my life. 

^^ Through this study, and specifically, from developmental psychological 
theories, I have leamed that imagery of young children is more literal than that of adults 
who work mainly metaphorically and symbolically. His figures represented monsters and 
scary creatures, which I now know derived from his dream life. 

^^ In her self-study Barbara H. Greenwood (1995) explores dtfferent material to 
address different levels of problems and trauma. She regards clay as a medium, which 
allows the artist to address the third level (kinesthetic/sensory level) of the Expressive 
Therapy Continuum, she uses as a theoretical model. At this level, she believes, the 
entire body (senses, muscles, and motion) are used to promote regression, which she 
understands as the stage when healing occurs. She states, "for tme heating to occur it is 
important that the artist move back within the affective side of the continuum, or the 
second level. It is here that cognitive thought and feelings work together and are 
processed iuid understood" (p. 14). 
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experience.^ These pieces portray elements or characteristics constitutive of 

womanhood, as I perceive them in myself and in Mexican culture. I leamed that these 

pieces have sequence and continuity; each is part integrative of a larger whole or broad 

portraiture of roles played by woman in adulthood.^^ Essential characteristics that I 

identify as appearing in individual pieces in order of their production are:̂ "" (a) mother, 

warm, soft, unselfish, submissive, understanding, blessed, holy (Mujer Santificada-Holy 

woman^'); (b) matriarchal, sensual, round, independent, secure, stable, beautified 

(Amazona-Amazon Woman); (c) old, strong, quintessence, joumey, calm, grounded, 

(Mujer de Edad Avanzada-Women of Old Age); (d) fragmented, sensual, round, 

(Fragmentodon-Fragmentation);^"^ (e) sensual, resolute, indtfferent, round, stylized 

(Mujer Indiferente-lndifferent Woman); (f) young, sensual, relaxed, stylized, warm, 

delicate, beautiful, harmonic, movement (Mujer Recostada—Reclined woman); (g) 

voluptuous, erotic, secure, firm, stable, somber, stylized (Contomos Eroticos—Erotic 

Contours); (h) indigenous, anthropomorphic, archetypal, leader, strong, secure, beautiful, 

stylized, poetic, wise (Mujer Autoctona—Native Woman); anthropomorphic, archetypal, 

poetic, stylized, beautiful, calm, warm, agile (Mujer Venada—Womantdeer); (i) young, 

naive, thin, elongated, contorted, sensual, innocent, pure, rhythmic (Mujer Sensual— 

^^ This method requires a faithful description of the experience derived from 
living the event itsetf, Heideggerian hermeneutic phenomenology dtffers from the 
methods of phenomenology, which bases descriptions on previous descriptions (words 
after words, or text about texts) the metiiods of followers such as Paul Ricoeur, Hans-
Georg Gadamer, and Poststmcturalists and Deconstmctionists, including Jacques 
Derrida, Michel Foucault, and others, 

^ This series originally consisted of twenty-two pieces. At this point, however, 
for various reasons (sold pieces, pieces given away, broken works, etc), I do not have 
images of all the works, 

^°^ Some characteristics overlap or appear in various pieces, 

^°' Tities as I remember them written in Spanish and in English. 

Pieces "a-d" were produced at TELAP. All other pieces were produced at 302 

home. 
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Sensual Woman); (j) madonna, beautiful, simple, broad, strong, warm, caring, quiet, 

(Maria Fuerte y Bonita-Mana Stiong and Beautiful). 

I realize tiiat tiiese artworks represent a continuum of the specific (selected 

women from the city) and the general (commonalities of womanhood), in relation to the 

conception of my own particular/contextiial life joumey. To me, the core to this series of 

my life is movement, cycle, and transition, and transcribes into material what Wilber 

(1981a) understands as deep and surface stractures; one is innately part of our nature, the 

other depends on each life's circumstances. 

These pieces were produced during tiie period of my marital family's 

disintegration, and in my view, set the conditions for the creation of a group of pregnant 

women pieces belonging to this same series: Mujer Protectora de la Nada-Woman 

Protector of Nothing (Figure 3.1), Mujer Exhuberante y Tranquila-Woraan. Exuberant 

and Tranquil (Figure 3.2), Embarazo Incipiente—Incipient Pregnancy (Figure 3.3), 

Inocente Primigesta-Inocent Woman (first pregnancy) (Figure 3.4), Culminacidn-

Culmination (Figure 3.5), and Embarazada Arrogante-Arrogant Pregnant Woman 

(Figure 3.6). 

A first level of interpretation for this work is that of fertility and the idea of 

motherhood. The depiction of the pregnant woman I knew and saw in my city. Each 

figure was different. The common characteristic of them all was a seemingly permanent 

pregnancy. Initially, the size of the bellies was within reason. Soon they became highly 

disproportionate with the rest of their bodies. During this time, a young, eight-month 

pregnant woman had been ran over by a public motor vehicle in Monterrey. According 

to the media, her womb was exposed but the baby was stiU intact and alive. My thought 

was that while in her womb, in spite of her injured body, the baby was protected and 

continued existing. In the hospital he was extracted before the mother died. To me at 

that moment, he became extremely vulnerablê *'® (Leal, 1994). Progoff (1973) notes this 

phenomenon following Jung's concept of synchronicity-two events happening 

simultaneously with no apparent connection between them, and yet impregnated with 

"̂̂  I wrote briefly about this incident and this work in Leal (1998). 
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great meaning. Synchronistic events carry elements of the past, present, and future; and 

manifest as one. This synchronistic event in my ltfe happened while I was engaged in a 

legal battle to gain custody of my child. The meaning of the event became clear to me 

through artmaking, upon leaming about this tragic accident. My reaction to the threat of 

losing my child was expressed in my work by wishing to retum him permanentiy into my 

womb. Each time I repeated the voluminous clay forms, 1 reaffirmed my conviction that 

only within a closed-up form could he be safe and protected. These forms let nothing in 

or out. These figures carried dark (not necessarily in color) connotations that represented 

stmggle and anxiety and emotional upheaval. 

It is my belief that the power and magic of art manifests during immersion in the 

creative process and that the extemalization of this manifestation is the work's final form. 

The artist's internalization of the scope of the phenomenon seeps into consciousness 

later. And yet, the insight (which to me encompasses the past, the present and near 

future) is present at the heightened moment of creation, or at the transpersonal level as 

articulated in Wilber's concepts. The result of this phenomenon is an understanding of 

the problem at hand, parallel to understanding its solution. The insight that this 

seemingly pregnant woman series carried was to fight until triumphant to keep my son 

with me. My victory over this painful process is depicted in Satisfied Woman (Figure 

3.7), which I made at the beginning of my MFA studies in the United States. The 

message is freedom and "rebirth" of a child (Leal, 1994, p. 13). In my view, art has a 

way to expose multi-layered reality to ourselves and to others through aesthetic 

approaches. I consider my pieces as representations of my experiences, as interpretations 

of events, translated into objects through intuitive responses. The objects I create inform 

or describe to me, and to anyone who wants to read them, an artistic understanding of the 

worid with many levels of meaning and interpretations (Leal, 1994, pp. 2-3). This view 

coincides with Wilber's perception that through transpersonal experiences (which he 

relates to meditative practices) a person is able to access the various levels of 

consciousness, from Ground Consciousness to ultimate states of being. 
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It is my experience that allowing the opportunity for art as makers and viewers for 

short periods of time, temporarily, sprinkles joy in our lives. More continuous or 

prolonged dedication to making and viewing, however, provides great insight into the 

depths of our soul through the experience of unity consciousness and brings balance and 

understanding to our lives. As a result of this we become more caring, nourishing, and 

loving towards others, and towards our natural environment. This is my conviction 

conceming the power of art. 

The Coordinator of TELAP notified me that she had taken the liberty of sharing 

with the Director of La Casa de las Artesanias her impressions of my work and had 

showed him the pieces at the studio. As a result, I was offered an important one-woman 

show to be held seven or eight months thereafter.̂ *** This exhibition was highly 

publicized and well attended. It led to an invitation to become a member of the regional 

ceramic association.̂ *'̂  With this opportunity I was able to continue exhibiting my 

sculpture in group shows, at private galleries, and in art institutions sponsored by the 

state. 

After six years employment at the State Ministry of Education,̂ *'* I became 

efigible to apply for a scholarship to pursue graduate studies abroad. I was awarded the 

first fellowship between this Institution and Texas Christian University in Fort Worth, 

Texas, where I enrolled in the Master's Degree in Fine Arts program. My main objective 

at the time was to leam better techniques and uses of new materials in a formal 

environment and to interact with other artists witii similar interest. During tiie summers, 

when my son was six and seven years old, he spent time with my oldest sister's family in 

Houston, Texas, and was thrilled with the possibility of living in the United States. 

^ Noble y Bizarro (1991), Casa de las Artesam'as de Nuevo Leon, Monterrey, 
N.L. M6xico. This center was dedicated to promoting the fine crafts from all regions of 
Mexico, parallel to periodically exhibiting contemporary artist's work produced in clay. 

^ The Asociaci6n de la Cerdmic del Norte. 

^ Secretaria de Educacion Publica de Nuevo Leon, Monterrey, N.L. Mexico. 
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Therefore, the life transition for him did not worry me. In fact, early in his life he 

expressed interest in leaming the English language. 

Life in the United States, At Texas Christian University, I found myself 

immersed in a living and study environment quite different from what I had experienced 

in Mexico, My life-long inquiry into the nature of art re-emerged due to the emphasis 

placed there on the study of aesthetics, art history, and art criticism. Therefore, parallel 

to my artmaking activities, theoretical issues acquired great importance for me. I had 

hope of leaming about an art discourse that resembled or described my experience with 

art. In my mind, there is no doubt that I am an artist, along with many of the graduate 

students with whom I interacted during this period. Nevertheless, the discourses (mainly 

formalistic) to which I was exposed through these studies, my view, were dubious in 

determining what we (artists) are and in determining the value of our work (not in 

monetary terms) as individuals, creators of art, and members of a social group.^"' The 

question, what is art? and the responses so different from my own understanding of it 

continue to intrigue me. It is through the process of this research that I have encountered 

Ken Wilber's theoretical framework, which is holistic and encompassing and provides 

the foundation for disceming more of human nature. In this study, I propose that 

WUber's models provide tiie discourse necessary to the understanding of the trae nature 

of the transformative power of art. 

Chapter Summary 

In this chapter, I provide autobiographical tiieoretical approaches including: 

definitions of autobiography, differences between the diary and autobiography, reasons 

why people write autobiography, the role of autobiography, background information to 

autobiography, as well as differences between female and male autobiographies. I offer 

an in-depth analysis of Chariotte Salomon's (1981) Life? or Theater? including: formal 

^ Within Wilber's (1977) model of the Spectrum of Consciousness, these 
discourses explored primarily the mind level of consciousness, and did not conceive of art 
as having transcendental powers. 
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aspects of the play; its content highlighting it as a testimony of an era; Salomon's family 

history surrounded by suicide; and insight and discovery reached through her artmaking 

processes. I include Pat Allen's (1995) insight into art as spirit, exemplified in her Airt as 

a Way of Knowing, as well as Ed Check's (1996) and Greenwood's (1995) self-studies. 

FinaUy, I provide an autobiographical account of my life as it relates to art in which I 

emphasize art's tiansformative power. In Chapter IV, I describe the methodology of this 

study, including its autobiographical approaches. 
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Figure 3 .1 . Mujer Protectora de la Nada 

Figure 3. 2. Mujer Exhuberante y Tranquila Enhanced Detail 
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Enhanced Detail 

Figure 3. 3. Embarazo Incipiente 

Enhanced Detail 
Figure 3. 4. Inocente Primagesta 
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Figure 3. 6. Embarazada Arrogante 

Enhanced Detail 
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Figure 3. 7. Satisfied Woman 

Enhanced Detail 
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CHAPTERIV 

METHODOLOGY 

Introduction to the Research Design 

In this methodology chapter, I identify my study as ethnographic and qualitative 

in nature. I highlight its autobiographical characteristics (see Chapter III), as well as the 

theoretical frameworks guiding an empiric, inductive, and interpretative analysis, which 

uses phenomenology, hermeneutics, and heuristics. I address aspects of the research, 

which include the dual artist'/researcher' role that I play. 1 describe the study's sampling 

strategies, and data collection strategies. I outiine the inductive data analysis, which 

encompasses a first stage of interpretations of the artworks, the documentation, and the 

photographs. I then describe the essential characteristics of the Beverly Jones's (1995) 

Visual Weighted Free Key Word Indexing System, and tiie second stage of interpretations 

procedures. Next, I include the analytical stage framework section of this study and 

continue describing the data analysis strategies, including written documentation (journal 

and tape-recorded entries). I describe the use of the Non-numerical Unstructured Data 

Indexing, Searching, and Theory-Building (NU-DIST) software for data analysis. I make 

use of Wolcott's recommendations for data collection in the field. I proceed to describe 

TTie Transformative Power of Art: A Self-Study model, combining its conceptual 

frameworks and methods with the interpretative stage—empiric-analytic and mental-

phenomenological inquiry processes, which are based on Wilber's epistemology. I then 

intioduce the process of the interpretative stage that includes limitations of the design 

from the artist's perspective, the theoretical framework, the data collected, and limitations 

in the coding produced and by the sorting procedures. I provide a section with 

suggestions about how to overcome these limitations. Finally, 1 summarize the content of 

this chapter. 
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The Stiidy 

This is a self-case study with an orientation toward discovery and exploration. 

This study possesses the characteristics of ethnographic research as understood by 

Martyn Hammersley (1990), characteristics of overiapping strategies such as: 

interpretative research, for which I use phenomenology and hermeneutics; case-study, 

involving my own art creating processes or single setting; participant observation in 

everyday context, that of artist/researcher; and life history, through self-introspection and 

autobiography. Hammersley (1990) indicated that by nature, ethnography is naturalistic 

is and discovery oriented. Naturalistic understood as "close to the phenomenon described 

or by first contact with it" (p. 7). Discovery is a strategy of ethnography that contrasts 

with preset assumptions, which are proper to experimental methods. See Chapter V for 

descriptive analysis supported by theoretical frameworks. 

I specifically categorize this study as qualitative as this term is outiined by 

Hammersley (1990), and McMillan and Schumacher (1993), conceming data collection 

techniques such as the following. I collect data based on my own experience and 

perceptions, using an in-depth verbal description of art—creating phenomena, with the 

intention of capturing the richness and complexity of behavior and cognitive processes 

that occur in natural settings. Geertz (1988) described this operation as an I-witness 

process, in which the author becomes part of the story. Further, in pursuing an 

orientation of discovery, I make no prior decisions on data presentation, which depends 

on the data collected. I identify data collection strategies as a part of the research 

process, rather than predetermined or as created by the researcher (this includes the actual 

study. Chapter V, as well as the theoretical frame. Chapters II and Chapter III). The data 

take different forms such as tape recording transcripts, joumal entries (see Appendix D 

for excerpts from journals), and works of art. Tabulation is limited to helping recognition 

of pattems in order to support qualitative interpretation (see Figures 8.1). According to 

Hammersley (1990), Hellen Callaway (1992), and Judith Okely (1992), witii qualitative 

research strategies, the meaning derived is subjective as in any other study, in that it is the 

researcher that makes the decision about the data collected. 
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I analyze the data inductively in order to generate findings, and the description is 

also inductively derived from my notes. My findings are however, supported through 

comparison of descriptions regarding essential aspects of art creation for example, as 

experienced first hand by Pat Allen (1995), Barbara H. Greenwood (1995), Ed Check 

(19%), and from my study of Chariotte Salomon's (1981) work in Chapter III. For the 

purpose of this study I document artmaking processes in the area of the visual arts and I 

provide a detailed narration of incidents and processes of the creative phenomena as I 

experienced them (see Chapter V). 

For ethnographic and qualitative research, Jones (1992) recommends in-depth 

observations and focus on objects and daily activities. Hammersley (1990) notes that 

ethnographic research is based on small samples and that the findings are not 

generalizable; in her view, however, these methods are sound because of the depth of the 

practice. Hammersley states that because it is not possible to replicate a phenomenon by 

describing i t the result produces multiple non-contradictory, tme accounts of a 

phenomenon. Callaway (1992) identifies this as reflexivity, self-intiospection, or self-

study akin to Rousseau's method of "apprehending the setf and one's own instruments of 

observation" (p. 32). This stiidy is a first attempt to describe creative processes from 

within the experience, and while the study not generalizable, I propose it as a model for 

other artist/researchers to follow for a grounded theory of art as tiansformation (see 

Chapter V)."* 

Lynn Wilson (1988) and Delmos Jones (1988) identify new anthropology and 

ethnography as activist and as committed to liberation in which the researcher is 

immersed in the phenomenon studied and seeks change. Similariy, in this study, my 

purpose is to facilitate change regarding how art is perceived in contemporary societies. 

Emulating Dissanayake's (1987) and Aiken's (1995) ideas, I wish to highlight art's 

3081 'In Keifer-Boyd's (1993) view, grounded theory "is an approach tiiat generates 
tiieory from emergent pattems found in data rather tiian by analyzing data according to 
categories established by existing theories . , . grounded theory is theory grounded on rich 
data that has been compared, contrasted, and analyzed [from original sources] rather than 
from preestablished categories or prior assumptions" (p. 25). 

337 



survival value, Gablik's (1992) belief tiiat art has tiie potential to change an individual 

and through him/her, to change society at large, and Progoff's (1984) conviction that the 

seed and potential for growth is in the artist whom through his/her imagery opens doors 

of hope for humanity (see Chapter VI). 

In this study, I use autobiography to document the period of art production by 

means of joumal keeping, and of extensive sessions of tape recordings in which 

intiospect on the creative process at hand. Further, I use autobiography to reflect on past 

experiences with art as transformation. Okely and Callaway (1992) mention Edmund 

Leach's (1987) idea that ethnography must become autobiographical or reflexive and 

must move away from alleged objectivity. In this sense, Okely (1992) notes that self-

awareness and critical scmtiny of the self are not setf-adoration or narcissism, but that 

ethnography requires a personal lens in which the context and its historicity are evident 

In Qkely's and Callaway's (1992) views, autobiographical narratives reveal the "power of 

the individual voices" (p. iii). Analogously, Julie Marcus (1992) says that the distinction 

between anthropological autobiography and scientific texts of ethnography is becoming 

blurred because anthropologists and ethnographers now accept that it is impossible to 

separate personal life from field practice (see Chapter III). 

In this study, I fimit empirical analysis to the text derived from joumals and tape 

recordings. I codify the data by means of the Jones's Visual Weighted Free Key Word 

Indexing System (Jones, 1995).309 i jo search text-string and pattern searches^^° to 

identify for simply tabulation the words used in the descriptions and the frequency of 

word usage. This process helped me to familiarize myself with the form and content of 

the descriptions and provided indications of initial pattem forming, I used heuristics as a 

method of discovery through a close observation of the information to help identify 

content and symbols. Further, I used Heideggerian style hermeneutics involving the 

309 For an example of the use of the Jones' System and the essential characteristics 
of this method see also Keifer-Boyd (1993), 

'̂*' Search Text-String and Pattern Searches are functions of tiie NU-DIST 
software. 

338 



description of the phenomena at hand derived from experience. Additionally, I use 

hermeneutics as described by Wilber (1979,1995) to reconstmct the experience of 

artmaking and to search for layers of meaning of the artwork produced during different 

stages of interpretation. I describe the experience of artmaking in relation to WUber's 

levels of consciousness and focus mainly on heightened levels of transformation, by 

means of excerpts of joumal and tape recordings with footnoted synthesis of the 

interpretations related to my main theoretical frameworks in addition to the framework of 

phenomenology, feminism and autobiography, I report my findings and include 

recommendations for further research as well as the contributions of this study to the field 

of the visual arts (see Chapter V), 

The close documentation of the process of creating artworks in the plastic/visual 

arts during the intensive two-month production period provided valuable insight as to 

how the creative process took place, I recorded initial daily responses through joumal-

keeping and tape recordings, I typed the content of the joumals and transcribed the tape 

recordings. Before beginning coding, I processed the data in various forms: I read the 

information several times, with intervals between each reading in order to familiarize 

mysetf with its content I used sticky notes to begin to identtfy where to divide the 

information into meaningful chunks of data, I then processed the written information 

using the Jones's system for codtfying disparate data (see Appendix E), In addition, I 

downloaded the major descriptors^" derived, and I processed them using a qualitative 

analysis computerized software called: Non-numerical Unstructured Data Indexing, 

Searching, and Theory-Building (NU-DIST) (see Figure F, 1),̂ '̂  I conducted an analysis 

of the data from the descriptors and categories that emerged, which I ordered 

alphabetically (see Figure F, 2), and which I then divided by WUber's model of 

^" See Appendix C: Handwritten List of Descriptors Processed through NU-DIST 
Software, 

'̂̂  This software can be purchased through SCOLARI Sage Publications 
Software. Sage Publications Inc. 2455 Teller Road, Thousand Oaks, CA 91320, USA. 
Tel: (805) 499 1325, Fax: (805) 499 0871, Intemet: nudist@sagepub.com 
http://www.sagepub.com/ 

339 

mailto:nudist@sagepub.com
http://www.sagepub.com/


consciousness: matter, body, mind, and spirit headers (see Figure F. 3). '̂̂  Nevertheless, 

it is necessary to highlight that some words may overiap between the different levels 

depending on the context in which the words are found. The findings, interpretations, 

and conclusions I postulated mainly within Wilber's framework but also based on various 

tiieories such as those of Dissanayake, Gablik, Progoff developmental, existential, and 

transpersonal psychology, as well as feminist and autobiographical perspectives. The 

final results, while not generalizable in their particulars, constitute substantial resources 

that in the future may allow for grounded theory to emerge.̂ '"* 

Artist's/Researcher's Role 

Until this study, my understanding and extemalization about art had come ex post 

facto, when time had gone by and I revisited my work in the role of viewer. This 

research is important to me in that, in the study, I document closely and with immediacy, 

the activity of artmaking in addition to describing the results ex post facto through the 

various phases of interpretation. Therefore, in this study, I am both the artist and the 

researcher. To me, each role is equivalent, with no prefixed hierarchical duties or roles. 

My role as an artist was to work intensively to produce the artwork, and to keep a joumal 

and a visual record (photographs) of the process of creating such work. As researcher, I 

was first the participant and later the observer/participant. These roles are common in 

action research, in which the researcher aims to understand her or his own practice 

(Geertz, 1988; Cole, 1988; Wilson, 1988; Delmos, 1988; Hammersley, 1990; Okely & 

Callaway, 1992; McNiff 1995). 

As a researcher, I analyzed and interpreted the artwork that I made and the data of 

the process involved in its production. I apply WUber's model of the Spectrum of 

313 See Appendix D: Matter, Body, Mind, and Spirit List. 

"̂* According to Glauser and Strauss (1%7), grounded theory may be derived 
from the elaboration of abstract concepts from many similar studies by noting similarities 
and dtfferences, in order to propose a theory as an explanation of a phenomenon derived 
from source data. 
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Consciousness to study tiie material (matter), expressive (body), symbolic (mind), and 

tiansformative (spirit) elements of the work. I incorporate his methodology based on 

Husserlian phenomenology and Heideggerian hermeneutics. Phenomenology I view as 

describing the phenomenon from within the phenomenon, or as describing art-creative 

processes from within the experience of artmaking, I posit that artmaking is intrinsically 

a process of infinite bracketing and parenthesizing towards unity consciousness, I use 

hermeneutics to seek the nature and meaning of "mental acts as mental acts" (as WUber, 

1983b puts it) (p, 13), or of concepts and symbols as they may involve other symbols and 

meanings intersubjectively, and to describe art creation processes, I use heuristics as 

understood by Heinz Klein (1993) to allow for self-discovery of what happened during 

the creative process and of how I became aware of the experience (see Chapter V), 

I compare, contrast, and seek parallels between Wilber's frameworks regarding 

the development of human consciousness (from the unconscious—Freudian and Jungian— 

to the superconscious or tianspersonal) and of my art and art production process in order 

to ground my analysis and interpretations about art as transformation (see Chapter II and 

V), I provide the results of the study, conclusions, and recommendations for further 

studies, with a description of this process (see Chapter VI). 

Purposeful Sampling Strategies 

Except for the artwork production over a two-month period (July and August, 

1997) and selected works from a previous one-year period of art production described in 

the autobiographical account in Chapter III (Figures 3.1-3,6), I use no other sampling 

strategy for this study, I utilize all works produced during the production period, and 

each, is accorded, given equal value, regardless of form and content. Similarly, I analyze 

all written information from the joumal strategy: the tape-recorded tianscripts and the 

information derived from studying the photographs of the work. 

Based on my experience, art as transformation as explored through this study 

conveys literal, metaphorical, and archetypal connections to my life, and tiiis is reflected 

in the autobiographical accounts and in the joumals and tape recordings, I use Steiner's, 
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and Phillip's (1991) strategies and recommendations for joumal keeping: to log in on a 

daily basis, or as frequently as possible, experiences, observations, feelings, attitudes, 

interests, and occurrences; to examine experiences, thoughts, ideas, and to reflect upon 

them; to provide background environment information; to describe the present, to recall 

the past, and to explore possibUities for the future; to keep the entries as they were 

written, in the mood and with the feelings of the moment as well as the value of the 

writing; to date every entry, to write legibly, to write spontaneously (quickly, putting 

down whatever comes to mind), to write without judging, censoring, or editing. '̂̂  In 

Geertz's (1988) sense, this establishes that the ethnographer was "there" (p, 21), or 

provides the insider's views. Hammersley (1990) noted that ethnography is a 

legitimatory form of writing, and that in addition to a naturalistic and discovery 

orientation, a confessional mode has become common. In the context of the 

autobiographical account (in Chapter III) the tape recordings, are confessional in nature. 

Because this study is about the transformative power of art, however, for the final 

descriptions of creative processes, I chose to focus on these insider's perspectives about 

art, Helen Callaway (1992) identified women's ethnographic writings as reflecting 

personal experiences to "record their own puzzlement, despair, moments of discovery 

and revelation" (p. 31); all of these types of experiences are reflected in this study. 

Data Collection Stiategies 

I worked intensively to produce artwork during a two-month period in the 

summer of 1997, I photographed each piece in progress, as it evolved, at the end of the 

day's activity, and after each piece was completed. This record includes photographs of 

the entire piece, and details, and close-ups, I processed the film immediately to ensure 

photographic documentation. By means of joumal writing, I kept an intensive daily 

'̂̂  Book I documents creative processes from July 7 to August 12,1997 and 
includes pages 1-160. Book II documents from August 13 to October 12,1997 and 
includes pages 1-77, Tape recording tianscripts document July 7 to August 26,1997, and 
include 56 typed pages. 
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written record of activities and of my overall impressions of the day. I tape recorded—as 

much as it was possible during breaks or meal time to avoid intermpting the artistic 

activity, my thought processes, decision making, ideas, moods, feelings, emotions, and 

other issues related to the experience of producing the artworks. I transcribed the tapes 

after several days of recordings. As a methodological strategy, I set aside all artwork as 

soon as each piece was finished. '̂̂  Initially, the purpose in this was to distance myself 

from my work physically, psychologically, and intellectually, and to avoid intermpting 

the creative process with premature interpretative concems. Through this study, 

however, I have discovered that at the moment of creation, the artist, following Allen's 

(1995) discoveries, can state her/his intentions as to the purpose also of creating a 

specific piece. Progoff (1985) posits that images come ahead of time so as to become 

reality in the future. I believe that art-creative processes tiansform an individual within 

the experience by aUowing the individual to access each level of consciousness 

(unconscious-archetypal imagery to superconscious-or non-dual reality. It is my 

experience, however, that the tme meaning of the work at hand does not disclose its fuU 

meaning until later, in the near or far future. In Chapter V, I describe this extiaordinary 

visionary characteristic of art derived from the interpretation of my work. The time 

allocated for a "distancing period" was one year (from the summer of 1997 to the 

summer of 1998). This decision was helpful for the initial interpretative stage (scheduled 

for August 1998) when I viewed the work as a whole. During this stage of interpretation, 

deeper meaning of the work began to reveal itself. 

First Stage of Interpretation 

Inductive Data Analysis. After the production and data collection stage, my role 

was more or less tiiat of an outsider, audience, or viewer to tiie artworks produced. My 

'̂* In my case, I know that a piece is finished when it feels complete in form and 
content, and when I do not wish to work on it any longer. Nevertiieless, it has happened 
in my artistic life that I might modify some aspects of an artwork after I had felt it was 
finished, as in the case of some of these drawings at hand. 
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role as researcher became more active. In this role, (a) I placed the art objects in 

chronological order of production; (b) I measured each work; (c) I recorded media used 

in each work; (d) I analyzed the original artworks and the photographs depicting the 

artworks in progress and as final pieces (see Figures 4,1-4,7); (e) I sought pattems 

regarding such process-how the work began, how it evolved, and how it was resolved-

using the photographs and the art objects; (f) I made inquiries, such as: Does a piece 

belong to a series of works, or is it an isolated piece? How long did it take to complete a 

specific work? ^" (g) I sought emerging categories; (h) I sought pattems regarding form 

and content of the object; (i) I recorded first by coding, and later in writing, all 

observations from the photographs and from the objects themselves as initial emergent 

categories, (See Initial Interpretations section in Chapter V,) 

Artwork Production, The artworks produced consist of drawings on paper '̂̂  as 

follows: drawing # 1: Luis with Letter, 42" X 37," pencil and ink (Figure 4,1); drawing # 

2^" (Figure 4,7); drawing # 3: Zhu and Rainbow, 42" X 35," pencil and pastels (Figure 

4,2); drawing # 4: Zhu and Road, 52" X 43," pencil and ink (Figure 4,3); drawing # 5: 

Luis as Bullfighter, 39" X 44," pencil and ink (Figure 4,4); drawing # 6: Synthesis of Life, 

43" X 37," pencil, ink and acrylics (Figure 4,5); drawing # 7: Zhu and I with Pear, 64" X 

48," pen and ink and acrylics (Figure 4,6); drawing # 8: Double Portrait of Luis and I, 

48" X 43," pencil and ink (Figure 4,7). 

^" See Appendix C for a calendar of activities involving the two-month 
production period, 

'̂* I have used various types of drawing papers for tiiis series—cold, hot 
compressed, rough, thick paper, and watercolor paper, 

'̂̂  I began drawing # 2 and felt that I could paint tiie image on canvas instead, I 
proceeded to make other images, and towards the end of the production period I came 
back to this initial idea and converted the drawing into a double self-portrait in pencil and 
ink. In other words, initial drawing # 2 is drawing # 8 (Figure 4,7), 
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Documentation (Data Collection Strategies) 

Works of Art and tiie Photographs, In relation to the original works of art and the 

photographs, (a) I placed all artwork in the order in which they were created; (b) I 

described on tape recordings what and how things were depicted as final pieces; (c) I 

placed tiie corresponding set of photographs side by side witii the final artwork; (d) I 

described in writing the main changes and transitions as the work progressed; (e) I 

elaborated initial interpretations from visual observations (see the Initial Interpretations 

section for these results in Chapter V); (f) I codified chunks of information based on 

emerging descriptors such as: me, Zhu, Luis, time, process, art/matter, art/body, art/mind, 

art/spirit, me/matter, me/body, me/mind, me/spirit, family, friends, loss, food, gym, 

domestic, life situations, and research and I highlighted Wilber's levels of the Spectrum 

of Conscious (matter, body, mind, and soul) by color font as necessary; (g) I accessed the 

analysis with NU-DIST software using the same descriptors (matter, body, mind, and 

soul), (See analysis in Chapter V and Figures F, 1-F. 5). 

The Jones's Visual Weighted Free Key Word Indexing System 

Essential Characteristics, The Jones's Visual Weighted Free Key Word Indexing 

System is a unique coding system. It allows for creating visual icons to code and sort 

disparate data, which has been previously divided into "chunks" of data. These icons are 

non-dependent on linguistic, numerical, linear, serial, or conventional systems. These 

icons, created by the researcher, are easily recognizable and easy to remember during the 

visual sorting process, thus allowing for pattem finding and interpretation (Keifer-Boyd, 

1993, p, 4), The system aUows for parallel processing of disparate visual data. Codes 

which are non-sequential, nonhierarchical stmctures, are explored from multiple 

perspectives before the researcher commits to a certain focus, sequence of information, or 

form of reporting results. The system allows the researcher to stiess the systematic 

generation of theories from field data rather than by logical deduction from preset 

theories or assumptions, Lastiy, the researcher can recognize "mindset" influences of 

what was seen, recorded, and analyzed through documenting the research process 

including: decision making, assumptions, impressions, during different phases of 
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handling of information, as well as continuous checking of original data against the 

interpretations. According to Karen Keifer-Boyd (1993), the Jones's Visual Weighted 

Free Key Word Indexing System "assists researchers in generating grounded 

categories , , , [and] draws upon the conceptual and technical bases of computer science 

(information retrieval. Boolean logic, weighted decisions, fuzzy logic), psychology 

(associatively and human information processing), and sociology (generation of grounded 

tiieory)" (p, 4), 

I have selected to use the Jones's system for this study because it has proved 

successful for me in the past, I have applied the system to tiie analysis of information 

derived from interviews, class notes, and site-specific observations, and I have come to 

appreciate the system's strengths. It allows for visual mapping of verbal or nonverbal 

information such as, activities, movements, discourse, gestures, and images. In this 

particular study, I have been able to code, sort, and find pattems in the initial and 

secondary stages of interpretation, I derived the information from the primary data 

collected during the art production period, I viewed the information from different 

perspectives before focusing on specific aspects. My belief is that these procedures 

provide a number of viable, valid, reliable options and altematives for data analysis. In 

relation to my research, this system provides a visual stmcture with major patterns that I 

later use as descriptors for data analysis with the Non-numerical Unstructured Data 

Indexing, Searching, and Theory-Building (NU-DIST)^^ 

3^ According to Keifer-Boyd (1993), "the Jones' system is more apt to reveal 
unexpected insights, while NU-DIST allows for detailed precision" (personal 
communication, June 15, 1998). 
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Second Stage of Interpretation: Procedure 

In preparing for the second stage of interpretation of this study, I did the 

following: (a) began a new joumal to document the exploratory process as much as 

possible, stating decision making, changes, tiansitions, assumptions; (b) typed all written 

information from joumals, tape recordings transcripts, and various floppy disks and 

hardcopies stored in different places; and (c) made an extia hardcopy of all information. 

Analytical and Inductive Data Analysis 

Written Documentation (Joumal and Tape Recorded Entries). At this point I used 

the Jones's Visual Weighted Free Key Word Indexing System as follows: (a) I proceeded 

to divide the information into coherent or meaningful chunks of data and to place data 

chunks on cards resulting in a total of 454 cards; (b) I created visual images or icons on 

the cards based on the information in each chunk of data (See Appendix E for example of 

coded cards); (c) I made a key list or directory of symbols or icons created as I 

progressed and I described what each icon represents; (d) I sorted data by icons 

intuitively, or as they appeared (repeatedly, alone, with others), according to frequency; 

(e) I identified or recognized initial pattems, highlighted recurring behaviors and 

sequence of appearances, and recognized relational pattems when they occurred; (f) I 

carefully observed the initial visual findings; (g) I made initial analogies between visual 

icons; and (h) I verified or linked findings with tiie original written data. 

The purpose of using the Jones's system was: (a) to recognize emergent pattems 

or commonalities in tiie data collected; (b) to compare and contiast, the pattems or 

commonalities, analyze the findings, and interpret the meaning and content of the 

artwork; and (c) to be able to constmct theory derived from field or practice-not from 

logically deducted assumptions or from existing theories about the nature of art. 

Non-numerical Unstructured Data Indexing, Searching, 
and Theory-Building (NU-DIST) (See Figures F. 1-F. 5) 

Intensive Data Analysis, The Jones's system allowed me to become familiar with 

my data by forcing me to read carefully the information and to observe closely the visual 
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coding that derived from this first analytical stage. This process of close observation, 

finding, and discovering is heuristic in nature as understood by Klein (1993), I further 

processed all data collected by using qualitative analysis performed by computerized 

software called: Non-numerical Unstructured Data Indexing, Searching, and Theory-

Building (NU-DIST, Figures F, 1-F, 5), In this regard, I proceeded as follow: (a) I 

studied the initial pattems found using the Jones's system and listed the words that most 

closely describe the icons; (b) I did Search Text—Stiing and Pattem Searches, (c) I 

inserted these as free nodes; (d) I connected the main pattems, found in this analytical 

stage, directiy to my theoretical framework based on Wilber's Spectrum of 

Consciousness; (e) I then proceeded to make secondary interpretations, I present my 

findings as derived from this analysis in Chapter V, 

Harry F, Wolcott's Recommendations for 
Data Collection in Fieldwork 

Parallel to the Jones's system and the NU-DIST program, in this study I use 

Wolcott's (1990) recommendations for sorting and organizing data. He suggested: (a) 

using 3" X 5" or 5" x 8" cards on which to write data although in my case, I typed and cut 

in chunks, then pasted the data on cards; (b) using chronology of events for initial coding 

which I did; (c) executing a literal sorting of the information, which I also did; (d) 

beginning sorting by fmding a few categories sufficientiy comprehensive to allow sorting 

the data; (e) to find or identtfy broad or basic categories such as; compare and contrast 

data; (f) disceming basic questions that could guide the development of a description: 

What is going on here? What is being portrayed? Who is mentioned? How are tilings 

depicted in terms of form and content?; (g) working on one phase at a time-Wolcott 

states, "if you have trouble sorting things out, [you] may be doing more tiian sorting 

things out"; and lastiy, (h) "refining afterwards" (pp, 32-34), With the help of his 

recommendations, I noticed that at some point, I was coding excessively, which made 

some portions of the process redundant 
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The Transformative Power of Art. A Self-Study Model 

Conceptual Framework, Phenomenology, Hermeneutic and Heuristic Methods, 

Phenomenological constinictions, or the awareness of experiencing artmaking, provided 

the basis for the interpretation of tiie works created during tiie production stage of this 

research, Hermeneutics, the science of interpretation, provided the route for interpreting 

the content of tiie art objects themselves, as well as for interpreting the content of the 

joumal descriptions compiled throughout the study. Heuristic methods were used as tiie 

basis for inquiry and for subjective reflection and exploration. 

According to Wilber's (1983b) definition, phenomenology studies intersubjective 

intelligibilia. Hermeneutics is the branch of phenomenology that is concemed with 

interpreting the meaning of intersubjective or intentional symbols (p. 13), 

Phenomenology is concemed with the experience of a phenomenon from within that 

particular phenomenon based on Husserlian phenomenology, which recommends going 

back to the things themselves, 

Wilber (1983a) views "mental-phenomenology , , , [as] the science of discovering 

and reproducing , , , meanings, pattems, stmctures, and laws" (p, 51), According to 

WUber, hermeneutics seeks the meaning of mental productions. 

For Heinz Klein (1993), the "purpose of hermeneutics is to increase 

understanding , , , and setf understanding from the subject's part" (p, 16), This 

perception comes from Heidegger's philosophical view of interpretation and 

understanding as "disclosure of Dasein (being-in this-world)" (p. 17), Rollo May (1983) 

describes Dasein as the distinctive character of human existence, "Dasein indicates that 

[hujman is the being who is there and implies also that he [she] has a 'there'" (p. % ) , a 

place in time. May's definition is the one I used for this study, in that I searched for an 

understanding of being and of experiencing artmaking, and of documenting such 

experiences, 

Klein (1993) describes heuristics as a conceptual framework for inquiry. He 

states, "having the potential for disclosing hiith, heuristic research is a search for the 

discovery of meaning and essence in significant human experience" (p, 17). Klein sees 
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hermeneutics as a phenomenology of existence and understanding, and he sees heuristics 

"as a process of discovery tiu-ough self-dialogue" (p. 18). In this stiidy, I used Klein's 

definition of heuristics to seek the meaning (through close observation) of the symbols 

and metaphors manifested in the artworks in a dialogic way. This involved my 

perception of what is reflected in the piece, my experience of making tiie work, and the 

process of documenting it, as well as the various written interpretations of and responses 

to the of creative processes involved in the artmaking. 

The Process of tiie Interpretative Stage. The interpretative stage of this study is 

supported by Wilber's theoretical and methodological framework, and by the specific 

methods for data analysis selected-the Jones's system, the NU-DIST software, and 

Wolcott's recommendations. The empirical-analytical stage provided the tools for 

mapping and visualizing the process of creating artworks. This stage allowed me to 

begin interpreting the meaning and content of the codes and pattems found. This stage 

also allowed the symbols to be analyzed as symbols with content, not as mere visual 

imagery. This process, as Wilber describes it, is the mental elaboration of the meaning of 

the works from my perspective as artist and from findings as researcher. Intimately 

connected to my interpretative stage are WUber's ideas about the development of 

consciousness (from unconscious to superconscious), as well as feminist views about art 

and autobiographical perspectives. 

The interpretative stage provides the elements for a rich description of the 

findings, which are grounded on primary experience with art which is directly related to 

my own experiences as they are lived-or, as Wilber would say, as they are derived from 

phenomenological expressions. Talking about art is not the same as making or 

experiencing art as viewer and creator. Phenomenology, hermeneutics, and heuristics 

allow for the exploration of a phenomenon by looking closely and carefully at tiie 

contents and processes, as well as at the descriptions of such phenomenon. 

Phenomenology aims to identify the recurring or essential stiiictures of the contents and 

processes of consciousness. It does not seek to explain the phenomena or infer causes for 

such phenomena, although in this study, because of the unique dual role of 
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artist/researcher, an indication of causes for the creation of certain pieces is readily 

apparent through tiie descriptions of the artinaking process and through the initial 

interpretations. This allows me to posit art as a vehicle of inner transformation, a type of 

tiansformation, which I posit is paraUel to Wilber's understanding of unity consciousness 

or non-dual reality. 

My perception is tiiat the analytical stage integrates naturally with the 

interpretative (phenomenological) stage of the study, and since I am also concerned with 

the art object as artifact or material (matter), it is necessary to consider the inductive-

analytic strategies in order to understand all levels, I share Wilber's (1983b) belief tiiat 

higher levels build from previous levels. In tius stiidy, interpretation builds from the 

material or object (matter), sensory (body), visual symbols (mind), and transcendental 

meaning (spirit) levels,^^! 

Limitations of the Design 

The limitations of this study derive from the artist's perspective and perceptions, 

the theoretical framework selected, and from the procedures for data collecting, coding, 

and sorting, I include suggestions, however, to overcome such limitations. 

Limitations from the Artist's Perspective, Inhisstudy, Delmos Jones (1988) 

states that neither the insider's nor outsider's views can completely discard 

preconceptions of reality; he highlights, however, that there is a consensus among 

anthropologists that the "insider's view is the most accurate, and that the aim of 

anthropology is to see things from the point of view of the native" (p. 37). Further, 

Callaway (1992) connected gender with anthropology and autobiography; therefore, my 

interpretations are intrinsically based on the fact that I am a woman and additionally of 

Mexican descent. From the artist's perspective, the study may have the foUowing 

limitations: first, the study of the process of creating artworks is limited to the production 

and introspection of one person, the artist and researcher of this study; small, single 

32iSee an example of previous interpretations of my artwork in Leal (1998), 
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settings, however, are characteristics of ethnographical research. Second, this study 

proposes the limit of a two-month period for art production. It is not intended to be a 

longitudinal study. Third, as a living artist, I am changing and developing constantiy; tiie 

interpretations revealed are valid in tiie present, but tiiey may not be totally valid 

tomorrow, under similar or different circumstances. Further, the initial interpretations of 

the artwork, in relation to content, varies (not in essence but in scope) during subsequent 

stages of interpretation, as the trae meanings of the pieces unfold and reveals themselves 

to the maker and viewer. Nevertheless, these limitations are a natural part of creative 

processes. For example, Progoff (1973), in describing Jung's concept of synchronicity, 

posited that synchronistic events happen and are charged with meaning, which later 

reveal themselves. Similarly, I believe that through art, synchronicity can be promoted 

with the purpose of tiansformation, and the imagery thus manifested is materialized in 

artworks, the contents of which subsequentiy become clear to the artist and the viewer. 

Fourth, the different stages of description and interpretation are guided by my 

own understanding of the problem and are not necessarily generalizable,'^ Fifth, the 

interpretations and the verbal articulation of the process of creating artworks may not be 

as compelfing as the actual experience of creating the work, due first to limitations 

implicit in language and second to limitations derived from my bilingual, multicultural 

upbringing. According to Nicole J, Ward (1991), languages may be incapable of 

translating problems of cultural identity and traditions.'^ Geertz (1988) mentioned that it 

is necessary to convince others that the researcher has actually "penetiated" or "been 

there" and that is there that writing comes in with its limitations (p, 15), He believed that 

ethnographers must convince the reader that they have "been there" but also that, "had 

' ^ This limitation (or non-generalizable result), however, is proper to quafitative 
studies with discovery and exploratory orientation (Okely, 1992; Hammersley, 1990; 
Callaway & Okely, 1992), Nonetiieless, in this study I suggest a direction to follow and I 
make recommendations for other setf-studies of this nature, 

'^ Nicole J, Ward (1991) believed tiiat "tmth lies concealed at tiie heart of 
experience and that writing about it must not deny this experiential depth and 
subjectivity" (p, 8). 
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we been tiiere we should have seen what tiiey saw, felt what tiiey felt, concluded what 

tiiey concluded" (p, 15), Yet Geertz cautious us that "one can only interpret what one 

sees in terms of one's own experience and of what one is" (p, 84), He recommended 

diary or journal forms or confessional approaches to text building, as he stated, in order 

"to get an I-witnessing author into a they-pictiiring story" (p, 84), Wilber (1986b) also 

noted that speaking of the spiritual in logical-rationalistic mode results in paradoxes. My 

intention in describing creative processes as transformation, as I have experienced them, 

is to share with others tiie power of art. My aim is to advocate art-creative practices for 

all peoples, so that they too may experience its power, and participate in the 

transformation of society as a whole. It is also my purpose that other artists and viewers 

of art who have experienced the transcendental power of art may find tiiemselves 

identified in this study and may become inspired to share with others their own 

interpretations of art as transformation. 

Limitations from the Theoretical Framework. The limitations that this study may 

have in relation to the theoretical frameworks selected, are as follow: my belief is that 

Westem art theories and philosophies do not provide a thorough discourse on the nature 

of art as I have experienced it. In my opinion, WUber's model, conjoined with other 

theories addressed throughout this study, provides a necessary foundation for the 

discourse needed for this study. Nevertheless, Wilber's ideas about the nature of art are 

from a theorist's perspective. His approach is in regards to human nature. Based on 

Eastem perennial philosophy, he seeks to meld transpersonal views with Westem 

developmental theories. Unfortunately, Eastern perspectives are generally viewed as far

fetched and unrealistic; for example, Hamlin (1991) concluded in his study that we lack 

the tradition of deep meditative practices and that therefore transformation through 

meditation is not a viable vehicle in educational settings—K-12 and higher education. On 

the one hand, this self-study seeks to parallel, contrast, and compare both (Westem and 

Eastem) philosophical perspectives in direct relation to the practical issues of art and 

artmaking. Yet this fundamental theoretical limitation, viewed from a different angle, 

may offer the most valuable methodology and contribution for developing a holistic or 

353 



integral approach to the understanding of art. In my opinion, an approach that takes into 

consideration the practical issues of artmaking, as well as the theoretical discourse 

surrounding art from a combination of perspectives or interdisciplinarity deserves 

examination and exploration. 

Limitations of the Data Collecting. Coding, and Sorting Procedures. This is not a 

study to test the validity or properties of the Jones's system or the NU-DIST software. 

Therefore, limitations deriving from the initial coding or icon-creation stage are as 

follow: (a) my ability to identify important elements resulting from the information 

available such as pattems, recurring sequences of behavior or themes; (b) my specific 

sensory perception of data and information in which biases are not apparent to me; (c) my 

ability to keep separate—for practical reasons—each phase involved in the study: 

specifically, the exploratory visual analysis and the interpretations as well as the 

presentation of the results; and (d) my ability to distinguish analytic stiategies from the 

interpretative strategies, since according to WUber mental constractions (which are 

overarching) can be made over the material, sensory, mental, and spiritual levels.'^ 

Barbara H. Greenwood (1995) notes that our body is a receptacle for everytiiing tiiat has 

happened to us and manifests what has happened through pleasure or pain. In other 

words, while we experience through our body, we need language to articulate those 

experiences. Language according to Wilber belongs to our mind level of consciousness. 

Other hmitations which derive from the production and documentation process 

are as follow: the inability to match words to nonverbal activity, such as the production of 

artworks and the whole process involved with this production-from technical aspects to 

the depiction of emotions and feelings; the inability to perceive the time and place 

decision-making, and/or conflicts dealing with rales of composition and design or 

aesthetic elements in the works produced; also, an intrinsic inability (which paradoxically 

is sometiiing desirable) to withdraw from separation of time and space during peak or 

heightened experiences while creating the artworks; tiie inability to describe optimally 

' ^ As I understand i t mental-material, mental-sensory, mental-mental, mental-
spiritual. Mental-spiritual results in paradoxes. 
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such experiences and the resulting artworks in my joumal and tape-recorded 

observations. 

Suggestions for Overcoming the Limitations of the Study. Some limitations to 

this design may be overcome in future studies. The methodological limitations can be 

overcome by being aware of and conscientious about them. The limitations posed by the 

production stage of this study (two months) are compensated for here by including the 

autobiographical account—relating my artmaking experience to the duration of my life-

presented in Chapter III. This study provides realistic, viable suggestions and 

recommendations for other plastic/visual artists who want to pursue similar self-studies. 

In the long term, a compilation of the results of similar studies will prove valuable in 

understanding the phenomena of art grounded in its phenomenological aspects and in 

self-reflexive artistic creation. This research is valuable in its attempt to initiate the 

creation of a like-minded community, to use Wilber's (1983b) terms, within the arts 

integrated by artists contributing their philosophies of art and discourse originating from 

emic, and not etic, operations.'^ This methodology also coincides with Hammersley 

(1990) regarding rhetoric in etiinography and Geertz (1973, 1988), regarding "thick" 

descriptions or an inside story. Hammersley advocates rhetorical devices as proper for 

ethnography and identifies thick descriptions as being a combination of narrative, 

explanations and theory, as well as being evaluative and prescriptive. 

Chapter Summary 

In this chapter I introduce tiiis study as ethnographic and qualitative in nature. I 

describe its methodological foundation based on autobiography, empirical-inductive 

'^According to McEvilley (1984), emic operations "have as their hallmark the 
elevation of the native informant to the status of ultimate judge of tiie adequacy of tiie 
observer's descriptions and analyses," which are real, meaningful, and appropriate in tiie 
native's view of a phenomenon (p. 58). Etic operations "have as their hallmark the 
elevation of observers to the status of ultimate judges of tiie categories and concepts used 
in descriptions and analyses" (p. 58), which he believes are guided by rales of theory and 
science and not by experience of the phenomenon. Jones Delmos (1988) identifies emic 
and etic as tiie insider's and the outsider's voice respectively. 
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analysis, phenomenology, hermeneutics, and heuristics. I then refer to the characteristics 

of the research process for this study, including the dual role of artist/researcher, 

purposeful sampling stiategies, data collection strategies, procedures for analysis of the 

artworks, and photographs. I describe the Jones's Visual Weighted Free Key Word 

Indexing System essential characteristics and how it is applied as well as the purposes of 

using it in this study. I delineate the second stage of interpretations based on written 

documentation (joumal and tape-recorded entries). I address the strategies selected for 

intensive data analysis using the Jones's system as well as the Non-numerical 

Unstructured Data Indexing, Searching, and Theory-Building (NUDIST) software for 

qualitative research. Finally, I provide my perceptions of the limitation of the study in 

terms of methods and theoretical frameworks used throughout the study. 
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Figure 4. 1. Luis with Letter (a) Complete Drawing 
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Figure 4. 1. (c) Detail of 
sketch/head 

Figure 4. 1. (b) Detail of 
sketch/face 

Figure 4. l.(d) Detail 

Figure 4. 1. (0 DetaU of 
drawing/eye 

Figure 4. 1. (e) Detail of drawing/ceU type line 
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Figure 4. 2. Zhu and Rainbow (a) Complete Drawing 

Figure 4. 2. (c ) Detail of drawing/eye 
Figure 4. 2. (b) Sketch 
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Figure 4.3. Zhu and Road (a) Complete Drawing 
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(b) Sketch (c) Drawing in Progress 

(d) Detail/horizon line/mountain 

Figure 4. 3. Z/JM anJ Road Continued 

361 



Figure 4. 3. (e) Detail) Figure 4. 3. (f) Detail 

Figure 4. 3. (g) Detail of hair/feathers/mountain 

Figure 4. 3. (h) Detail Figure 4. 3. (i) Detail 

Figure 4. 3. Zhu and Road Continued 
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Figure 4. 4. Luis as Bullfighter (a) Complete Drawing 
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(b) Rough sketch 

4 , . _ 

(c) Detail of sketch 

(d) Drawing in progress (e) Detail of drawing in progress 

Figure 4.4. Luis as Bullfighter Continued 
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(f) Detail of drawing 

(g) Detail 

(h) Detail 
(i) Detail 

Figure 4. 4. Luis as Bullfighter Continued 
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Figure 4. 5. Synthesis of Life (a) Complete drawing 
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(b) Sketch of head 

(c ) Detail of sketch/fetus 

(d) Full sketch 

Figure 4. 5. Synthesis of Life Continued 

367 



(e) Sketch of Zhu with arm extended 

(f) Full sketch with botii figures 

Figure 4. 5. Synthesis of Life Continued 
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(g) Detail/overlapping 

(h) Detail/umbilical cord (i) Detail/ponytail/hand 

(j) Detail/unifying circle 

Figure 4.5. Synthesis of Life Continued 
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Figure 4. 6. Zhu and I with Pear (a) Complete drawing 
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(b) Sketch (c )Detail 

(d) Detail (e) Detail 

Figure 4.6. Zhu and I with Pear Continued 
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(f) Detail 

(g) Detail 

(h) Detail 

Figure 4.6. Zhu and I with Pear Continued 
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(i) Detail 

(j) Detail 

(k) Detail 

(1) DetaU (m) Detail 

Figure 4. 6. Zhu and I with Pear Continued 
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Figure 4. 7. Double Portrait of Luis and I (a) Complete drawing 
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CHAPTER V 

ANALYSIS GROUNDED IN RICH DESCRIPTIONS 

AND INTERPRETATION 

Introduction 

I organize tiiis chapter in three sections: (a) the analysis of the study witii a 

description of a two-month joumal of creative process footnoted with analysis 

theoretically framed by Wilber, transpersonal psychology, Dissanayake, female visual 

language, and autobiography; (b) the second stage of interpretation, based on the final 

works produced and the photographs of the work in progress recorded in 1998, a year 

after the art production stage; and (c) a third level of interpretation based on my 

perception of the work in 2002. I include a chapter summary. 

The analysis involves a "thick" description (Ryle referenced in Geertz, 1973, pp. 

6-30) of the process of art creation in the visual arts during the two-month intensive art 

production period of this study. This methodology is congment with the dual 

artist/researcher role that I assume in this study. It also conforms to anthropological 

strategies of participant/participant observer, doer and seer (Geertz, 1988; Wilson, 1988; 

Delmos Jones, 1988; Hammersley, 1990; Owen Jones, 1992; CaUaway, 1992; Okeley, 

1992). I agree with anthropologist Johnnetta B, Cole (1988) that in studying others and 

ourselves, we leam to see, feel, and know anew as we examine processes and emotions of 

which we are also part (pp, 4-6), I approach this study as an acknowledgement of the 

experience of my artmaking based on my personal understanding and cultural 

background, as well as on the postulates of a variety of theoreticians including feminists' 

views (gender-specific, culturafist, and social theorist views) and autobiographical 

approaches of both confessional and non-disclosure natures, in addition to views of 

philosophers and psychologists-for example, as highlighted by the existentialist Rollo 
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May (1983), regarding the writings of Kierkegaard,'^ Nietzche,'" and Freud about the 

setf. May places value on the analysis of a single case, namely ourselves, for knowledge, 

self-awareness, and setf-transcendence. To use the term of phenomenologist Brenneman, 

Jr, et al, (1982) "seeing is believing that understanding is derived not only from what 

appears but from one's knowledge about the worid and the things in it" (p, 73), The 

purpose of this existential philosopher is not to philosophize (although philosophizing is 

inevitable) or describe to substitute immediate experience, "but to think and describe as a 

living, real being, or think and describe existentially" (Ludwig Feurerbach in May, 1973, 

p,50). 

In this study, I affirm that artmaking and creative processes have a place on all 

levels of Wilber's model of the Spectrum of Consciousness. I highlight the 

superconscious or the transpersonal dimensions, as their effects materialize in artmaking. 

The deep stractures of consciousness manifest through archetypal imagery and symbols 

(which I have discovered through this study), and relate to what Orenstein (1979) 

categorizes as a Feminine Archetype emerging in imagery of Great Goddess and Great 

Mother (p, 40), The surface stractures that manifest in the experience of artmaking and 

in the product relate to my own ltfe and circumstances during the production period of 

this study: the role I play as woman, woman of Mexican descent, mother, student, etc. 

In this analysis I focus on heightened moments of creation, where the power of art 

is immanent and transformation occurs. The intention is to fumish an emic (McEvilley, 

1991) view of one person's creative experiences of artmaking, and through this action 

research, to contribute insight into the nature of art. I share with Wilber (1981a) and 

Orenstein (1979) the perception that the evolution of the realm of the human spirit is only 

beginning to awaken. It is my profound belief that art is the vehicle to access human's 

' ^ May (1983) considers Kierkegaard as the foreranner of the concept of 
"participant observation" (p. 71). 

' " May (1983) befieves that Nietzsche pushed "reflection to its uttermost limits to 
find the reality" (p. 74)-reflection interpreted as a tuming in on itself and mirroring 
reality. 
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highest potentials and highest levels of consciousness. This study provides a glimpse into 

how this happens. 

On one hand, an outsider may regard the positions as artist and researcher 

espoused here as non-rational or visceral; Progoff (1985), however, would refer to these 

positions as possessing visionary quality in that my art reflects aspects of tiie past, and 

present, but also reflects deep perceptions of aspects and events that manifest in my 

future. Progoff states, "attention is tumed symbolically to the possibUities of the 

future . , . as intimations of what may become tme of ltfe in future times" (p, 205), On 

the other hand, other artists, viewers, or critics, namely those who have experienced the 

power of art, may be empathetic with my claims about art and the form and content of my 

work. Cothey (1990) believes that it may be impossible to "share one and the same 

feeling, considered as an individual experiential event; but our feelings are not for that 

reason unknowable by others" (p, 184). In art, he states, "we can know that we share the 

same experiential understanding of them [feelings] by sharing expficit understanding of 

the same imagery" (p. 184). For him, "we empathize with the imagery rather than actual 

perceptual experience" (p. 184), I hope that the imagery created in these artworks 

reflects aspects of our collective unconscious may be understood by others, I posit, 

however, that we can understand others by having lived heightened awareness at similar 

levels in which we can fuse with the cosmos, 

Two-Month Joumal of Creative Processes Footnoted 
with Analysis Theoretically Framed by Wilber. 

Transpersonal Psychology. Dissanayake. 
Female Visual Language, and Autobiography 

Introduction 

This section includes excerpts of the joumal transcripts and tape recordings 

documentation, which directiy relate to art creative processes. The style of writing is 

casual and witii disregard for grammar and spelling.'^ To avoid intermpting the flow of 

' ^ Joumal entries and tape recordings encompass documentation of other topics 
(i.e., Luis, Zhu, photographs, research, gym, food, family, friends), which are not 
included in this study. Further, following my dissertation committee's suggestions. 
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the descriptions, all tiieoretical contributions used for analysis and interpretations of the 

form and content of my work are footnoted. 

I advise the reader that this series of drawings should be understood in the context 

(time and space) in which they were created and documented. From my experience with 

artmaking throughout my life, every period of creation possesses different specific 

characteristics (or surface stiiictures to use Wilber's concept). I agree with Amheim 

(1967) that the temporary context in which a phenomenon appears is important. May 

(1983) befieved that "we accept events and select events from the past in order to fulfill 

our potentialities and to gain satisfaction and security in the immediate future" (p. 139). 

The excerpts selected from the joumal entries and tape recordings, I believe, adhere to 

this understanding of the phenomenon of time as reflected in the imagery of the works of 

art and in its written and photographic documents. (See Appendix C for Calendar of 

Activities during the two-month art production stage.) 

Joumal and Tape Recording Transcripts Excerpts 

July 7.1997 (Joumal Transcripts). (Drawing # 1, Figure 4.1) Today I started to 

draw again after almost two years of inactivity. It took me longer than necessary to 

unpack materials and to get things ready. Maybe I was afraid.'̂ ^ Art is a jealous activity; 

unnecessary wordiness, which resulted from speaking casually to a tape recorder and 
writing from stream of consciousness or free association, has been modified to allow for 
fluidity in the descriptions. Therefore, I ask that the term "excerpts" not be taken 
literally, but be understood in this manner. 

' ^ When there have been long periods of lack of artistic activity, as in this case, it 
is common to be indecisive. I believe this indecisiveness is actually the mental 
preparation for the opportunity and condition to make art, the time for ideas and 
beginning flow of creativity. In this regard, Dissanayake (1992a) cited Jane Ellen 
Harrison's concept of dromenon, which in Greek means a "thing done." To perform a rite 
is to do something, not only feel something but to express it in action-to receive an 
impulse and react to it (p. 69). Dissanayake used the plural word, dromena "things done" 
to extend the notion of "doing something" (p. 69). For her, experiencing dromena is "an 
innate human imperative of acting in response to powerful sentiments" (p. 69). In my 
view, preparation for artmaking is experiencing readiness for a rite and doing something 
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330 if one stops making art for too long, it takes a lot of courage and commitment to 

overcome the fears to explore and to find things which have settled in the depth of our 

Being."' This particular project also required that I allocate enough time without 

intermptions in order to achieve results. 

When I finally got things ready to draw, all I thought about was Luis [my son]. 

He is away now, and the first drawing could be an homage to him. I thought of sketching 

very quickly from a photograph that I have of him, which I love. This photograph was 

taken less than a year ago and was made for the National Junior Honor Society of 

Secondary Schools publication, a book that I have with me. 

July 7 (Tape-recording Transcripts). The decision to draw quickly was in order to 

loosen my hand, but once I had Luis's features outlined with pencil, the reality of his 

absence became craeler to me."^ After working for 20-25 minutes, I decided that the 

to try to understand our lives. In Allen's (1995) view, dromena is stating our intentions 
before beginning the creative process. 

"** I am using the term jealous here, as I understand it in Spanish, ''actividad 
celosa." Artmaking for transformation requires commitment and dedication for its 
nourishing effects to manifest. In this sense, Wilber (1983a) highlights meditation as 
food for the soul. We consume organic food to substantiate our daily life however we 
tend to overlook food for our spirit. Therefore, I believe that art should be part of our 
lives as makers and as viewers. 

" ' Based on my experience, artmaking involves the transition from one state of 
consciousness to another, each manifesting a stage of transformation. For Dissanayake 
(1992a), "transitions from one state to another provoke anxiety or heightened emotion 
because they mark the end of something known and the beginning of something 
unknown" (p. 69)-mainly a process of calling forth dromena. The stage between living 
and making art, to me, is expressed in Dissanayake's (1992a) use of the term liminal, the 
Latin word for threshold based on anthropologist, Victor Tumer's understanding of the 
term. She states, "liminality is a state of being betwixt and between in either here, nor 
there, in a sort of limbo" (p. 69). She connects tiiis idea with the special tieatment that 
the beginnings and endings in ritual performances are given. Beginning a stage of art 
production, for me, requires mental preparation and conscious resolution. 

"^ Luis has been away since March 1997. I miss him very much. I haven't been 
ready to talk about his departure. We were very close, and I feel deprived of his love. 
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drawing should be in ink. I felt like drawing each line as if to materialize Luis and to 

project my love for him.'" 

While recording this initial development, I thought tiiat drawing Luis was like an 

act of stopping time and that perhaps I should include the opportunity, of stopping time 

for me as well. Draw myself as I am now, contemplating Luis deeply and acknowledging 

how much I want to see him"^ [emotional]."^ 

July 7 (Tape-recording Transcripts). I wanted to fully experience every mark I 

made"^ and to indicate volume through cross-hatching line. I started drawing his nose, 

Barbara H. Greenwood (1995), in her study of the importance of art media to 
address different levels of pathology and healing, states that pencils, ink, or markers are 
used when a sense of control is needed. 

"'Dissanayake (1992a) has an explanation for our need for pattem and mark 
making. In her view, "repetition and patteming is a fundamental psychological 
propensity that provides pleasurable feelings of security, and relief from anxiety" (p. 84), 
and they constitute a stress-reducing behavior, which for her, "incorporated into ritual 
observation and ceremony contributes to its survival value" (p. 84). She states that 
repetition is the "origin of and simplest kind of elaboration . . . [and that] it also conveys 
emphasis. It suggests bigger or better, intenser or longer lasting" (p. 84), For 
Dissanayake, repetition "creates abstractness or distancing, elevating the particular 
occurrence to a 'special' plane of pattem-formalization and distinctness in its own right" 
(p, 84), While these conceptions are of fundamental importance, I have discovered, in 
the process of this study, that mark-making and repetition of line and pattems serve as 
tools for accessing heightened levels of experience, Apparentiy this tool is akin to the 
repetitive actions and breathing techniques used to initiate stages of deep meditation in 
some Eastem tiaditions. 

334 The idea for the second portrait seems to be incubating here. 

3 3 5 ' The intonation of my voice while tape-recording impressions, in my view, 
contiibutes to the verbal descriptions; therefore, I have included these in parenthesis as 
expressed in the original recordings, 

"^ In my view, artinaking (mark making and making special to use Dissanayake's 
term) can be experienced at all levels of Wilber's model of the Spectrum of 
Consciousness, for example, (matter) the characteristics of the materials: paper, pencil, 
pen, and line produced; (body) the sensations and emotions felt and transferred through 
imagery to the work of art; (mind) the logical, rationalistic thinking that goes on while 
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then his right eye, later his left eye, and worked on the eyeglasses a little bit. I then 

outlined his mouth. 

I am so happy! So far, Luis seems warm and smiling and looks wonderful in tiiis 

portrait [warm and emotional]. I have focused on Luis's face. He looks wonderful 

[emotional]! His round eyes are huge, and I really like this section [warm]. 1 am happy 

about this drawing now."7 

July 8 (Tape-recording TranscriptsV I took photographs of the portiait and am 

now ready to start drawing. I have music playing in the background by Joan Manuel 

Serrat"^ 

I have been drawing Luis, line after line, and it is incredible how he is coming to 

ltfe [amazed]. He looks real, more real than in the photograph. The photograph is only a 

guideline because the drawing is acquiring so much volume. It is as if every feature were 

highfighted and I were looking at Luis. The only difficulty is that he doesn't move. He is 

creating and the formal aspects of the work produced; and (spirit) the opportunity for the 
transpersonal: insight and understanding. 

"^ This expression indicates now to me that I experienced art as transformation. 
Wilber (1986b) notes that the effects of unity-consciousness is a tremendous sense of 
happiness and contentment, which I now believe has to do with experiencing fusion with 
the everything or the cosmos. 

"* Following are a few words from the songs I listened to: (a) 'Wo vacia, pintada 
estd mi casa, del color de las grandes passiones y desgracias," (b) "Llego con tres 
heridas: la del amor, la de la muerta, lade la vida," (c) "La cebolla es 
escarcha .., escarcha de tus dias y de mis noches. Hambre y cebolla, cielo negro y 
escarcha, grande y cebolla. En la cuna del hambre mi nino estaba con sangre de cebolla 
se amamantaba," and (d) "Came de yugo ha nacido ... nace como la herramienta a los 
golpes destinado una tierra .. .de su arado." From experience, I find it good to begin 
artmaking while I am listening to music in the background. It helps set the stage for 
movement and rhythm. As I become concentrated and immersed in the process, although 
the music is there, I no longer hear it Nicole Ward Jouve (1991), a French writer, 
produces creative writing only in French—because she knows the idioms by "heart"—and 
produces research in English (p, 19), She states, "My presence in one country, one 
language always means my absence from tiie other" (p, 19), I agree with her position, 
because for me, the lyrics and creative writing that I find most touching are in Spanish, 
Therefore, it is logical that I listen to Latin American music for this stage of production. 
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static, just staring [amazed]. Making this drawing is fike "layering skin," and while 

doing tills, placing or materiafizing my feelings towards him. With this portrait, Luis wUl 

know that I have been thinking intensively of him [warm, soft], I am so happy! 

July 9 (Tape-recording Transcripts), I had tiiought to include my hands in tiie 

drawing as if embracing Luis, but now that I am looking at it, it is not possible because 

his head is very large and occupies much of the space, I think I am going to finish this 

and maybe start a different drawing embracing Luis from the beginning (now tiiat I have 

brought him back in my mind) and actually embrace him in a drawing. So, I am going to 

do that later. Today I have background music by Uraguayan singer, and composer, 

Alfredo Zitarrosa,"^ 

Today I worked intensively on the hair. I had one side that wasn't finished. At 

some point, I thought I had finished the drawing but decided to highlight very carefully 

with acrylic paint the eyes and the chin because these parts became too dark. For some, 

this would be a blasphemy and against the idea of purity of materials.'^ In my view, it 

helped balance the drawing as a whole.**' I like the drawing a lot. It gives me a sense of 

togethemess and wholeness. 

"^ It appears that all music that I listened to today is meaningful to me. I include 
excerpts of some lyrics: (a) "Crece desde el pie musiquita, crece desde el pie. Una dos y 
tres derechita, crece desde el pie," (b) "Stefani, no hay dolor mds atroz que serfeliz. 
Besame aqui. Estefani, se que tu corazonfue," and (c) "Tal vezfue lafiebre, tal vezfue 
el calor .. .tal vezfue la magia de aquella region .. .tal vezfuera el viento raptando una 
flor" 

^ For example, Clement Greenberg (1990a), tiie North American art critic, surely 
would disqualify it as good art. 

'^' I have discovered that when the intensity of artmaking stops, I become a 
rationalist and use technical knowledge to make the piece as aesthetically pleasing as 
possible. In my view, this type of behavior has a pattem: (a) I start the drawing with an 
idea, an excuse for artmaking, (b) I enter heightened stages of awareness, and (c) after 
heightened experiences, I scmtinize the work and address the rales of art in terms of 
principles and elements of design as much as possible. 
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I decided to transcribe Luis's last letter onto the drawing, I used the words to 

make a circle representing the sun behind his head.'̂ ^ The letter continues and serves as 

outiine to his shirt. This letter was very thoughtfully written indicating maturity on 

Luis's part. This is a wonderful portrait [emotional, soft, and nostalgic]! It reminds me 

of a portiait I did in Mexico of my father after he had a heart attack. It was a very 

detailed pencil drawing on paper. I remember that to me, it was like keeping my father 

alive and acknowledging the difficulties he had gone through to survive. The drawing 

was a testimony that he was alive and that if I drew him exactiy how I thought he looked, 

he would be fine.*" 

^^ It is my belief that artmaking is a conduit for archetypes to reveal themselves. 
To me, the ordinary, literal meaning of artworks, is the display of archetypes laden with 
deep meaning. Walter L. Brenneman, Jr, et al. (1982) describe the circle as the most 
prominent of all symbols—with religious connotations that vary according to each 
religion. The underlying meaning of the circle is unity, full and integral. This view 
aligns with Jungian psychology of archaic consciousness (Progoff, 1973) and Wilber 
(1983b). Dissanayake (1992a) and Aiken (1998) see the making, perceiving, and 
appreciation of geometric shapes, including the circle, as part of human nature beyond 
the sign as understood in contemporary Poststmcturalist literature. For Brenneman, Jr. et 
al. (1982), the understanding of the enfolding symbol of the circle cannot be reduced to 
geometrical significance or mere sign. They state that in the archaic world, "all that 
exists, all that can reasonably be said to be, has its being within the circle of the 
known , , , the mana, or power not detached or separated from the physical world but 
identical to it" (pp, 1-2), I realize that the circle appears frequentiy in my artwork over 
time, I use the circle and semi-circle as symbols to represent people—in this case, the sun 
to stand for Luis's radiance and joyfulness, and now, I realize also to represent wholeness, 

'^' In looking back, tiiese two drawings (of Luis and of my father) are about the 
desire to achieve something belonging to the future-metaphorically, to transport Luis to 
me and to "keep my father alive," I believe that allowing ourselves the opportunity and 
the time to make art can have beneficial results within ourselves, I am convinced that 
artmaking provides answers to life dilemmas in very subtie ways. It may bring 
understanding to life situations and insight for solving problems. Art as transformative 
process and as product, I believe, carries revelations for the future, Progoff (1985) 
provides a philosophical view of these ideas. For him the unconscious is no longer 
understood in Freudian's terms of holding the individual's repressed past experiences, but 
in Jungian, terms "as container or the carrier of those experiences that have not yet 
happened" (p. 205). Progoff sees this as "a process of growth out of tiie seed of 
potentialities developed in each species, not from past experiences but by . . . goals 
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I think I have finished this portrait of Luis. I erased the pencil marks and decided 

to leave the eraser residue on the drawing as texture to the shirt. To hold it, I have 

sprayed it witii fixative. I will take off the masking tiipe (used to support the paper to the 

drawing board) and photograph the final piece. As a drawing it looks somewhat tight or 

stiff because of the excessiveness and exaggeration of lines. As a process, 

metaphorically, Luis is pretty much alive. It is the quantity and quality of the line that 

contribute to the cells-type texture or life-like appearance [soft, tender].'^ 

inherent in each'' (p. 205). He states, "the unconscious, as the seed aspect of the 
personality, contains the possibilities for future experience. It is unconscious because it 
has specifically not yet been fived" (p. 205). For me, making tiiese portraits brought 
hope, meaning, and understanding that my father would recuperate and that my son 
would be well in spite of geographic distance. 

' ^ The quantity and intensity of mark-making parallels Dissanayake's (1982) 
ideas about art and ritual. She says that "ritualized behaviors formalize and pattem; 
emphasize; exaggerate and distort; order and shape in time or space; unify the 
contiadictory or unlike; and channel emotion" (p. 149). From her research, she finds that 
longer or more memorable ritual ceremonies better serve a group, or contribute to their 
survival. In her view, ritualized behaviors facilitate making special as well as 
acknowledging specialness and responding to things and actions made special. In my 
experience, repetitive, ritualized behavior during artmaking helps to initiate heightened 
experiences, and in the case of this piece, it helped to establish a deep connection 
between Luis and me. The goal of the drawing was to give homage to Luis because I 
missed him and was thinking of him. The results are much more beneficial because in 
creating the drawing, I established a metaphoric connection with him, and confronted the 
fact that he was simultaneously gone yet near. During heightened moments of art 
creation, a tme link is established between the waking consciousness and unity-
consciousness. I was present physically, but Luis was present (almost literally) tiirough 
cosmic dimensions. The magic of art is that through the experience of it, the barriers and 
"boundaries" (to use Wilber's term (1981b) of physicality and matter cease to exist and 
there is a sense of wholeness and oneness for the duration of the experience. In terms of 
WUber's (1996d) categorization of art, this portiait possesses four: (a) Art is in the 
artwork, because the imagery is rendered with ink on paper and through the dynanucs of 
the lines, movement and rhythm; (b) Art is in the artist, not only as intention (of making a 
portrait to honor Luis) but as experience; (c) To me, art is in the artist is the process of 
experiencing artmaking deeply; and (d) Wilber's art is in the artist's unconscious 
intentions (symptomatic theories), in that cultiiral and social situations caused Luis's 
departure. 
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It is very eariy today (4:00 PM). I might prepare another piece of paper to do 

sometiung looser tiiat may include the embrace I was thinking about. Perhaps use 

charcoal or other media. I don't want to use pen immediately after this drawing because 

my hand hurts.'*^ 

July 11 (Tape-recording Transcripts! (Drawing # 2, Figure 4.7). I am starting a 

new drawing. I don't know what it is going to look like but it will depict Luis and me 

embracing him [soft, low]. 

July 12 (Tape-recording Transcripts'). I have been working on a sketch for a 

portrait of Luis and me. It is based on several photographs taken in Fort Worth by a 

friend of Luis. At that point, Luis had decided to let his hair grow long and he was very 

excited about it. Luis and I were very close and happy on that occasion. In this 

photograph I am hugging Luis and this is why I have selected it. I have worked on the 

face first and then on the outiines of the composition. I felt this composition to be more 

stmctured than that of Drawing # 1 (Figure 4.1).'^ The first steps of a drawing are very 

important and are done based on conscious decisions backed by technical recourses. I 

believe that afterward, one is free to let go and become immersed in the act of making the 

drawing. I now have the composition in pencil and outlined in felt-pen. I am thinking of 

making this a double portiait because this first sketch is oriented towards the bottom of 

the paper and I want to depict how Luis moved, especially because he is always moving, 

but also because he appears to be placing some distance between himself and my hug. I 

will use another photograph indicating this shift and position it on the top of the first 

portraits. But I am still thinking about it; I don't know at this point. This bottom part of 

the sketch looks good to me. I am happy with the composition; the hands and the face 

^^ The awareness of physical aspects disappear when immersed in making art to 
the degree that I forget time and only realize that I am tired because my body aches. 

^ In Drawing # 1 (Figure 4.1), I ran into problems in terms of drawing available 
space. When 1 felt that I wanted to draw hands embracing Luis, there was no room in the 
paper for them. If I had stated my intention to draw Luis with me embracing him, it 
would have been possible. In that drawing, however, my intentions were to draw Luis, 
with no specifications. 
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are prominent. The rest of tiie body is outiined. I don't care about tiie bodies, only what 

is touching Luis, tiie hands, and that he is close to me.'̂ ^ 

I added the other two faces. Luis is depicted as having moved back and his face is 

tilted upwards, and since I am not moving, my face is static. (I notice that this paper is 

too small, I will need to add more paper to it.) So, now I have two static Elizabeths, To 

accommodate that Luis shifted his body back, I moved one of my hands and it is now 

drawn towards the edge of the paper, I also added another hand to the upper portrait that 

holds Luis's right shoulder. 

Because I have added pieces of paper as needed, I am now mnning into the 

problem of not having a big enough drawing board to fit the whole sketch, I will 

probably have to wait to solve that problem. Now I could use a larger paper and arrange 

the whole composition on it. This drawing is so interesting! I really like it [amazed]. It 

is still just a sketch, and there are changes that could be made. I could move the hand, 

which is at the lower center. (To configure the hand, I drew a circle first, which I haven't 

erjised and at this point, it looks like a symbol or something. I don't know whether to 

erase or to leave it. Originally, the hand was lower, but I modtfied it moving it higher 

and higher as if touching Luis' neck, but I am not happy with that now [thoughtful].'^ I 

^^ From my experience, at the moment of initiating an artwork we select 
consciously (at a rational level) the feeling or aspect that might be addressed based on our 
own internal needs—in this case highlighting the embrace and the positioning of the 
bodies to begin stating relevance or desire for connection from the beginning. Mental 
activity then overflows on those aspects and becomes the excuse for insight and union at 
the transpersonal. In my view, Wilber's levels of consciousness reveal themselves in the 
various processes of artmaking, from the material components of the work to the 
heightened moments of transformation. Further, I beUeve that Wilber's (19%) mapping 
of the different types of unconscious (ground-unconscious, archaic-unconscious, 
submergent-unconscious, embedded-unconscious, emergent-unconscious, and emergent-
repressed unconscious) is relevant to this study in that it provides the framework to 
understand how art manifests within the different levels. How artmaking facilitates a 
joumey into the unconscious and heals us and also reminds us of our humanity (i,e,, cycle 
and rhythm proper of our species), 

^ To me, art creative processes involve a dialogue (of give and take) in which 
aspects of matter, body, mind, and spirit interact. Using Wilber's model, form can be 
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think I will move that hand down, towards the chest. Maybe it should be right at the 

heart level? 

I have been looking at this drawing and I will definitely need a larger board. It is 

so frastiating because the composition does not fit adequately, I want it to be exactly as 

it feels it should be, not forced and cramped. So I will get a larger board, drop by 

Eckerd's 's to pick up the photographs taken of tiie first drawing, go to the gym and 

continue drawing at night, 

July 12 (Joumal Transcriptions). Today I worked a littie bit on the drawing 

(Drawing # 2, Figure 4.7, Double Portrait of Luis and I). I installed the sketch on the 

bigger board and moved tiie hand towards Luis's heart area, and it works better now. 

understood in terms of material and mental/logical stmctures. Amheim (1%7) has found 
three creative tendencies inherent in the form of a work of art: "(a) simplification, (b) 
balance, symmetiical pattems, and (c) enriched stmctures" (p. 46). These tendencies 
seem to overiap with Dissanayake's (1992a) and Aiken's (1998) findings: elements that 
are pleasing to cognitive faculties are repetition, pattem, continuity, clarity, dexterity, 
elaboration or variation of a theme, contrast, balance, and proportion. Dissanayake states 
that these qualities have to do with "comprehension, mastery, and hence security, and 
thus they are recognized as 'good,' when used outside a utilitarian context, to make 
something special" (p. 55). Dissanayake believes that the elements used for making 
something aesthetically special are "normally themselves inherentiy pleasing and 
gratifying to humans . , , [or] 'aesthetic' or 'protoaesthetic'" (p, 54), Further, Dissanayake 
posits that these "pleasing characteristics are those that would have been selected-for in 
human evolution as indicating that something is wholesome and good" (p. 54), When we 
train in art, we leam about design and composition, and about the principles of art as 
rales, not as an understanding of the origin of such elements as natural propensities with 
survival value. This particular sketch does not look or feel right because more space is 
needed for each element to fit adequately, and I can sense that intuitively and by 
knowledge of aesthetic rales, I believe that aesthetic decisions are made as a response to 
inherent abilities to recognize specialness (as Dissanayake posits) but also that art 
training (depending on the tradition espoused) plays an important role in the appearance 
of the work. The intuitive, inherent proclivities that Dissanayake emphasizes correspond 
to Wilber's deep stmctures (always present and belonging to all), and the mantfestation of 
certain principles of art (in this case based on Westem traditions of art), correspond to 
surface stmctures (different and particular to each culture and individual). Feminist 
cultiirafists such as Bamett (1995), Iskin (1979), Fmeh et al (1994), Havice (1995), 
Chadwick (1997) would credit this decision-making to the effects of our specific culture. 
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I lost sense of time working on this drawing, Everytiiing seemed to have 

meaning, I would do something, and immediately after I would be stmck with a new 

idea.'̂ ^ I started the drawing sketching Luis's face and I outiined the overall shape of his 

body. His position indicated how I was to draw myself The photograph I am using 

portrays us a littie separated, I decided to put my face close to his but because when the 

photograph was taken Luis and I were very close (physically and emotionally). He 

momentarily moved back when the second photograph was shot. I thought to integrate 

this action and to explore what it could mean. I am working on the whole composition to 

integrate i t More tiian drawing, I feel like painting these portraits. I could better 

represent my thoughts and emotions with added color. I ordered a lot of paper for this 

summer's work but I did not order canvases. Maybe I will go ahead and get a canvas and 

paint these double portiaits. 

July 16 (Joumal Transcripts). I couldn't find the right canvas size. I wiU have to 

modtfy the composition to fit it in this canvas. This canvas looks cheap; it is designed for 

decorative purposes more than for the fine arts.'* Anyway, I have it with me and I plan 

to use it soon. Now I will make a drawing of Zhu. Yesterday I drew a few quick 

sketches of him on typing paper to familiarize myself with his oriental features, which are 

so dtfferent from mine. 

July 16 (Tape-recording Transcripts). (Drawing # 3, Figure 4.2) I have been 

working on a portiait of Zhu. First I made a huge sketch and then I transferred it to thick 

paper. It has a good composition, Zhu is smiling and looking down [tender]. This image 

^^ Now I know that creativity involves heightened awareness of our senses, 
feelings, emotions, and mental processes during, which our normal notions of time 
become blurred, Wilber (1981a) notes this phenomenon as no-boundary of time and 
space, 

' * I have nothing against the decorative arts; sometimes, however, decorative 
objects and products are produced massively and lack the specialness to which 
Dissanayake refers and which in my view, belongs to the fine arts. This position 
highlighting one-of-a-kind products belongs to the modemist view of art. Throughout 
this study I combine aspects of modernism and postmodemism (not only of the material 
aspect of art but of many other aspects) with a more holistic view of art. 
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is based on a photograph, Zhu would never pose for me. I tiiink I will work witii soft 

pastels in black and white and intermediate values. I am also tiiinking of adding a 

rainbow on the background because Zhu loves rainbows and I think he is like a rainbow 

himself [warm, laughing]. I will probably work on this drawing again tonight. 

July 17 (Joumal Transcripts). I have spent most of the day working on a drawing 

of Zhu (Drawing # 3, Figure 4.2), Zhu with Rainbow). I used the grayscale pastels and 

charcoal, and finally color pastels and pencil. 1 am not sure that Zhu's smile is 

technically accurate but I like the overall feeling it gives me. Zhu is so darling as a 

person! I haven't told him about this portrait yet. I completely forgot to photograph the 

process of this drawing and to record my earlier impressions. But, at this point I have 

the experience vivid in my mind. 

I have mixed feelings about Zhu; he is loving and caring and flirts with the idea of 

having a child. But, last night, he received an attractive job offer from his ex-boss. 

Listening to him made me very sad. 

I like this drawing. It feels like Zhu. I exaggerated his features a lot For the 

rainbow, I used a photograph taken by Zhu here in Lubbock after a storm. In my view, 

the rainbow captures aspects of Zhu's personality, he is joyful and colorful, and precious 

like the rainbow.'^' He is also very aware of his Being, perhaps based on his cultural 

background. 

July 18 (Joumal Transcripts). Zhu wants to see my drawings. He is curious about 

how I draw. He has no idea that I have been working on a portrait of him. He couldn't 

believe that in my previous sketch (Drawing # 2, Figure 4.7), I literally cut and pasted 

pieces. For example, he couldn't believe that I cut off one hand and moved it around 

until I placed it on Luis's chest. I told him, "this is not the Oriental painting technique 

where each brash stroke is perfect and precise. Here what matters is the ability to make 

'^' Rainbows are also impermanent and appear for fleeting moments. To me, 
rainbows inspire awe for a few moments and then disappear; the awareness of its 
presence, however, is prolonged in us indefinitely. Looking back, this tumed out to be 
the best metaphor to represent Zhu. I am using the term in Don Ihde's (1986) sense, 
metaphor as "multidimensional in meaning" (p. 69). 
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decisions and changes throughout the creative process.'"^^ To me, the most effective 

drawing is conceived but not resolved simultaneously. It evolves step by step. Guiding 

one tiung into tiie next and wittidrawing aspects from daily life occurrences are important 

to me.'^ I also believe that these pieces are more symbolic'^ than representational, 

although I have had a stage in my life when accurate representation was a must. 

' ^ I hold great respect and admiration for technique in works of art. Throughout 
my life, I have been concemed with how things are depicted in terms of material and 
technical processes, yet I have noticed that during heightened moments of creativity 
when unity consciousness happens, a fusion between matter, body, mind, and spirit 
occurs. Although I continue the work in progress, technical aspects of making art lose 
importance. The final piece, in my view, is more than aesthetic in that it possesses traces 
of those heightened experiences beyond rational decisions. Further, I believe that these 
images are impregnated with power, 

'^ Review of art literature reveals a distinction between male and female 
concems, Kristin G, Condgon (1991) mentions that for example, we have accepted the, 

Male concem with fa9ade and monument, the female concern with function and 
environment; the male concem with permanence and stmctural imposition, the 
female concem with adaptability and psychological needs; the male concem with 
public image, the female resistance to specialization; the male concern with 
abstract theory, the female concem with biography and autobiography, (p, 19) 

Congdon also states that most women artists view their art as connected to their 
daily lives, "illustrating the feminist 'the personal is political'" (p, 20), This position I 
believe is tme, because many women artists whose work I have seen or leamed about 
relate in one way or another to their own lives through their art, for example, Charlotte 
Salomon (1981) and contemporary artists such as Pat Allen (1995), Barbara H, 
Greenwood (1995), Ed Check (19%), Jewish Siona Benjamin, Argentinian Mirta Toledo, 
and Chicana Santa Barraza (2001), 

'** Congdon (1991) cites Lippard's list of elements recurring in women's art: 
"sensuously tactile and repetitive of detail to the point of obsession; the preponderance of 
circular focus, inner space , , , layers, or strata, or veils; an indefinable looseness or 
flexibility of handling; autobiographical context; animals; flowers; a certain kind of 
fragmentation " (cited in p, 49), Congdon adds that the imagery of academically 
schooled women artists repeatedly reflects matriarchal history, traditional women's arts, 
decoration, women's sexuality, and joumalism (p. 49). Gloria Feman Orenstein (1979, 
1988) in various studies of women art has identified common elements and symbols, 
which I refer to throughout this chapter. 
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These last few days I haven't listened to music. I am aware of starting and ending 

a session but not of the in-between periods of production. Being able to experience art in 

this way is most fulfilling; I enjoy tiie process. My mind works at its best and at the end, 

I am always amazed of the results.'^^ I hope to understand the drawing's meaning later 356 

3 5 5 ' ' To me, this process of complete immersion in artmaking falls into WUber's 
(1979) notion of the "multi-leveled nature of human consciousness" (p. 87), specifically 
of superconscious or tianspersonal consciousness. For Wilber (1981a), transpersonal 
means "that some sort of process is occurring in the individual that goes beyond the 
individual... [For example] experiences of a transpersonal self or witness, peak 
experiences" (p. 12) as in art creation. Wilber finds that what these events have in 
common is the "expansion of the self/not-self boundary" (p. 12). He states that entering 
the "world of beyond and above is acquiring an awareness of the depth and the 
profoundness of oneself (p. 123). For him, it is a world that "connects the individual to 
a world beyond conventional space and time" (p. 123). Dissanayake (1992a) believes 
that "premodem cultures provide occasions for self-transcendent experiences in ritual 
ceremonies" in my view similar to those stated by Wilber (p. 70). It is my perception that 
in today's society, where collective rituals have almost disappeared, art may take their 
place as a vehicle for tiansformation. Dissanayake believes that tiie "capacity for self-
transformation, felt as merging or self-transcendence, though manifested in diverse ways, 
is a universal element in human behavioral repertoire" (p. 70). Transcendence for her 
may refer to "boundary crossing or merging and submergence" (p. 70), the first two 
similar to Wilber's view. Dissanayake portrays Mihaly Csikszentinihalyi's conception of 
holistic sensation or flow when she states, "a person feels 'flow' when action and 
awareness inteifuse, when one is not setf-consciously or objectively aware of what one is 
doing, yet does it with effortless 'rightness'" (p. 70). And she adds, "although one may be 
aware of body or mind, there is a felt loss of ego . . . [which] becomes an instmment for 
the activity or experience. Hence the individual experience of sense of blending, of 
dissolving the boundaries between I and other" (p. 70). 

' * Rollo May (1983) in The Discovery of Being, Writings in Existential 
Psychology describes as a unique characteristic of human existence, in his words: 

Its capacity to transcend the immediate boundaries of time, to see one's 
experience setf-consciously in the light of the distant past and the future, to act 
and react in these dimensions, to leam from tiie past of a thousand years ago and 
to mold the long-time future, (p. 135) 

For me, in the case of art, this perception of transcending boundaries of time is derived 
from rational thinking processes and comes after the act of making, during interpretations 
of what was created. For May, existential is a human characteristic, although in this 
writing he highlights Existentialism as a mode of thought or identification. According to 
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I don't want to think about Zhu leaving, so I want to draw him again. I think I 

will paint Drawing # 2 while Zhu is away at the conference in MUwaukee. I need several 

consecutive days to paint. I don't want to break the continuity and my mood once I start 

that project Today, and maybe this weekend as well, 1 will do a drawing of Zhu. 

July 18 (Joumal Transcripts). I didn't write in my joumal yesterday; but I tape-

recorded impressions yesterday and today, I am very happy with the drawing of Zhu at 

this point, I like the expression on Zhu's face, I don't know how it will evolve. After 

observing Zhu today I think it does not represent him literally. The photograph I am 

using doesn't honor his spontaneity and freshness. He is always smiling and happy. He 

was more affectionate today, but he also told me tiiat he will fly to Irvine next week to 

see about his job offer, I guess he has made up his mind about the job, I felt sad when I 

got home, and after dinner I watched movies instead of drawing. Depression 

immobilizes me, I don't know how to deal with loss. I am tired of loss. It gets harder 

and harder each time. I will be devastated when 23iu leaves. I already miss him. I can 

already feel the taste of loss.'^ 

May, Existentialist refers to future not as an escape from the past or present, but as a 
"dynanuc self-actualizing process, always exploring, molding himself [herself], and 
moving into the immediate future" (p. 139). For him. Existentialists do not neglect the 
past, but understand it only in the light of the future. May states that "the past is the 
domain of Unwelt, of the contingent, natural historical, deterministic forces operating 
upon us" (p. 139). For him, "the past is the domain of contingency in which we accept 
events and from which we select events in order to fulfill our potentialities and to gain 
satisfaction and security in the immediate future" (p. 139). This characteristic of 
selectivity (however it transpires) enables interpretations ex post facto but also gives 
understanding or guidance of how to go about in our immediate future. WUber (1981a) 
identifies existential as a level immediately beyond the mind or between mind and subtle 
levels of consciousness. 

' ^ In her Feminine Folly, Burgher Calculation, and Anti-Communal Rhetoric in 
Thirteenth-Century Tours Sharon Farmer (19%) footnotes how Aristotie regarded 
women "as lacking in firm rational judgement... and therefore not to be called 
continent since their conduct is not based on solid reason, but easily swayed by feeling" 
(p. 171, fn. # 51). Women's ability for and sensitivity to the emotional have been viewed 
and described pejoratively throughout history. To me it is a result of limited conceptual 
frameworks used. In this case, by positioning human levels of consciousness in a linear. 
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July 18 (Tape-recording Transcripts! I showed Zhu his portrait and he loved it! 

He was so happy! He wants to watch me while I draw. Above the pastels, I created a lot 

of pencil markings. As with the first drawing, these markings tend to exaggerate the 

features. This is a process I seek. Creating this portrait was equal to the experience I had 

while drawing Luis [soft and nostalgic], Zhu may be leaving soon, and I felt like drawing 

him very carefully. Although the strokes are loose, the drawing looks very detailed due 

to the amount of work put into it. That is what helps me, the moving of the pencil and the 

mental activity that goes on while drawing.'^ My mind flies away and enters a 

horizontal maimer (i.e., if a woman feels, she cannot think, or vice versa—one or the other 
but not both). Under Wilber's model of the Spectrum of Consciousness (1975,1976, 
1977, 1979a, 1979b, 1980, 1983c, 1997) there is room to fully experience each level of 
human consciousness: (1) matter or the physical body, (2) body or feelings, senses, and 
emotions, (3) mind, mental and intellectual processes, and (4) spirit or transpersonal 
levels. Being able to access or experience all levels of the spectmm opens up the 
possibility of wholeness. I tmly believe that Wilber's model offers a solid framework to 
the understanding of women's nature. Within this framework, there is nothing wrong 
with women experiencing their bodies, loving and caring, feeling loss and despair, 
inquiring, deciding, and experiencing the transpersonal; on the contrary, goal is to be able 
to access all levels of our consciousness and to become more content individuals and 
better members of society, 

' ^ For me, this is what Progoff (1973) describes as Jung's concept of the psychoid 
level. For Progoff, it goes "beyond the archetype to the primal points at which instinct 
and archetype are united as opposites in the primary pattems of human behavior" (p. 
106). According to Progoff s understanding of Jung, "the experiences of tiie archetype of 
the miracle, or of magical effect, take place at the most fundamental level of the psyche. 
Much deeper than the personal" (106). While the Jungian view of archetypes connects 
psyche and soma or matter level, Wilber (19%) identifies archetypes as deep sti^ctiues 
of all levels of consciousness—archangelic forms mantfested at the highest levels. In my 
view, the results of heightened experience are inscribed or materialized in the work of art 
through imagery of the various archetypes and more literally through imagery connected 
to tiie artist' life. Moving the pencil and thinking while drawing may seem a simplistic 
description of this profound phenomena, however; my experience, however, it is the act 
of repetitive mark-making and thought processes involved tiiat facilitate (or allows for) 
the possibility to access fundamental realms of one's psyche. In this stage during the 
creative process, although the activity of mark making continues, the awareness of mark 
making disappears, and with this disappearance, a universe of mystery opens. 
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heightened stage of awareness in which each mark acquires dimensionality and 

transcendentality.'^^ 

This drawing is finished and I have signed it. I have sprayed it with fixative and 

will take photographs of it. I am very happy with this drawing. I am going to start 

something else (happy). I am so happy! 

July 19 (Tape-recording Transcripts) (Drawing # 4. Figure 4.3). Yesterday I 

created a small sketch for another portrait of Zhu. Today I drew one huge sketch on 

transparent paper, cutting and pasting until I was happy with the composition. I selected 

a thick paper to tiansfer it on to. This Arches paper is adequate for charcoal, pastels, and 

watercolor but I feel like drawing on it with ink. Drawing # 3 (Figure 4.2) was loose due 

to the media used; I couldn't get much detail. I like the drawing a lot because it feels like 

Zhu (not representational but in essence). I feel I need to develop this drawing to be very 

detailed.'^ I am using a photograph that I took of Zhu along with one that he took. The 

' ^ According to Progoff (1973), the unfolding of a human life takes place on two 
distinct planes, simultaneously on two separate dimensions of reality. The one is in the 
individual's perception of life, motivations, and actions that take place by means of 
thought and emotion and moves toward perceivable goals on the assumption of cause and 
effect. The second dimension is more than individual; it is the transpersonal 
macrocosmic field in which Synchronicity operates. It is my belief that Synchronicity 
occurs during artmaking sessions. In synchronicity, aspects of time—past, present, and 
future—materialize visually in the final work of art. An explanation Wilber (1986b) 
offers for the highest levels is a fusion with the cosmos. Dissanayake (1992a), relating 
Laski's findings on transcendent experiences, describes this as boundary dissolution and 
union with the "other" (p. 70). She states, one is "carried away" by or "becomes" the 
work of art" (Laski referenced in Dissanayake, p. 70). 

' * Wilber believes that there are a variety of meditative techniques for addressing 
different levels of consciousness. In the case of this drawing, I mention the need for it to 
be very detailed. Acknowledging this means, to me, that I need to nurture my highest 
levels of consciousness, and this drawing becomes the tool to meet this need. From my 
experience, making art is equivalent, in terms of results to WUber's meditative practices, 
which are based on Eastem traditions. Wilber (1981a) offers meditative practices that 
help an individual to access self-transcendence and transpersonal levels. Wilber (1977) 
mentions techniques of Jungian analysis, such as dream amplification and visualization 
techniques, and meditation techniques, such as transcendental meditation or 
psychosynthesis, Progoff s (1992) dialogue techniques, or similar exercises, as helpful for 
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photo he took depicts images of mountiiin scenes. These images taken when he drove 

here before we met In some way, these combined photographs may depict my fear of 

Zhu leaving. In this sketch, Zhu is looking back towards me witii outiines of mountains 

at tiie horizon line. We haven't talked about goodbyes yet. He jokes how he brought tiie 

rain with him to Lubbock, since it has been raining a lot. 

I have run out of fixative, pencils, and other items, I will take photographs of this 

sketch and work on it tonight [tender, soft], I am very happy with it! It looks wonderful! 

It could even stay as is, as an outline, because it is so expressive. Zhu appears to be 

smiling slightiy, and his eyebrows are very high. I like the design [soft, dreamy]. 

I am back from the gym, and back from having dinner with Zhu. He cooked a 

delicious pork-with-lily-flower dish that had a very special flavor. Zhu is studying now, 

and I am observing this sketch. I will probably be able to draw for several hours. 

July 20 (Tape-recording Transcripts). I have been working for two and a hatf 

hours on this drawing today, and it is getting very strange. It is transforming so much 

[emotional, amazed]. Initially, it only had an outline of the mountain and the highway 

accessing transpersonal levels of consciousness. See also Per Johansen's (1983) The Self 
and the Study of Art for basic meditative techniques, which focus on breathing, inner 
visualization, and mantra repetition, all of which increase relaxation, sensitivity, and 
ability to concentrate. According to David Bohm in The Physicist and the Mystic-Is a 
Dialogue between Them Possible? A Conversation with Davie Bohm, in an interview 
conducted by Renee Weber (1982), meditation may lead to a multidimensional level: 
deep into an ocean of physical and mental energy, which is universal. In his study An 
Analysis of Transpersonal Psychology based on the Spectrum Psychology of Ken Wilber: 
Its Potential Educational Implications Wilber's Model of the Spectrum of Consciousness, 
John. R. Hamfin (1991) concludes that because meditative practices are not part of our 
Westem traditions they are difficult to use for educational purposes, especially at grade 
levels. Johansen's (1983) contribution mentioned above indicates that in Higher 
Education, meditative techniques are successful in providing a stage or momentum for 
quafity appreciation of works of art. It is my perception, however, from working with 
children that artmaking allows for this special/deep concentration equivalent to Eastem-
type mediation. At whatever level of consciousness children may be in (awareness of 
their bodies, or feelings and emotions, or their beginning rationalism), artmaking allows 
for their maximum or optimum development. In my view, this phenomenon justifies 
children's and adults immersion in the arts at all levels of instmction. 
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reflecting the idea that Zhu may be going away, I drew the highway to represent his 

departure, but today the hair [discovery] is becoming the mountain, and mountains (to 

me) symbolize roots, solidity, or sometiiing stable, Zhu's hair is transforming into parts 

of the mountain and becoming ages (layers) of it'^' It is very interesting and beautiful 

[amazed], I had been working very hard on the upper part of the hair and felt like 

continuing those lines, I suddenly realized that they were getting prolonged, that the hair 

was growing, and when I added shades it became part of the mountiiin. I haven't finished 

the drawing yet. It needs strengthening of the featiires, contrast on some parts and more 

work overall. Anyway, even yesterday, I was a littie surprised that Zhu's forehead had 

mountiiin type contours. But the hair changed today, so maybe this image indicates that 

Zhu is ready to settle [speaking slowly]. It is looking great! I will continue working on 

the head and the upper part or the mountain. 

Zhu wanted to see the drawing yesterday [laughing]. I said, "You are not allowed 

into that room. It is private. You can't see it yet [speaking slowly] because if do you will 

intermpt the process." I am so particular about these things. I can't allow anybody to 

make comments, one way or another, while the work is in progress. I need the pieces to 

be what they might be and not influenced by peoples' perceptions of them. To me the 

work is very personal, like a revelation. I leam from making the piece. This is the 

process that I tmly believe in. Sometimes I can't understand how people use art as 

entertainment.'^^ There are different types of art, and some art may be adequate for 

'*' Except for Lippard's classification of elements of layers and strata, recurring in 
women's art I have not found in my literature review a meaning for mountains as symbols 
(Lippard referenced in Congdon, 1991, p. 48). This indicates to me that the inception of 
the meaning for this type of mountain may be related to my own background of living in 
Monterrey, Nuevo Le6n, Mexico. A huge mountain surrounded by plains sprouts from 
the ground out of nowhere, as a volcano would do although, in my understanding it has 
not been identified having volcanic origin. This mountain so stands out and impacts the 
eye and it influences its natural environment so that I have intemalized its magnificent 
presence, its shapes, and the sense of permanence and solidity that it renders. 

'̂ ^ Wilber's framework provides a space for all these types of art within his 
Spectrum of Consciousness. For example at the level of the body there is a place for what 
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entertiiinment. To me artmaking is different and it has nothing to do with mles of 

aesthetics, which during the process of making become irrelevant. Details, composition 

and technical aspects of art are very important to me but these aspects are never above 

what happens when I draw.'^ The discovery and the knowledge that I acquire when I am 

making art are of outmost importance.'^ It is probable that people may find relationships 

and connections with the artworks, but initially I create the drawings for me, to keep 

myself sane and to function better in society.'^ These drawings help me to gain 

Collingwood (1990) called art for the arousal of emotions, which he distinguished from 
art proper. 

'® I remember that when involved in group critique sessions during my MFA 
studies, students presented for critique a piece that was not finish ended up completing 
the piece as others' (by their comments) expected it to be finished, and not as artists 
would have developed the piece without others' input. The results of the piece might be 
aesthetic but for me the special element that manifests itself from within, while making 
an artwork, is skipped or aborted, I believe that the process of making art reveals inner, 
deeper levels of our being and should not be intermpted through rationalistic thought, or 
by outsider's views. For Dissanayake, engaging in making special (working with care, 
love, and dedication) in an aesthetic product not the other way around. What this means 
is that if we consider form and shape first we end up with a beautiful product. Yet, the 
benefits that come from the process of making are experiential/existential, and the 
transpersonal levels are waived for the appearance of the object 

' ^ Artinaking to me resembles Progoff s (1985) notion of Utopia and hope as 
"visions of reality that come ahead of time" (p. 23), For him, the image of reality is a 
"potentiafity, something capable of becoming concrete, but that its time is not yet" (p. 
24). He mentions that the "image comes ahead of time . , , before it can be made real in 
the world , , , precisely in order that it can become real eventually" (p, 24), In my view, 
herein lies the power of art, in the opportunity for the possibility of materialization 
through imagery of things and events ahead of time. I believe tiiat a vision of the future 
is valuable not for its own sake, but as a materialization or realization of what is to come, 
so that when it happens we accept and understand the experience, 

' ^ Wilber (1981a) says that in the West, over the past centuries, the transcendent 
has been repressed. For him, this "repression . . . is more responsible for the discontents 
of our present unhappy civilization than any amount of repression of sexuality, hostility, 
aggression, or otiier superficial reparations operating on other levels of the spectmm" (p, 
124), He sees an increased eraption of repressed transcendence visible in a growing 
interest in meditation, psychic phenomena, yoga. Oriental religions, etc. It is my befief 
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understanding at a profound level. Technical aspects of art, I have discovered, are 

important after the fact, when I take breaks, or from one day to another, and also when 

time goes by and I observe the works from a viewer's perspective. However, as a 

perceiver, or viewer, there is littie that can be done to modify what became inscribed in 

tiie work'* during peak moments of creation.'^7 

I have been standing several hours, my legs hurt, and I am physically tired 

[speaking slowly]. I have playing in the background gorgeous music Pablo Milanes. The 

songs seem to relate or fit what I am doing, but at some point, I stop hearing tiiem.'® It 

feels good to be here. I am very happy with this drawing! I don't know what is going to 

happen with the bottom part [speaking slowly]. I haven't even worked on the outiine for 

that area, only on the face, the road, and the two tracks far away on the highway. I am 

also noticing that I drew the horizon line at the level of Zhu's eyes like a mind set on new 

horizons [warm, soft]. I don't know what it means now but it is interesting. That part is 

also darker. At this point I haven't finished all the mountain area, and I don't know how 

it will evolve, I guess that will dictate how the balancing of the composition might 

that artmaking allows for the transcendent to manifest itself and avoids this type of 
deprivation and consequently allows individuals to better function in society, 

'** This varies in installation and/or art that is created and or completed by the 
viewer, I am referring to object-oriented art as in the case of these drawings, 
Dissanayake (1992a) highlights the value of making special, which comes from 
elaboration and painstaking endeavors, 

' ^ I share Progoff s (1985) belief, that although the creation of these artworks is a 
personal act, the manifestation of the experience of making becomes evident in the work, 
a manifestation, which others can see and respond to. The characteristics that the viewer 
may find familiar are those depicting elements of deep stractures as understood by 
WUber (1981a), or essentials common to all people, 

'® It is my experience that the rationalization of the awareness of a tiansition 
between levels of consciousness comes after the fact, through introspection, and not 
during the phenomenological act, I experience infinite bracketing while making art in a 
natiiral manner. The parenthesizing comes when the paper, the pencil and I become one, 
after which there is awareness of no more boundaries, or as Wilber (I98Ia) puts it, of 
non-dual reality. 
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happen. Right now I feel that I should make tiiat part dark, like a trae line, even if the 

horizon is usually fighter to give the effect of distance. Anyway, I could care less about 

those rales. I made it thick (about one half inch), and it is the darkest part of the 

drawing,'® I guess that highlights the vehicles at the end of the road, I don't know how I 

am going to solve the rest of the area. The portiait is the most prominent aspect, and I 

don't want to distract from that. But, since the hair has become part of the mountain, 

some sections are darker, I don't want to diminish that transformation from hair to 

mountain, which is so wonderful [amazed]! That part also reminds me of bird feathers. 

Another curious thing [discovering], when I began shading Zhu's eye I noticed that it 

seemed too high so I lowered it, but not the eyebrow, and now this part looks like a fish, 

I thought "oh—my goodness, it is Zhu's love for the sea," Zhu has mentioned that he 

loves to swim in the ocean because he "becomes a fish,"'^" This portiait seems to reflect 

aspects of his life and is beconung Zhu in essence. Anyway, that part needs darker value 

undemeath the eye, around the cheek area, but I am not going to touch that now. As I see 

it now, there are two dtfferent eyes, one is the tme eye and the other is a fish.'^' I don't 

'® It seems to me that the dark horizon line almost dividing Zhu's head in two 
sections may indicate his highly logical/rationalistic character. 

'7*' I personaUy do not understand the spectfic symbols that are arising from the 
different artworks. Wendy W. Beckett (1988) states that "the encounter witii what is 
simultaneously known from within and yet never seen before is tiie closest we can come 
in symbol.. . to [their] archetypal significance" (pp. 76-77). I have seen fish and 
mountains but not in the context in which they are arising here. 

'^' The symbols of feathers are identified in Lippard's list of recurrent elements in 
women's art. Emmerson and Sheingom (19%) identtfy fish as a familiar Christian 
symbol in Medieval art (p. 21). Progoff (1985) states tiiat "there is contained for each 
culture a great treasury of images, a reservoir of symbols and meanings that have been 
slowly, imperceptibly accumulated since primordial origins of the civilization, gradually 
setting the tone of its philosophies and mythologies of ltfe" (p. 29). Progoff believes that 
individuals draw upon tiiis reservoir spontaneously, and without realizing that tiiey are 
doing so, and adapt tiiem to tiieir own use in shaping tiieir beliefs about ltfe and in giving 
direction to their personal existence. It is my belief that art has tiie power to facUitate the 
opportunities for symbols and meanings to manifest. 
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know; it is so strange [slow, soft, warm], I am going to stop now; my legs are tired, I 

have tape-recorded enough of my impressions today, I will work on this later, I think I 

am going to focus on the hair to resolve that part and see what it tells me about the rest of 

the drawing. Right now the drawing feels great! 

July 21 (Tape-recording Transcripts! I have been working on Zhu's portrait 

(Drawing # 4, Figure 4,3), I added value to the mouth and chin. Later I worked on Zhu's 

back and shirt, I decided to add a rainbow on tiie top area; it is a black and white 

rainbow. Afterwards, I began working on the bottom part of the drawing, I thought of 

adding bushes or flowers, perhaps lilies, like the ones we ate when Zhu cooked. But after 

that idea, I said, "No, it is not Ulies that he is leaving. He is leaving the possibUity of life 

here, which I can represent with plants. Apparentiy he is going away to a better or more 

stable future because he is becoming a mountain." I drew very delicate, fragile leaves 

with soft branches.'7^ These plants grew and appear to be touching his arm and part of 

his back. So far it is a wonderful drawing! 1 am so happy with it [happiness]. 

After I had worked on the bushes, I moved to the middle part of the drawing and defined 

the road. I thought the road should be completely white. Then I worked on the sides of 

the road, very lightiy. I worked on balancing the whole composition. There is the thick 

horizon line at the level of the eyes, the bottom part of the hair, which is also very dark. 

There is contiast between the shoulder and the road and between the bottom part of the 

shirt and the road, so I think it is balanced. Short lines on the left top of the rainbow help 

integrate the area, which also resembles a sky. It is amazing that this area seems 

differentiated from the ground parts even though the same types of free-strokes are used. 

There seems to be definition between the sky and the mountains as well as the middle 

part of the drawing where I have only lines. 

Anyway, I don't like the part of Zhu's nose that is very dark, because he has a 

beautiful nose. In the photograph Zhu was smiling but here he has a forced smile, maybe 

'"̂  According to Orenstein (1988), these are symbols found in women's art 
relating to the Earth Goddess, 
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because he really doesn't want to go. The marks of the smile are not expressive but that 

is how I felt like leaving them. 

It is finished. I signed it and will take photographs, and perhaps write sometiiing 

for Zhu. I guess I will let him see it today [soft, informative]. 1 have been working on 

tills drawing for several days, and it has evolved so much. I am glad to have it finished. 

Initially I thought it would be a conventional drawing of Zhu looking at me, but it 

changed, and now it has much more meaning: the idea of leaving and Zhu's desire to 

settie elsewhere. There is the highway (a one-way road) and the leaves-that now I know 

represent me [soft]. 

Zhu and I have known each other so little, that perhaps is why the leaves are 

fragUe. Our relationship is young, and I guess that is depicted here. The leaves are 

almost transparent [discovery]. It reminds me that Zhu made a comment about the 

meaning of my name in Chinese, something to the effect of "you~beautifuI, transparent, 

and white person." Apparently, each syllable of the name means something. For 

example, Zhu's name means "red." At the time, I thought it was a wonderful idea 

because it would reflect your parents' insight into your nature. In my case, I am very 

transparent and candid. 

Today, I began drawing, listening to music by Mercedes Sosa and Juan Luis 

Guerra. To me, Mercedes Sosa is a "master" singer, and Guerra is experimental. Both 

are Latin American singers, and both are very unique and inspirational. 

I think Zhu can see the drawing today. He asked what I will do when my 

roommate moves in. At tiiis point I am using Luis's room for these drawings. At the 

beginning of this production stage, I thought I would be able to draw outdoors, on the 

porch, which has a lot of space, but the summer heat was overwhelnung and gave me 

headaches. I only drew one portiait outdoors, Luis with Letter. Zhu suggested that I 

draw in the living room. I had to insist that drawing is private, and he said, "that means 

that I will never see you drawing." I said, "Well yes, because there are different 

moments. I can do gesture drawings, and I can draw you a bunch of times." To me those 

are different types of drawings, and I enjoy them a lot; actually they say a lot. This 
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particular project, however, of experiencing art as transformation requires privacy. These 

drawings are about my life and what surrounds me. They are deep drawings [slow, soft]. 

In the past, from when I lived with my parents until the present, the most meaningful 

works (paintings or sculptures) have been done in privacy. 

I have no idea what is going to happen with these drawings later~if tiiey can be 

integrated as a series or not. This drawing of Zhu is dtfferent from the Zhu with 

Rainbow. I feel I have loosened up more in terms of opening possibilities for 

exploration. 

I am getting things ready to paint and will paint after Zhu leaves. He will be away 

until Saturday of next week [soft, nostalgic]. I wiU see tf I can finish the whole painting 

of Luis & I that I am planning. 1 am very excited about that sketch, and it is set aside 

temporarily. I might or might not make changes to it. Usually, when 1 paint, I am slower 

and more conscientious. To me, paintings are forever and always tell something. I set 

that sketch aside because I needed to capture a sense of Zhu. He might be leaving earlier 

than planned. Things are happening too quickly. Anyway, I will take photographs of this 

drawing, show it to Zhu, and put it away. I will probably draw tomorrow. I am 

physically exhausted but very happy! 

July 21 (Joumal Transcripts). I worked straight through, for several hours on 

Zhu's portrait. I took a short lunch break and continued working until night. I signed the 

work and wrote a note for Zhu. It is a small artist book in which I pasted a cutout of a 

draft of the eye that became the fish in the portrait. The portrait became so symbolic that 

I thought it would help to describe how things happened, the road and possible joumey, 

the mountain warm and inviting, and the fragile plants. 

July 22 (Joumal Transcripts). Zhu responded to my invitation to comment on the 

drawing, saying that I am the only thing that stops him from leaving. He said that if he 

weren't looking at me, he would already have departed. Zhu loved the drawing! He used 

the word beauttful numerous times. By the expression on his face and his comments, he 

was intrigued by the symbols, and they seemed to make sense to him. He said, "Now I 
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know how you see me and how I am." He was very loving and caring and worried that I 

might be tired after all the line work he saw. 

The drawing may reveal various interpretations later.'^ It is too soon for me now 

because I am still immersed in the experience of living and drawing what I live. My 

feelings, emotions, thoughts, and insights are tiansferred to the drawings and I need to 

know how this happens. Hopefully, this study will help me understand the transpersonal 

aspects of art and artmaking,'''* At this point, I know that things are good in the sense 

that I am as happy as I can be, Artmaking brings an enormous amount of joy, not only 

while making but also from the results, I am also very happy with Zhu, but things could 

change. With men, one never knows. 

I have been working on a design for a drawing of Luis. Today I got a 

photographic reprint that I ordered processed from a negative that Luis had sent me. He 

looks so handsome, and I am making small drawings of his face. Tomorrow I plan to 

work intensively on this portrait. Yesterday I thought I would work on other portraits of 

Zhu, but after seeing this photo of Luis I have been thinking about him. I hope he adapts 

to living in Mexico. 

July 22 (Tape-recording Transcripts). I didn't have time to write in my joumal 

yesterday night, so I thought I'd tape-record comments today. Zhu has been very busy 

arranging his trip. He loved the drawing! We took photographs of it He wanted to be in 

'7' I believe that Wilber's levels of the Spectrum of Consciousness model is 
reflected in the artworks produced for this series: the material used, the feeUngs and 
emotions expressed, the form and aesthetic concems of the piece, as well as its 
transformative essence. 

'7"* I believe that art as transformation has happened all along throughout time and 
that artists and viewers have experienced art's power. It is my perception that what has 
been lacking is a discourse that acknowledges this intrinsic fact about art. Dissanayake's 
(1992b) view is more encompassing, as she states that "self-transcendent experiences are 
n o t . . . confined to the educated and creative but are, in fact, widely achieved and valued-
-in more than 80 percent of human societies" (p. 133). Because such experiences have a 
way of revealing important and indisputable tmths, Dissanayake believes tiiat her 
"species-center view can help understand the capacity for achieving self-tianscendence 
and how this propensity may have had survival value for our species" (p. 133). 
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tiie pichire witii tiie drawing and since he is very tall and thin, the photographs will reflect 

the proportion and scale of the drawing. It was dark in the room, but he used a flash. He 

also wanted shots of me with the drawing, and using a tripod we made photos of both of 

us in front of tiie drawing. I also made pictures of Zhu witii his earlier portrait. Today I 

had the film processed, and it should be ready soon. 

I haven't started to draw yet. I had to mn errands, buy fixative, pens, and a 

drawing book. A drawing book I have been looking for, for a long time, as my joumal. I 

am using very little books that are special and colorful for my daily recordings, but this 

one would have been better to use. I might use it for later drawings, I picked up my 

son's photographs at Eckerd's. On a reprint of a negative he sent me, he appears with his 

hair tied to the back of his head, 1 imagine that these photographs were taken for school 

admission. Schools in Mexico are extremely strict and don't allow children to wear long 

hair, Luis is not willing to cut his hair yet, so for this photograph he has a ponytail. He is 

not wearing eyeglasses and so he looks younger [soft, slow, warm]. He has a cute little 

nose and mouth, and I feel he is looking at me or at the viewer. He looks serious, perhaps 

not happy to be photographed. He is wearing a dark suit and tie, which I don't like 

because it feels too formal for Luis's character [sigh]. Anyway, as I am looking at this 

photograph, I feel like drawing Luis instead of Zhu today, I made small sketches of 

Luis's face; but before working in a larger format I need to transcribe my tape recordings, 

which are accumulating quickly, 

July 23 (Joumal Transcripts), I have been thinking about Luis. I talked with his 

father, and he said Luis is growing rapidly and adapting weU to life in Mexico, He has 

selected the school my son wUl attend, Luis is playing basketbaU and continues his guitar 

lessons. When Luis and I talk, all he says is that he wants to come back, I feel jealous of 

his father because he now has Luis. Luis is joyful and brings happiness and light into any 

environment he is in, and 1 miss that. 

July 24 (Joumal Transcripts) (Drawing # 5. Figure 4.4), This moming I made a 

large sketch, for a portrait of Luis, using the photo I mentioned earlier [pensive], I drew a 

huge sun around him. The sketch has an oval shape and looks like an old photograph, I 
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thought of putting wings, huge wings to symbolize Luis' desire for liberty and his desire 

to "fly" [soft], I did computer searches on the shape of Mexico and Texas and drew a 

map, which I placed on one of the wings. I highlighted the Monterrey and Lubbock 

areas. In the map, tiiese cities seem near but geographically are very far away. Anyway, 

tiie sun surrounds Luis; tiie wings are to his left side, and at the top I outiined something 

resembling a quilt to represent leaving home.''^ I worked quite a bit on all that area and 

transferred the sketch to an Arches thick paper that 1 really like [slow, warm]. At first I 

thought this drawing would be made with pastels, with a very bright sun and a lot of color 

on tiie quilt like a colorful contforter Luis has, I thought of making the wings white, 

perhaps diffused along with the shape of Mexico and Texas, I will see how that evolves. 

At this point, I will work on tiie face. I think I will detail it with pen. I had ordered 

rapid-liners for my drawings and wasn't able to make them work. I called tiie company, 

and they explained the trick; now, I think they are too dry. I hope that at least one 

functions well for this drawing. 

July 25 (Tape-recording Transcripts). I am observing Luis's portrait Yesterday I 

worked quite a bit on it. So far, I finished his face, but I am thinking that maybe the hair 

could be darker. Luis appears very young, much younger than in the photograph. I don't 

know why I am drawing him so young.''* He looks very handsome and has a sharp 

hairstyle [speaking slowly]. He is snuling slightiy. I worked only on the head and on the 

neck. Later, after the gym and dinner, I worked more on the face [soft, low, and 

pensive]. I made it darker and since Zhu is leaving tomorrow to a conference, I couldn't 

stop him from seeing Luis's drawing. I said, "Well ok, it is not about you." He loves the 

drawing and thinks it is beautiful and wondered why I didn't draw the whole map of USA 

'7^ These ideas for the drawing came at the beginning and were conscious 
selections of symbols meaningful to me at that moment. Other symbols that reveal 
themselves during the process of making, I have discovered, have deeper meanings. 

'7* Now I believe Luis is represented so young to denote his lack of ltfe 
experience his vulnerability, and his innocence. 
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[laughing]. 1 explained that I only wanted to represent tiie locations that connect Luis and 

me. 

July 26 (Tape-recording Transcripts). I didn't have time to record anytiiing 

yesterday because it got very late. I worked on Luis's coat all day. I drew two male 

musicians casually holding their guitars. These I outiined from tiie last issue of "Guitar" 

that Luis subscribes to, and later, I transferred them to Luis's coat in a repetitive manner 

to form a fabric design. With it I avoided the formality of the suit he wears for the 

photograph on which I am basing this portrait. For the tie, I looked through the last issue 

of "Music." In it there are many different types of instmments, especially guitars that 

Luis found fascinating. His father actuaUy bought Luis an electric guitar, although he 

already had two acoustic guitars. I selected three models of guitars and used them to 

decorate the tie and at some point the guitar outlines resemble skeletons.''' Once 1 had 

finished that area I decided that the shirt was too white, and that I would like it dark 

[speaking slowly] and I layered line after line to make it black and this worked very well. 

Luis's face that seems so innocent—now with the ponytail, suit, and tie—appears to be 

transforming into a bullfighter! [amazed]."® Bullfighters in Mexico dress very 

' " Orenstein (1979) mentions Marcel Brion's study of Leonor Fini's images to try 
to elucidate the meaning of the images of skulls and skeletons in her work. According to 
Brion, "they represent the most durable and interior parts of the body—its mineral 
essence" (p. 41). In this sense, for him, "they are the objective correlates of the psychic 
interior, or the spiritual essence" (p. 41). This drawing that tumed out multileveled and 
complex could denote aspects of this spiritual essence. 

"® Rollo May (1983) refers to Kierkegaard's term Augenblick, literally meaning. 

The blinking of an eye and generally translated "tiie pregnant moment." It is the 
moment when a person suddenly grasps the meaning of some important event in 
the past or future in the present. Its pregnancy consists of the fact that it is never 
an intellectual act alone, (p. 141) 

May states. 
The grasping of the new meaning always presents the possibility and necessity of 
some personal decision, some shift in Gestalt, and some new orientation of the 
person toward the world and future. This is experienced by most people as the 
moment of most heightened awareness . . . Paul TUlich describes it as the moment 
when 'eternity touches time,' for which moment he has developed the concept of 
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elaborately. They wear beautiful clothing with a lot of design. I tiiink it is Luis's hair 

tfiat suggests tiie bullfighter's look. This is amazing to me because I never took Luis to, 

or allowed him to attend a bullfighting event. It calls my attention that tiiis 

transformation is happening in this drawing! I get the overall feeling that Luis is ready 

for a big ceremony in which he will lead or do something extraordinary. 

Anyway, I worked on that intensively yesterday. Tonight, after the gym, I 

worked on the cities, Monterrey and Lubbock. I thought that since for me, Luis 

represents the sun, I should make circles around the dot that identifies Monterrey. Line 

after line I worked on it and tiiat dot/sun became a huge flower."^ Before working on the 

Southem part of Mexico [soft, warm], I decided to begin defining the Lubbock area 

where I live. Since my family relates me with tiie moon, I started defining that area 

following a moon shape. The lines there became longer and longer [discovery] so I 

decided to make short and varied strokes instead, and now this part is very strange; I 

don't know what it means but it looks like a bird.'*' It looks like a bandaged bird or a 

hurt creature. In terms of line quafity, this section is very beautiful, rhythmical and 

harmonic But these lines are more restrained or controlled than the fines of the flower 

representing Mexico [describing, soft]. 

There is a white area depicting the South of Mexico, Yucatan and Campeche, that 

I didn't work on last night because I was very tired and I liked it that way. But maybe I 

will continue the lines very lightiy later. To the right of that area, I have the wings. At 

moments, the wings or feathers looked like the skin of a snake but I didn't continue 

Kairos, 'time fulfilled.' In religion and literature this moment when etemity 
touches time is known as an epiphany, (p. 142) 

In referring to my amazement about the transformation happening in this 
drawing, I do not mean to highlight the act of amazement, but the ability of artmaking to 
affect such transformation and symbolical materialization. 

"* Most of these symbols have been identified as appearing frequentiy in women's 
art (Lippard cited in Congdon (1991). 

'*' Birds are also a recurrent symbol in women's art. 
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working on that section. It started looking fike the skin of a rattiesnake but also like 

feathers of a bird [discovery]. The wings are drawn from my imagination. I didn't want 

to do research on how real feathers look. I don't want them to be too realistic, only the 

idea of a wing. Anyway, I have to work more on the wings. To the side of the map it is 

as if the wings are caught on fire, there is a storm, or a strong wind. These fines are 

bmsque and dark, and I don't know how that is going to work out later [describing, 

discovery, soft]. 

Today I was planning on darkening the upper part of Luis's hair, but I tiiink I will 

wait on that. I will work instead on the wing areas. The hair could get too dark, and 

there are already enough dark areas on the coat and on the shirt. Actually, tiie shirt looks 

crispy, as tf ironed with starch! Luis seems ready to do something important [amazed]. 

This is such an incredible portrait. It is looking beauttful to me!'®' I can't believe that it 

has evolved in this manner. I am surprised and very happy. Yesterday was a wonderful 

day! I worked intensively making these lines, and the experience was extraordinary for 

me.'®^ 

'®' For me, all of these drawings have revealed at some point a quality of the 
beautiful in the making and in the results, due to what Dissanayake calls making special, 
or putting care and effort into their execution. Besides a propensity or predisposition for 
making special, however, Dissanayake (1992a) believes human beings have the innate 
ability for the appreciation of the beautiful or aesthetics. This is the essence of her 
species-centered approach. She mentions that "the aesthetic is not something added to 
us—leamed or acquired like speaking a second language or riding a horse—but... is the 
way we are, Homo Aestheticus" (p. xix). She adds, "humans everywhere receive pleasure 
from beauttful things . . . although, of course what is considered to be beautiful may vary 
from person to person or group" (p. 130). For her "aesthetic emotion or aesthetics are as 
deep-rooted, natural and normal as our more 'ordinary' behaviors" (p. 140). 

'®̂  In this study I highlight the experience of artmaking as relevant to all levels of 
WUber's Spectrum of Consciousness, especiaUy the transpersonal. Based on a review of 
literature, transpersonal psychologists are exploring a variety of human behaviors and are 
trying to bring common topics of the discipfine within the realm of systematic studies. 
For example Denise H. Lajoie and S. I, Shapiro (1992) mention Robert's list of topics for 
study, which include: "new image of [hujman; a synthesis of widely separate fields; our 
impulse toward setf-transcendence and spiritual growth; other cultures and their 
psychologies; recent psychological discoveries (Roberts cited in Lajoie and Shapiro, p. 

409 



Anyway, I hope to finish this drawing today because I am planning to paint this 

week [soft, informative]. I worked a littie bit more on the quilt and tiie upper wing. 1 

highlighted parts of the wing that were very diffused and didn't make sense as a wing. I 

also worked on tiie top part of tiie hair. I erased the pencil lines that were disturbing the 

whiteness of tiie sun area [sigh]. I continued to erase all major pencil outlines except for 

the lines from the original transfer, which I like. 

This is the most complicated drawing I have done since I started this summer's art 

production stage. It is replete with symbolism. Last night and even today when I worked 

on the quilt and thought I had finished the drawing, I observed it in a mirror [sigh]. A 

mirror places distance between the drawing and myself and gives an overall view of the 

composition [surprised]-and it completely terrified me that the quilt is like a curled-up 

snake. Instead of a soft, warm, and cozy quilt, it is like a snake that is rolled up on the 

top, and it is so frightening.'^ The drawing is beautiful! It has beauttful line and shape, 

but it frightens me a lot. In Mexican tradition, the snake has a positive connotation, as 

does the eagle. The wings are very strong and powerful and could represent the wings of 

82). In addition Lajoie and Shapiro cite Sutich's list of concepts relating, the field of 
transpersonal psychology: becoming, individual and species-wide meta-needs, ultimate 
values, unitive consciousness, peak experience, ecstasy, awe, being, setf-actualization, 
essence, bliss, wonder, transcendence of the self, spirit, oneness, cosmic awareness" 
(Sutich, cited in Lajoie & Shapiro, 1992, p. 81). This study contributes to the field of 
transpersonal psychology in that the experience of artmaking is described, as I perceived 
it happens, inunediately after the creative process. According to Hensley (cited in Lajoie 
and Shapiro, 1992), transpersonal psychology as a discipline "endeavors to discover 
directiy . . . basic inherent processes and to find out what experience is, what 
consciousness is, what energy is" (p. 82). From my experience, at one point or another, 
all of the aspects or topics mentioned here can be accessed through artmaking, and some 
through viewing art. Therefore, I posit that besides mysticism and meditation, art is a 
vehicle for inner transformation. 

'^ Emmerson (1996) identifies the serpent as a symbol for wisdom. At one level 
the vague image of a snake could mean that Luis is gaining wisdom by being exposed to 
this life transition or change. 
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an eagle. In temis of design they are full of rhythm and movement, as if they are ready 

to fly. 

Another aspect that could be positive is that two years ago, I visited Mexico City 

to see the art, and when searching for a mural by Diego Rivera in the Old Chapultepec 

Park (which was closed because of renovations), I observed a huge Tlaloc that originated 

in a pond in front of the mural building, Tlaloc's legs extend to the sides surrounding the 

whole area. Beyond that pond is an impressive snake that seems to roll about through a 

large area of the park. So this drawing could symbofize Ancient Mexico. Maybe it is a 

patriotic piece. I don't know. It is very complicated [frightened]. I need more time to 

understand this drawing. 

Aesthetically this drawing is gorgeous! It is rhythmic and balanced. It has 

beautiful line and contrast, and a harmonic design. It feels a little bit overwhelming but it 

is not saturated. There is space for resting and there are areas to recreate and to enjoy in 

segments. I am very happy with the composition, but the symbolism is disturbing at this 

point to me [sigh]. I might not perceive the snake later. Anyway, I have finished this 

drawing, and I have signed it. I will take photographs as it is at this point. I am not going 

to do anything else to it unless I think differentiy tomorrow. 

Luis's eyes are beautiful, just staring at me. When I erased the pencil lines the 

white areas became whiter and the eyes seem to have acquired life. So there it is: a 

young man [speaking slowly] still looking like a bullfighter with rock musicians 

designing his coat; guitars on his tie and a sharp, crispy shirt; his beautiful hair; the sun 

around, within, or beyond him; the strong wings-that symbolizes perhaps freedom or 

premature freedom—which seem to be caught in a storm or fire that later calmed down. 

Then Mexico is like a huge flower, the center of which now looks like the eye of an 

animal [describing, discovery]. There is the littie bird or bundle representing Texas and 

mysetf. If I squint my eye a little bit, that part also looks like an animal. I don't know. I 

am going to stop here [soft, slow]. 

'** Emmerson (1996) also finds recurrent the symbol of birds in 
Medieval/religious art. 
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After finishing Luis's drawing, I tiiought I'd tiansfer the Double Portrait: Luis 

and I sketch (Figure 4.7) to start painting tomorrow. I had to modify a lot of the 

composition because this canvas is pre-fabricated [describing]. It is an inch shorter on 

each side than the sketch. I had no idea that so much would be affected, especially the 

hands that were sketched towards the edges of the paper. I had to move and rearrange 

many things, cutting out and pasting. I separated the two sets of heads, the top and the 

bottom, and moved the right hand inside, which forced me to move Luis's body inward. 

The other hand on the left, I had to move also. I think it was "breathing" more as 1 had it 

in the first draft, now it is all compressed, I have no idea how I am going to work out the 

color, because that could help a lot [describing], I can focus on certain things and ignore 

others to balance the composition. As a drawing, it is too full. I am not very happy with 

i t I would have liked the canvas to be a little bit bigger. Anyway, aU these took me 

almost three hours to do, and tomorrow I will transfer it to the canvas because now I am 

too tired, it is very late. 

July 26 (Joumal Transcripts). Luis's portrait is astonishing!'®^ It evolved in a 

surprisingly manner. It calls my attention that Luis' body, head, and shoulders irradiate 

rays beyond him or from him.'®* The same happens with the area representing Monterrey 

where Luis lives. There the sun irradiates light to the rest of the country. I notice that if I 

squint my eyes, the whole area representing Mexico and Texas seems to become an 

animal. I don't know yet what animal. 

Zhu called me a few minutes ago, and the first thing he asked was about Luis's 

drawing. I told him how excited I was by the developments. As always, he made 

reference to the baby theme. Zhu is excited about me now. He has never been with an 

'®̂  The result of artmaking marvels me. I am always surprised of how art 
develops and transforms, and with it I change and transform. To me, art is the maximum 
expression of Being. I see tiiis type of art as tianspersonal in that according to 
transpersonal psychologists. Green and Green can be "defined as the psychology of 
ultimate or highest meaning and values" (cited in Lajoie & Shapiro, 1992, p. 81). 

'®* Orenstein (1979) makes reference to Mexican playwright Elena Garro's 
imagery in whose work there is a proliferation of references to rays of light. 
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artist and finds tiiat part of me fascinating. He loves my work. He has asked several 

times why I don't draw from my imagination the things I fike? The first time I answered, 

"Because I am working now on things tiiat allow me to grow and to know mysetf." The 

next time he asked, I said, "Because I can do that later." A day before he left for 

Milwaukee he made reference to this again, and I told him "tiiat for me art is powerful 

and has life-long repercussions if one leams how to approach it. That art is a process of 

self-consciousness and of deep awareness . . . and I kept talking." Zhu talks littie, but at 

times he can be very phUosophical. It is getting late. I will stop writing in this joumal 

and draw. 

July 27 (Tape-recording Transcripts'). I didn't draw formally today; I only 

sketched. Last night I couldn't sleep. I was just thinking. I had in mind the idea of 

pregnancy for a drawing, but it was very diffused. 

I took the day off pretty much. It was too hot outside to paint. I did laundry and 

outdoor cleaning. I went to the movies with Geeta, but the movie we selected tumed out 

too violent for my mood. After that I went to the library and brought home interesting 

books about pregnancy. 1 thought of looking at images of pregnant women to see how 

the anatomy of women changes after conception and how a fetus develops. 

Zhu called from Milwaukee today and said he loved me and thought about me. I 

was very happy to hear his voice. After Zhu called, I made small sketches of my face in 

profile using a mirror (Figure 4.5.b). I also made an outiine of my body in a proud 

position (Figure 4.5.c). First, 1 thought of drawing a front view, but later I decided to 

make it in profile. There is a good outiine in one of the books I mentioned earlier, 

depicting the anatomy of a pregnant woman with the baby inside about to be bom. This 

drawing represents a young woman. If I were pregnant, I would not look like her because 

my body is different. Therefore I decided to follow the contour of my own body and add 

a huge belly to it. Then I drew the baby inside it. I am not very happy, at tius point, with 

the outiine of the baby in there. Anyway, I had drawn my face larger than ltfe size to see 

how the face looked and I had shaded areas to define the volume in my face. My hair is 

pinned up for this sketch. 
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The outiine looks good at this point! It depicts an arrogant and proud woman, 

although the face is serious in expression, I tried to make it smiling, but the drawing 

board moved a lot, and I couldn't see well the drawing and my face in profile on the 

min-or. When I looked at the outiine, it was dtfferent from what I saw in the mirror, but 

anyway, I will see about that tomorrow. Now I have a general outiine of the body and 

several drafts of the head in dtfferent sizes. Perhaps I can make a general sketch with 

detiuls tomorrow, and maybe start a drawing of a pregnant woman; [I'll] see what 

happens, 

I am supposed to be painting; I hope it is not too hot tomorrow. Now I have tiie 

idea of making this drawing, and I am super excited about it! I think I would like to 

surprise Zhu when he comes back, especially because of his ideas of a baby. 

After I came back from the lake this moming, I got a neck strain that is very 

painful. I can hardly move my neck. I think that is one reason why I didn't paint today. 

I hope to be better tomorrow because this is terrible. I even have a headache. It is not too 

late, and I hope to get a good night's sleep and wake up early tomorrow. 

July 28 (Joumal Transcripts), When I got back from the gym, I decided to 

tianscribe my tape recordings from several days. The task is amazingly slow, and I 

couldn't finish it all, I will continue tomorrow, I described the process of creating Luis's 

portrait and the tiansformation that occurred—a lot of which 1 don't understand yet. It is 

very late tonight Zhu called from Milwaukee, and I told him I was preparing a surprise 

for him, this portrait of both of us. 

July 28 (Tape-recording Transcripts). I am observing the final draft for the 

drawing of Zhu and of me as a pregnant woman, which I finished a while ago. Last night 

I couldn't sleep well because of my neck strain. Anyway, I had followed the contour of 

my body in the same position as the drawing from the book, but more bent or contorted to 

highlight the abdomen. Inside of it I outlined the littie baby. I have no idea how babies 

look inside wombs. It has been 14 years since I had my son to remember the experience 

vividly. So, the shape of the baby is based on the drawing from the book. But the baby 

in the book has its head down and its back towards the mother's front part, as if ready to 
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be bom. I didn't want tiiat. I wanted the woman to be pregnant but with the baby just 

there inside, so I flipped tiie baby image to position the head up facing the mother's spine 

instead, and it tumed out fascinating [surprised]. I afieady love this sketch! 1 had also 

positioned one hand holding my waist and had made changes on the head because it was 

too wide and the neck was too long, disproportionate to the body. The face looked too 

serious so I modified the cheek for a smUing woman. At that point the head was bald, 

and after tiiinking about different options I decided to draw a ponytail with some hair on 

the forehead, because sometimes I wear ponytaUs in that manner. And that looks fine. I 

can see the outiine of the face from the side. I put the cutouts on the board and thought, 

"Now what?" I have solved the problem of the woman (which I thought looked great), 

but I wondered what to do with the drawing? Last night I drew images of small dolls and 

thought of adding our features (Zhu and me) to them because Zhu jokes about how good 

a combination for a child it would be. But today I didn't think I wanted to draw those 

doll images. I thought of looking for a photograph of Zhu that I could use in the 

background as if he were present in the portrait. From all the photographs that I have of 

him, the only one that really called my attention for this drawing is one where he is 

standing in front of my Life Cycle: El Cerro de la Silla painting. I love that painting, and 

one day Zhu stood in front of it and said, "I want you to paint me like this." He was in 

the position of the woman of the painting but facing her when I shot the photograph. I 

thought the image would be good for this drawing. I decided that I wanted to put his face 

very close to mine in the drawing. I placed another huge tracing paper on top of the 

original sketch and started to draw Zhu in proportion to the pregnant woman until I was 

happy with it. Later I traced all the images to form one composition. So I have parts of 

the Life Cycle painting. I actually traced the hand from the painting (because it is pretty 

much the size of the hand of the woman in this drawing) as well as the surrounding 

shapes [describing]. At one level, that painting symbolizes land and how it reproduces in 

cycles.'®' And this drawing is fike a human cycle [amazed]. It looks wonderful! I am 

387 See Leal (1998) for a more thorough description of this artwork. 
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fascinated with how it worked out. At this point I only have the drawing as a 

composition in tiacing paper, and I don't know, maybe it will change more. It could 

evolve differentiy. I have a section where Zhu appears to be divided at the waist. I could 

put the doll images there but I am going to decide tiiat later, depending on how the actual 

drawing works out. The hand that 1 was talking about is letting go of an orange as in the 

Life Cycle painting. So it is like the seed again, the idea of re-generation or re-birth. I am 

tiiinking that tiiis drawing is only like a possibility or a desire, not a fact and perhaps as a 

result of thinking of Zhu and missing him. This project helps me feel close to him [soft, 

warm]. 

Anyway, I worked for many hours straight and totally forgot about my neck 

strain. I have been drawing on the floor, cutting and adding parts, and it took me a very 

long time to figure these things out [slow, descriptive]. I guess art is about discipline and 

a lot of hard work; notiung is ever given.'®® One has to really work, and that is how time 

can go by fast. I mesh with my drawing as if I were the drawing or if the drawing were 

'®® Linda Nochlin (1973) posits that art involves a "self-consistent language of 
form, more or less dependent upon, or free from, given temporally-defined conventions, 
schemata, or systems of notation, which have to be leamed or worked out, through study, 
apprenticeship, or a long period of individual experimentation" (p. 5). I agree with her 
postulate that art techniques and uses of materials can be leamed (and about how the 
artworld expects artists to go through some sort of training in the discipline); because 
Nochlin writes under the Westem framework of dualities (if not expressively but 
formalism) in which only one thing or the other is accurate, she is able to state that there 
is a "misconception of what art is: with the naive idea that art is the direct, personal 
expression of visual terms (p, 5), She adds, "yet, art is almost never that; great art 
certainly never" (p, 5), It is my belief that art can be about form and about personal 
expressions, and that great art possesses both of these elements as well as others, 
Wilber's model allows us to map and include the various schools of art (expressionism 
and formalism) instead of eliminating either of them, I am convinced that WUber's 
models come ahead of time as guides for our future that will facilitate the integral 
individual—one who values the setf, others, and the natural environment. It is what 
Gablik (1992, 1993) identifies as tiie caring, compassionate individual prototype for the 
future. 
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I. It is a wonderful process! I leam a lot about mysetf. In general, I tiiink I like to take 

risks, because in the long run this drawing could be embarrassing for me, I depict myself 

as very beautiful especially with this baby inside [amazed].'* To me having a baby is a 

real nairacle, a privilege, and a tiemendous responsibility, not a joke, I think the essence 

of tiiese thoughts is portrayed in tiiis sketch. It doesn't have proper shading yet but it has 

the outiine, and to me, it is gorgeous [amazed, soft], I love the overiapping of Zhu's arm 

extended above tiie woman's breast and shoulder, and how it touches lightiy the chin. It 

is incredible! I don't know if I wUl allow the overiapping to show there, and over the 

baby, and where my hand is-the hand is covering the baby's arm, hand, legs, and feet I 

don't know how I might resolve that later, but now it is fascinating. I am very happy 

with U! 

I hope to have time to transfer the whole sketch from the tiacing paper to a thick 

paper and have it ready to render. I need to at least move my legs since my neck is still 

strained. So, I will be back soon. 

Preparing the paper on the board took me longer than I thought. But I was able to 

transfer the sketch and hope to work on this drawing tonight. 

July 29 (Joumal Transcripts). I continued tianscribing from my tape recordings 

until 3:(X) p.m.'^' Transcribing takes as much time as drawing or more, and my hands are 

tired. 1 took a break and went swimming, but my neck strain got worst. I picked up 

photographs from Eckerd's and later did grocery shopping. Once home, I organized the 

'®̂  It is an act of cosmic dimension in terms of the tenets of transpersonal 
psychology. 

' * Orenstein (1988) cites Hannah Kay (an Israeli artist living in New York), 
whose work (in Orenstein's view) portrays the Earth Goddess. Kay states, "A woman's 
body is, in itself, the whole universe: birth, ltfe, death, and communication. The human 
body manifests aU the laws of the universe and . . . is the sensuafity of the universe. The 
sensuality of mountains, and oceans, and planets on their orbits about the stars" (Kay 
cited in Orenstein, p. 84). From a review of the literature, I have found that many woman 
artists produce imagery of woman in their work as a form of self-identity. 

'^' For future studies, voice recognition software can be used to document 
artmaking processes and can avoid having to transcribe and type the information. 
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photographs by tiie order in which tiie pieces were created, and I think they reveal major 

stages of tiie drawings although they are not taken professionally. It is late, and I haven't 

drawn today. I am exhausted, and my neck pain has extended to my right shoulder, 

July 30 (Joumal Transcripts! I can't believe it myself Today was an incredible 

experience to work on tiiis drawing! I began detailing on Zhu's face and part of his hair. 

Next I worked on my face, but I didn't like it very much because it looked stiff I 

realized that the face looked better as an outiine. So I stopped that and worked on Zhu's 

arm, which extends to the right. It tumed out strong and powerful because I 

overemphasized his muscles. This arm overlaps my chin and shoulder and part of the 

chest, and one can see the outiines undemeath. After that I worked on Zhu's neck, on his 

left shoulder, and back. I am very happy with the results of that area. I realized then that 

the problem with my face was that tiie smile wasn't flowing. 1 worked more on the 

mouth and hair until it felt better. Seeing both our faces close gave me a warm sensation, 

as if 23iu were here and close to me. He has been away five days already. My posture is 

still that of a proud mother to be. I decided that I didn't want to render, in detaU, the 

abdomen and the child, nor the rest of the body. Using a thicker marker, I outiined the 

essential lines. That allowed me to concentrate on the top portion of the drawing; 

nevertheless I began detailing my arm and hand, which is located towards the nuddle of 

the paper. I also allowed overlapping to occur in that area. I felt that as a composition, 

the drawing could end this way; there was a vertical section, the abdomen/baby and part 

of the legs, the arm, and a huge horizontal dark area. So, I took a photograph of it before 

going to the gym. Later it occurred to me to try to pull both faces closer as tf "breathing" 

on one another. To do that, first I thought of drawing soft lines following the contour of 

the faces until they united in the center. This would express well a feeling of closeness, 

but I thought that something involving the whole heads would be better. It occurred to 

me to encircle both faces very discretely, but immediately after, I thought of bringing 

together the faces through flowers and small stems. The flowers sprout from the surface 

of the bodies. Some of the lines resemble music scores, although not exactiy. I used 

thick, dark lines all around. I decided, however, that tiie space between both faces should 
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not be overiy worked; this would avoid taking importance away from that area. 

Therefore, the flowers are light and soft. They almost look like spermatozoids. At that 

point it was getting late; if I was to go to the gym, I had to stop working. The drawing is 

almost finished even if I haven't worked on any of the outer areas. Tomorrow I will see 

about it. As of today, I am very happy with the way things tumed out. I decided not to 

add the dolls on the bottom left side of tiie drawing, altiiough earlier I thought those 

images could decorate Zhu's shirt. But no, the small flowers encircfing the faces are like 

a synthesis of fertility and of reproduction.'^ It seems to me that the drawing is evolving 

towards two levels of meaning at this point. The obvious one is tiiat of fertility: the Zhu-

and-I baby idea. The other level I believe is about encountering. It indicates my 

encounter with Zhu, when it was tmly necessary, because Luis's absence was too much 

for me to cope with. It involves the connection that we have established in such a short 

time. Each time we see each other we get closer. To me, the pregnant woman reflects 

the emotional bonding and the fmits of such connection. At this point, Zhu is important 

for me, and I am very happy with him, although he will leave soon and will probably 

forget me. 1 will have to deal with a new loss when the time comes. Today 1 think it is 

the encoimter and the connection that we have that matters. The portrait is wonderful, 

but it may still evolve. It is getting late, and I am feeling tired. I wiU tape-record my 

impression of this drawing tomorrow. 

July 31 (Tape-recording Transcripts). I think I have finished this portiait of Zhu 

and me. I really don't know what to say because I am fascinated with how things 

developed [amazed]. Last night I thought that I had pretty much finished the portrait and 

that I would only do final detailing today. I was happy witii the results and I thought the 

drawing was very interesting. But this moming, when I woke-up I immediately entered 

this room and thought that the portiait needed more work. 1 said, "1 think I want the 

woman to be very prominent." I thought of adding white to highlight it [slow. 

' ^ Emmerson (19%) states that the repetition of potent signs such as concentiic 
circles in an artwork does "not imply a devaluation into mere omament, but a means of 
multiplying their benefits" (p. 9). Circles and semi-circles appear frequentiy, if not in all 
of my pieces—drawings, paintings, and sculptures. 
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thoughtful], I used a white pastel stick, which didn't work well because it wasn't white 

enough. It seems that the paper I am using is as white as it can be. Then I used acrylic 

paint on the left upper comer to see if it would work, but the paper started shrinking so I 

stopped immediately. When it dried it wasn't whiter than the paper, so white was not the 

answer. The only contiast I had was between tiie whiteness of the paper and tiie bodies, 

which are in grays. I was not happy with it and tiiought that I should work more on the 

head to balance out that area. Then I worked on the hair and ponytail. I tiiought, "Well, I 

will just make small lines and details here," Pretty soon the ponytaU area resembled a 

web or net '^ I didn't understand it and decided to leave it like tiiat, I tiien worked on 

the hand that is letting go of the orange. I didn't want that hand to be too detailed or with 

too much volume as in the original Life Cycle painting, because I thought that would 

distiact from the bodies, which already had a lot of volume. So I thought of making vein-

type lines but these became branches from the shoulder down. 1 extended some of the 

lines and emphasized the marks on the palm of the hand [thoughtful, describing]. These 

lines formed membrane or skin. I was amazed with it. I said, "Well that is fascinating, 

so interesting!" 

I thought that the orange could help balance the roundness of the woman's breast. 

So, I added values to create volume. I did the same with the seeds on top. I liked it. At 

that point, I hadn't been able to work on the left hand, which is layered over the baby, but 

I didn't feel like moving it from that position. I went to the nurror again and placed my 

hand in the exact pose of the figure. I could see a lot of shade at the bottom, which I 

didn't like. The hand in the drawing is larger than necessary [thoughtful, descriptive], 

but I always make my hands bigger or ltfe size. I think this hand is bigger because it is 

powerful and stiong. And it is the position of the hand that emphasizes the proudness of 

the woman in her pregnancy, I thought of detailing lightiy, because I didn't want the 

'^ Orenstein (1979) describes Leonor Fini's work depicting the "archetypal 
feminine principle of the Great Mother, who weaves the web of new life as she creates 
the fabric of the child within her body" (p, 41), I believe that my art reflects the 
continuum of levels of consciousness from lowest (Great Mother) to highest (Great 
Goddess) in Wilber's (19%) understanding. 
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baby to get lost, and it worked fine, I still had the lower part of the drawing, which was 

very white, and I tiiought, "No, it doesn't work, I don't respond to this," Zhu's shirt was 

also completely white. So, 1 had all that area, the upper right side, and the left comer of 

the drawing white, and it didn't feel right, I thought I needed to emphasize the pregnant 

woman, I thought to add value on the bottom to provide contrast between the contour of 

the woman's body, but that would also affect the whiteness of Zhu's shirt and I didn't 

want tiiat. Then I thought that maybe, I should block the back part of the body (where 

the arm and the woman's contour are, and above her head) and I tried to imagine how 

that would look. It came to my mind that she would be forced, unnatural and without 

rhythm. So, I tiirew away that idea of blocking. But again, I didn't want that part of tiie 

body to have volume, because this is not a real pregnancy, only the idea of one 

[thoughtful, slow]. Then it occurred to me that perhaps that part of the body had to be 

abstract. So I tried to emphasize the body (the bottom part of the body, under the breast) 

with flower designs, but it didn't work well [describing, thoughtful]. It all got lost and 

made the circle I had created yesterday, that united the faces, diminish in importance. I 

wanted to respect what I had done yesterday because I responded to it very well. So, I 

said, "just forget about it." I started covering that area with ink, and I thought it was 

terrible, too much contrast. I thought I had rained it all. I was blocking the leg area with 

black and decided to stop and try to figure out something else. Now I wondered how I 

would balance the huge dark area. It was like a big stain in the middle of the drawing 

[unbelieving, negatively surprised]. It felt conflictive, and I said, "Oh, this is terrible. 

How could I have done this?" It was pure darkness when initially I thought this area 

should be pure white. I had respected the baby area. It was the darkness of the rest of the 

body that really bothered me. I had to do something else to balance such darkness, 

almost aggressiveness. I outiined, with a thicker marker, the whole upper right area and 

blocked it with ink. Again, it was too much contrast. I had to do the same at the bottom, 

but I had no idea how to do that there. The top was looking like a circle or an oval and I 

thought that maybe if I drew an oval on the bottom that would help. I used the original 

outiine of this drawing and flipped the image over and followed that contour. It didn't 
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look good at all. "Who cares, this drawing is completely ruined," I thought. So, I 

proceeded to block another area at tiie bottom of the right side, which gave me three dark 

areas [speaking slowly]. I said to myself, "Go ahead, keep on with your dark areas." I 

directed myself to the last part or upper left where I darkened the areas above Zhu's head, 

continuing tiie plant-like line from tiie hand and body. I worked on that for a while, until 

I felt it was enough. I also darkened the left bottom part because I had three dark comers 

and one area, Zhu's whole shirt and the bottom part of my body totally white. My eyes 

would flow there constantly, and it was distiacting. 1 thought of flipping the image from 

the original sketch again on the bottom and covered it up with ink, and it seemed more 

balanced. Then I thought that I needed grays. So I started to integrate the left upper part 

where I have leaves, or plants and began detailing it, but it didn't work well. I thought, 

"No, this really needs a more flowing line or curve on the top." So, I covered the edge 

with ink leaving the plant at the top. After that, I thought there should be some contrast 

at the top of the arm that is letting go of the orange because the area was too light 

[describing]. I was working on this and liked that area so I continued that type of line on 

the bottom part of the drawing to integrate the darkness with the white contrast that I had 

there. I did that on the bottom right side and made that curve and worked with grays 

undemeath it. When I did that, I got very close to the right side of the legs where there 

was a diagonal line that bothered me. I thought to continue the line to form roots, small, 

fragile, and delicate. And I did that on tiie right sides, of the body and continued 

darkening the lines to integrate both sides and it suddenly "clicked".'** This whole thing 

' ^ Rollo May (1983) categorizes as "Eigenwelt, one's own worid of self-
relatedness, self-awareness, and insight into the meaning of an event for one's self (p. 
136). In his view, the essence of "self-awareness and insight are that they are 'there'-
instantaneous, immediate-and the moment of awareness has its significance for all time' 
(p. 136). For May, we can see this easily by noting what happens in "oneself at the 
instant of an insight or any experience of grasping onesetf; the insight occurs with 
suddenness, is 'bom whole'" (p. 136), From my experience, distinctive moments of 
awareness come at dtfferent periods or stages; different meanings emerge from literal to 
subtie, and complex-one meaning overiapping or encompassing the other, which 
resembles Wilber's (1981b) notion of part/whole, whole/part for a greater whole. 
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is like an umbilical cord. It is as tf Zhu and I have become a fetus. Because this is like a 

huge, huge, egg.'̂ ^ It is fertilized, and there is a nucleus. The hand is a type of vein, and 

the ponytail is like a net or membrane [amazed]. And 1 said, "This is just incredible! I 

cannot believe tiiis!" The umbilical cord continues all over, surrounding the huge egg 

[surprised] and unites Zhu and me [surprised]. We have become the babies [amazed]. 

Once I realized that, I thought, tiiis is a huge egg, and the drawing could not be white, it 

had to be dark to have continuity. Yesterday this was a wonderful drawing, but only a 

portrait. The original idea of fertUity and connection was there, I had evolved very littie 

[tenderness].'* I was fascinated with tiie way Zhu's arm ttimed out, so strong and 

protective and tiiought it was a good enough portrait [describing, thoughtful]. The baby 

looked wonderful and the outiines were working great. 

At some point today, 1 had to stop thinking, I was so immersed in the drawing, 

and I seemed to fight what was happening.'^ So finally, I was able to let go and follow 

my intuition. The whole process had become too cerebral and was not allowing me to 

continue. I also thought that I could always throw the drawing away. Not every drawing 

has to be a good drawing. Although I was very excited about showing the portrait to 

' ^ According to Orenstein (1979) Leonor Fini's works emerge from the 
unconscious, and her intuition leads her to the discovery of archetypal symbols that are 
"alchemically correct" (p. 40). For Orenstein, Fini's "image of the Egg is the vessel in 
which spiritual transformation tianspires, and as the symbol of the female, it indicates 
that woman is also the universal vessel of creative, spiritual rebirth" (p. 40). In some of 
my previous works, I have used the seed as metaphor for gestation, or that which may 
sprout or be bom, but it seems to me that this is the first time that it reveals itself so 
literally. See Leal, (1998) for a description of one of these works. 

' ^ My impression is that the drawing was aesthetically pleasing but, by working 
on it more, other aspects revealed themselves that tumed out to be more meaningful and 
of more depth. 

' ^ Wilber (1981a) describes stages of anxiety that are experienced during 
transitions from mind to spirit levels. To tianscend levels is revolutionary and involves 
great responsibiUty. Many times in Western cultures, individuals instead regress to lower 
levels of consciousness for fear of the expansion and possibilities of the upper levels. 
From my experience with art, the degree of anxiety has a correlation with the degree and 
quality of the transpersonal experience that is manifested. 
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Zhu, when he got home, since it was about us, I also thought that I had such a gorgeous 

outiine tiiat I could always make another attempt [amazed]. After my lunch break, I had 

to tell myself to get off tiie chair because I was overwhelmed by technical concems, I did 

just tiiat, let tilings happen. This is the most incredible thing! I am so happy! It is very 

late. When Zhu called eariier, I said, "I have been working like crazy today, but I am 

stuck," It took several more hours to finish this drawing, and I have signed it, I got a 

coke and just sat here, observing it [amazed], 

StiU, I felt I needed to highlight the central part of the drawing, especially the 

circle that is defining both faces. Very discretely, I added red acrylic paint over the 

flowers that I had developed, I didn't want to overioad it, and I loved it, I then added red 

around the placenta where the baby is immersed, and it worked out wonderfully, I 

thought that there was a section on the legs that I had not finished that needed attention, I 

decided to define the contour of the flowers, and now it looks like mapping or something 

in progress or evolving,'^ This effect, I beheve is perfect. It goes wonderfully with the 

initial idea of the drawing because this idea of having a baby is not finished [amazed], I 

think it is a wonderful drawing, I am fascinated with the results! A huge egg with a 

vibrant nucleus inside, and the umbilical cord surrounding the egg as if it were also a 

womb [discovery],'^ The drawing feels warm and harmonic in spite of such contrasting 

sections of whiteness and darkness. So, I am glad that I finished this drawing today and 

that I didn't throw it away. I think it has everything that it needs. I don't feel like 

' ^ Transpersonal psychology identifies this as becoming, or opening possibilities 
for future reafizations. Usually, when I sign a work it means that I feel it is finished at 
tiie moment, but tiiat does not preclude me from going back and reworking things at a 
later date. 

' ^ In referring to Chicana woman artists, Shifra Goldman (1988) encounters "a 
concem with images of women, autobiographical connections, organic forms, flowing 
line, and the pregnant body" (p. 195). I am not Chicana but of Mexican descent, and my 
art (and this particular piece) reflect the elements mentioned above. Goldman (1988) and 
Whitney Chadwick (1997) believe that women depict the "subject of fertility and nurture 
with dignity" (p. 290). 
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changing anytiiing right now. I am so happy!^ I made photographs a while ago. Only 

close-ups because Zhu has his camera with him, I want to take tiie masking tape off to 

see the white frame surrounding the images, because right now the edges are smeared and 

blurred all over the masking tape, and that distracts a littie bit from the whole drawing. I 

will do that before making overall photographs when Zhu retums. I am so happy! I am 

going to sleep, I didn't go to the gym today; I didn't want to intermpt the drawing, and 

besides, this moming my neck pain was tremendous, I have been working since this 

moming. It has been three full days with this drawing, and the drawing has been worth 

the effort, I am very happy, I like this drawing a lot! 

Tomorrow I am going to clean this room and house because my roommate might 

be here soon, I need to clean outside and cut my hair, I want to have everything 

beautiful for Saturday when Zhu comes home [warm, loving], I have noticed that when I 

finish something, I need time for another idea to start forming and for reflection on what I 

have done, I have found that the best thing between drawings is physical activity, 

domestic or exercise. Drawing is hard work. Once I concentrate on drawing, I forget my 

physical body and become aware of it only when I am extremely hungry or thirsty, or 

when my legs become numb. Today I totally forgot about my neck pain. I am going to 

sleep immediately. I am so happy!*" 

"*'*' Geir Kaufmann (1979) has found in a survey of the literature what has been 
described as "'insight' or 'iUumination' in creative thinking as frequentiy embedded in a 
visual analogy or a metaphor" (p. 63). In his view, "from this conclusion derives the idea 
that 'insight' occurs when one finds a stimulus pattem (the metaphor), which is partly 
simUar to the form or stmcture of the problem situation, and which is also an indication 
of how to recognize the problem so as to complete the whole . . . which is the solution of 
the problem" (p, 63), Kaufman also indicates that the discovery phase of the creative 
process often appears to be mediated by visual imagery. He states, "this conclusion may 
be seen as attesting to the tiansformational capacity of visual imagery" (p, 63), 
Additionally, Haufmann's study indicates that "visual imagery is of functional 
significance in a wide variety of tasks in the area of cognition" (p, 77), For more details 
see Kaufmann (1979), 

*" According to Roger Walsh (1993), Abraham Maslow's humanistic psychology 
played a cmcial role in the birth of transpersonal movement, Walsh states, "Maslow was 
interested in psychological health as opposed to pathology" (p, 124), According to him, 
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August 3 (Joumal Transcripts) Zhu was very excited about the drawing and said 

that he loved it! He looked at it extensively and mentioned that the images were present 

in his mind continuously. That conmient alone is wortii the effort that went into its 

making.'"'̂  I think we became closer because of tiiis drawing, Zhu enjoys art, especially 

music, Zhu was also impressed with the Luis as a Bullfighter portrait (Figure 4,4), but he 

did not see the snake. Maybe the snake is not there, and it is only in my imagination. I 

noticed that Luis's drawing is warm and rhythmic, while this one is full of contiasting 

values. It is the first time in this series that I have applied ink with a brash and covered 

such large areas in black. 

Today I am feeling sad. I don't want to do anything. I am frightened of my 

depressive stages. When Luis left, I could hardly move for more than a month. I hope to 

find strength from within and through my art and documentation process to deal with this 

departure.*" Zhu wants for us to keep in touch but sees our future as unpredictable. But, 

one characteristic of Maslow's exceptional healthy subjects, "self-actualizers," was that 
they had peak experiences; spontaneous, ecstatic, akin to . . . mystical experiences 
reported across centuries and cultures" (p. 124). Walsh states that initially it was thought 
that: 

Peak experiences were inevitably spontaneous brief and virtually 
overwhelming , , , [but early pioneering studies of] Asian psychologies, 
philosophies, religions and contemplative disciplines contained detaUed accounts, 
not just of peak experiences, but of whole families of peak experiences and 
systematic techniques to induce and sustain them, (p, 124) 

It is my experience that sustained heightened periods of awareness (extended peak 
experiences) are possible through artmaking. All artworks created for these series 
provided opportunities for such experiences. It is my belief that transpersonal 
psychology (and integral psychology as identified recentiy by Wilber, 1995a) and art 
have major commonalities and knowledge to share, 

'^ Wilber (19%a) mentions the different trends in art. Zhu's response to the work 
of art reflects the trend in art, which holds that art is in the viewer. 

•**" The act of artmaking (with the emerging of pattems and symbols), in addition 
to writing and expressing verbally the experience through tape recordings, to me is an 
opportunity for acknowledging fears and concems and for gaining understanding of such 
dilemmas. At this point, through this study, I am convinced tiiat this is a sound 
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it made me happy that Luis called from Mexico on Friday. He wanted to know how 1 

was doing. He still wants to come back, but is also getting used to the idea of living tiiere 

indefinitely. We talked at length, and he made me laugh as always. I told him how much 

I missed him and how much I love him. He said he missed me too. 

I need to transcribe from my tape-recording and draw tomorrow. I have taken 

time off from drawing Friday, Satiirday, and now Sunday, but I feel that I need time with 

Zhu to at least have more to remember. We have been doing many tilings together. 

August 4 (Joumal Transcripts). I thought about my next drawing and looked 

through photographs, but couldn't make up my mind. Every photograph has a meaning 

to me. I decided to draw one more portrait of Zhu and me, since we will be together so 

littie. 

August 5 (Joumal Transcripts) (Drawing # 7. Figure 4.6). It is very late at night, 

and I finished an initial draft for a drawing of Zhu and me. I transferred the images to 

thick paper. I didn't get into any detail regarding the background because of what 

happened with the last drawing, the way I discovered things, and how it evolved. I want 

the same type of experience to occur even though it can be very frastrating and 

exhaustive. The decision-making involved can be overwhelming, but the results are 

methodological strategy for other artists to use in inquiring about their art—by writing or 
documenting their creative processes as they relate to daily ltfe situations. In this regard, 
I share Marylin R. Chandler's (1990) belief that, "if we understand the act of designing a 
narrative stracture as one way of achieving 'wholeness' through written expression, [that] 
there is a complementary way, more organic, by which unity is achieved not so much 
through stmctures as through the repetition and resonance of certain centralizing motifs" 
(p. 36). For her, an experience of wholeness can come about through the "generation and 
recognition of what Jung would call 'symbols of tiansformation'" (p. 36). She mentions 
that Jungian, humanistic, and existential psychologists have written extensively about 
"the ability of the psyche to recover from trauma tiirough its recreative capacities, 
especially by generating centralizing symbols" (p. 36). She says that Jung "calls such 
symbols, which frequentiy emerge in time of crisis, 'constellating' symbols, around which 
ltfe pattems arrange themselves in new ways" (p, 36), Chandler believes that 
autobiography has this power and her conviction parallels my belief of this same power 
through artmaking. Autobiography, art, and autobiographical art, in my view, 
complement one other to shape an integrated human being. 
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worthwhile. For tiiis sketch I selected a photograph in which Zhu is against my painting 

Life Cycle: El Cerro de la Silla again but now is facing us. He is imitating the woman of 

the painting in that his arms are extended to the sides and his eyes are closed and relaxed, 

I drew the woman representing me in a similar position-with the arms upwards and 

extended''*'*-and also with the eyes closed. However, I placed my body behind Zhu's and 

at a higher position tiian his. My body is static and almost symmetiical, Zhu's is slanted 

to one side, slightiy, as well as his face. At this point in the drawing, my hair is puUed to 

the back, but I do not know how it is going to evolve later. This is the biggest drawing of 

the series, I thought to use the last piece of tiacing paper I had from the roll for this draft 

I plan to work intensively on this drawing tomorrow, although I have to go to school for a 

while. Yesterday I transcribed from my tape recordings, but I am still behind in 

transcribing my impression regarding the last drawing. 

August 7 (Joumal Transcripts). My landlord had me ran an errand conceming my 

roommate. Other than that, today I have been working on this new drawing. In it my 

body looked stiaight and symmetrical and resembled the posture of a queen. Zhu makes 

me feel like a queen. To me he is also very special. So I kept his relaxed position. I 

have worked on the lower part of the drawing extensively. The frait I thought would be 

good to represent us is the pear, not only because I have delicious pears at home, but 

because pears have small seeds inside, and I was thinking of somethin like that.*'̂  I cut 

^ Orenstein (1988) finds that artists who are in touch with tiie "archetype of the 
Goddess are now using the female form in both image and ritual as an instmment of 
spirit-knowledge" (p.72). Her study shows that image of women depicted with their arms 
uplifted, "are reminiscent of the posture of many eariy Goddess Figures" (p. 82). For her, 
it is the primal image of the outstretched arms of the ancient Goddess, whose power must 
be reclaimed by women for themselves today" (p. 82), Additionally, in her view, the 
depiction of concentric circles in women's art is symbol of sources of energy. A similar 
interpretation is Wilber's (1981c) conception of tiie Goddess archetype, which for him, 
manifests at the spirit level-the subtie and causal level of consciousness. The mandalic 
forms are synonymous of harmony and wholeness. 

^^ In reviewing the literature, I have found other characteristics of my work 
echoed in the art of other women. For example, Lawrence AUoway (1979) describes 
Miriam Schapiro and Judy Chicago's perception tiiat many women artists have "defined a 
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one pear in half and made a sketch of it and I transferred the image to tiie area of Zhu's 

shirt. The shirt later became a source of rain. There is a sense of continuous flow of rain 

because of the line marks made."*'̂  I thought of including Zhu's rainbow somewhere. At 

this point I have not defined the rainbow but the outiine is there, I delineated pear leaves 

for hair on both heads but with different rhythm and design on each. The leaves on my 

head became like a headdress and on Zhu they are a continuation of the stems, very 

freely, also only outiined, I had worked on this drawing all over so at this point 

everything needs definition or emphasis. Today I worked on my left arm and chest. I 

defined Zhu's face a little bit but everything needs a lot more work. The drawing is very 

interesting so far. I have found some resemblance with my 1995 drawing of a woman 

protecting her city, which I later recognize as a setf-portiait. Here I am not a city but part 

of a tiee,*" Both bodies are stracture to a tiee because stems have grown from several 

central orifice whose formal organization is often a metaphor for a woman's body'" (p, 
69), in this case the position, and the pear metaphor, AUoway also mentions Ariene 
Raven's idea that the "centralist imagery is interpreted in terms of female somatic 
experience and more specifically as female sexual metaphor" (p, 69), AUoway cites 
Schapiro and Chicago as stating, "women artists' 'femaleness shapes both the form and 
content of their work.' They claim the cential image as an inherent quality, derived from 
the body image, and consequentiy different from men's imagery" (p. 69). Therefore, 
gender-specific feminist conceptions reveal themselves in my work. My belief is that 
they do so because they address biological aspects of our nature, which correspond to 
deep stractures witiiin WUber's (19%) framework. 

"^ Orenstein (1988) mentions that the Goddess of Vegetation is often evoked by 
the image of grain and rain, Wilber (1981c) would identify her with the Great Mother, 
because of her connection to Earth, instead of naming her Goddess, For Wilber the Great 
Mother is positioned at the low extreme of consciousness while the Great Goddess is 
positioned at the highest position-towards unity consciousness. In my work, at one point 
or another, the archetype of both the Great Mother (Earth, plants, leaves, and flowers) 
and the Great Goddess (aura, luminosity, and light) reveal themselves; in each artwork, 
however, these archetypes acquire different visual connotations, 

"*" Marylin R, Chandler (1990) believes that symbols are not to be taken as 
"vessels of absolute tmth or insight, but as enablers. A symbol Unks the creative 
unconscious with the ordering consciousness" (p, 37), and this how I find the symbol as 
understood in Jungian psychology. Chandler quotes Progoff as writing, "a symbol 
appears as a spontaneous image, which emerges from the depth of tiie personality and 
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places. Today I think tiiat I will add leaves, but I really don't know because the 

headdress is already heavily decorated. Tomorrow I will decide what to do there. At tiiis 

moment, I feel like working more on the details of tiie faces and bodies to see how much 

contiast I can play with. I am happy with tiie development of the drawing at this point. 

This drawing is so large that every section takes very long to complete, especially since I 

am using pen again instead of a brash. 

As it is, the most important features seem to be the eyes-closed on both faces. In 

Zhu they denote tranquility, and in me inner hirmoil, I think, due to my static face. The 

movement comes from the leaves, the rainfall, and from the branches. 

My roommate wants to move in too soon. I had to ask her not to move in until 

Saturday aftemoon because Zhu will be leaving in the moming that day and I want to 

spend Friday evening and Saturday moming with him. Since she is moving in a week 

earlier than planned, I wUl have to rearrange things here at home and set up a good place 

to draw. Zhu offered his apartment which will be available and is paid for. 

Too much is going on. I need to concentrate. Zhu came in the room where I was 

working and saw the drawing and loved it as it is. But I know it needs more work. I hate 

to have to intermpt artmaking so much because of all these situations.*'® I worked on the 

drawing and felt that I should look at books on frait tiees. So I spent time at the library. 

acts as a vehicle by which the potentiality latent in the unconscious of the individual can 
be carried forward. It provides the motive force by which this potentiality can unfold and 
become actual in the world" (p. 37). For Chandler, this "is very close to the modernist's 
belief in the tranformative and enlightening power of the image" (p. 37). From my 
findings in this study, I realize that some of my symbols are universal and speak about 
essential aspects of being human, while others are specific to my culture, and still others 
are particular to me as individual situated in a specific context 

** Dissanayake (1979) places emphasis on the importance of time for momentum 
during ritual ceremonies. Lengthy ceremonies allow for deep communication amongst 
participant and facilitate the transmission of knowledge, I see art as phenomenological 
ritualized behavior that requires time and dedication for optimum benefits. In my view, 
this is also tme of meditative practices. Once a session is initiated, it should not be 
intermpted until the desired level of consciousness has been accessed. 
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August II (Joumal Transrripfc) My roommate moved in on Saturday moming, I 

don't know what was her msh since she only moved in her things and left. She won't be 

back until next week, I had to be sociable when all I wanted was to curi up in bed to put 

my mind togetiier. It was hard to see Zhu leave. He said that he would call at night, but 

my phone stopped working. He probably thought I wasn't in, I spent Saturday evening 

packing things to take to a rental storage space, I decided to make space in my room to 

draw there. It took me the whole day to load, and later, to unload the track at the storage 

space, and to arrange things at home. But, at least, I was able to put the photographs in 

order, I don't want anything to get displaced. Now 1 have the drawing I am working on 

here in my room in front of me. It looks gorgeous! But I haven't been able to draw. 

There has been too much to do, I am painting a folding table to use in my room for my 

art suppUes, I will write more tomorrow, 

August 13 (Joumal Transcripts), Except for lunch and dinner breaks I have been 

drawing all day, I am still working on the portiait of Zhu and me, I began detailing 

specific areas. I worked on my face, which doesn't look like me, altiiough it has my 

general features. I detailed the hair and the headdress, I don't know yet what the 

headdress represents. It was a type of crown of leaves and petals first, but now the petals 

are separated like individual elements that make up a new whole. I am very pleased with 

the aesthetic results of this part. It is quite beautiful! Working on details is like seeking 

and finding the marrow of things."*'̂  Zhu's hair is fascinating, although at this point, it is 

'^ As mentioned earlier, working in detail is characteristic of what Dissanayake 
calls making special or human's natural propensity for aesthetic expression. 
Transpersonal psychology goes further, however, by providing a framework for 
understanding what happens when we acquire dimension of mental control, awareness, 
and concentiation. To me seeing the marrow of things by detailing or making special in 
art, is a means of facilitating heightened experiences that go beyond the act of making. In 
other words, making special is the tool, and heightened experiences, which lead to cosmic 
awareness is the goal. Further, of greatest value is that through artmaking these stages of 
heightened awareness go beyond peak experiences, and become what Walsh (1993) calls 
plateau experiences because of their duration and because of time involved in artmaking. 
Walsh quotes Huston Smith as saying that transpersonal psychology seeks to find ways 
or methods in various fields "to transform flashes of illumination into abiding 
l ight . , , prompted consciousness into unprompted or spontaneous 
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not completely integrated into the overall drawing. The hair is also represented with 

leaves and sprouts, which are white or only outiined, as is the rest of his body, I thought 

of defining my body in order to create contrast for tiie rest of tiie composition. Today I 

also worked on tiie circular area above my shoulders and below the arms. I like it, but I 

don't know if tiiat is all I wiU do there. This drawing needs more work. I have tiie whole 

day tomorrow to continue tiiis drawing-on Friday, Geeta and I wiU drive to San Antonio 

where I wiU see Luis. He is traveling with his fatiier from Mexico, and we will meet 

there. I can't believe that I will see Luis! 

August 15 (Joumal Transcripts). I was so happy to see Luis! I had no idea how 

he would react to me. Nevertheless, he was very loving and caring. He was very joyful 

and happy and didn't complain about anything serious, Luis looks a littie bit taUer and 

still has long hair, but he will have to get rid of it soon for school. The day went by so 

fast, and they had to drive back to Monterrey before dusk. I drove to Austin to visit the 

city with Geeta. 

August 19 (Joumal Transcripts). I have finally finished this portrait of Zhu and 

me. This drawing took longer than any other one to date. The darkest areas all form part 

of the woman's body, head, chest, and arms. I think that due to these dark areas, I 

decided to leave most of Zhu white. For this purpose I outlined his body with heavy 

marker, very abstractiy. After making the decision I was able to work on the bottom left 

and right side of his arms. It occurred to me to use a photograph of Death Valley, one 

that Zhu gave me. He said that nothing grew there. The image is very beautiful, and 1 

remember asking him how could such a desolated place be so beautiful? At this point I 

used parts of the photograph not as a threat but as a reality, and it could represent dangers 

of distance, I don't know. Both sides tumed out very interesting. Death Valley is not 

depicted realistically but abstractiy, and after I made the general outiines, I did not refer 

back to the photograph. In the drawing there is a lot of movement, which is indicated by 

consciousness , , , transcendental consciousness into continuous cosnuc consciousness" 
(Smitii cited in Walsh, p, 128), In my view, for Westem cultures, art is capable of 
providing tools for sustained experiences of transcendence. 
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the line and by tiie variety of values I used. These to me are the most interesting parts of 

the drawing, I know they must have additional meaning because when drawing these 

areas I completely forgot about myself and allowed my hand to move freely,"'*' The 

center part between these areas is Zhu, who represents rain, and there is the pear, open in 

hatf, exposing the seeds. This part seems erotic at this point. Above Zhu's arms is a 

large section that tumed out very interesting. There are tiee branches, or heart vessels, in 

outiined only, and above this portion are the woman's breasts, arms, and head. The arms 

seem protective in gesture, 

I had initially outiined a semi-circle above the woman's arms so as to continue the 

representation of rain, a rainbow to symbolize Zhu, That part was too white so I decided 

to draw light and delicate lines that start at her shoulder and continue growing towards 

the upper part of the semi-circle. These lines also sprout from the woman's neck. Her 

neck is tight or stiessed, not relaxed like Zhu's neck. On the upper part of the drawing is 

an abstiact area depicting trees and branches, which also resemble huge flower petals,"" 

Delicate, thin lines define these elements. It took me a day to finish this area because I 

decided to work in layers, darkening it slightly part by part, and again over it part by part. 

Later I decided to leave the branch type outlines white. The woman's headdress is very 

elaborate. Initially it looked like a queen's crown, but the sprouts and leaves called for 

flower petals instead of pear tiee leaves as I thought it might at the beginning of the 

drawing. The petals are abstract and enormous in size. These petals later were prolonged 

"'*' Transpersonal psychology identifies this as egoless or going beyond ego (See 
Walsh & Vaughan, 1993, p. 199; or Lajoie & Shapiro, 1992). 

"" Flower petals as symbols are identified as recurring in Medieval/religious art 
(Emmerson, 19%). This concurs with Wilber's (1983b) understanding of esoteric 
religions, which he identifies as transformative religions. Jungian psychology identifies 
these types of imagery as archaic and inscribed in our collective unconsciousness. 
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to tiie sides of the neck, making her look indigenous-a country giri with a headdress 

made of flowers. I don't know yet what it symbolizes.'*'̂  

From the top stem of the pear grows a long cord-type stalk that connects to tiie 

woman at the height of her heart where there is a small incision. The same "cord" wraps 

Zhu's head and continues down, surrounding tiie woman's breast to his throat where 

there is also an incision. The stalk is red in color, as are tiie incisions on both bodies. 

There is red also on the pear seeds area. This drawing is very beautiful to me, not only 

because it reflects Zhu and me, but also because at this moment it seems to symbolize 

that we are still connected. Zhu is far away now, but we talk every day, and I will visit 

him at the end of the montii. It will be the first time that I visit California since I was an 

adolescent. Zhu wants me to go to the beach with him. 

This drawing started as tree tmnks."" I wanted a frait tree, and I had pears at 

home, so I selected the pear tree because it could indicate the possibility of frait The 

tmnk was to be stiong and thick, and I thought that our bodies could be that sustaining 

stracture and that the arms extended to the sides could be the tree's main branches."'"* At 

"'̂  I now think this indicates naturalness or an "authentic self'—my inherited 
connection to traditional cultures based on appreciation of the land and of the natural 
environment 

"" The tree imagery in my work may derive from a common archetypal 
foundation as well as from cultural or individual preferences. Orenstein (1988) describes 
Judy C\^cago'sWomantree series as suggesting: 

The principle of a female Tree of Life out of which Ancient New Beings 
emerge . . . Chicago's flower forms, seed shapes, and pod forms relate to the 
principles of feminist alchemy and suggest the final transmutation into 'the 
Ancient New Being' of which the butterfly is her prime symbol, (p. 85) 

"'" Orenstein (1988) finds that 
The presence of the Goddess is revealed and brought into contemporary 
consciousness. And that symbols of animal homs, wings, feathers, shells, trees, 
serpents, brought together in mythopoetic assemblages, activate intimate 
relationships between natural materials, objects and Uving things that illuminate 
essences which were formerly only visible to seers and shamans, (p, 82) 
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one point (Thursday M*") after drawing the headdress, I felt like continuing the petals aU 

over tiie oval area or on the original rainbow section, I couldn't continue working that 

day, but it seemed to me tiiat the drawing was becoming a huge funerary coffin covered 

witii flowers. The next day I didn't work on it much, but I decided that small branches or 

stems should sprout from the woman's shoulders. The whole concept of death 

disappeared, and that is when I made the line connecting the pear to tiie heart. Yesterday 

the vein prolonged and connected to Zhu's throat where there was a line that distiacted 

me. And it seemed right for the stalk to connect there. So I indicate an incision where 

the line ended, at Zhu's throat, and added red to it, 

I felt it was necessary to add color because to me, the drawing was too formal and 

it also seemed appropriate because of the erotic shape of the seed area and because of the 

incisions on both figures, I like the combination of realistic with abstiact stylized forms 

and the contiast between the faces and the background, I wish Zhu could see it. He 

would love it, I respond to it a lot. It is a beauttful drawing! I have taken photographs of 

it today and sent them for processing. Now I have the problem of storing this drawing, 

since it is so large, 

August 20 (Joumal Transcripts) (Drawing # 2 & 8. Figure 4,7), After seeing Luis 

a few days ago and talking with him on the phone yesterday, I felt like working on our 

double portrait, I had finished the sketch and transferred it to a canvas, but I did not like 

how it looked. Everything seemed cramped within the available space. Therefore, I 

decided to draw these images instead of painting them, I transferred the original sketch 

to a large paper. This is a new roll of paper that I am using, and the quality is different. 

It is thick but very smooth. The pen slides too fast and the lines darken immediately. 

Anyway, I worked on the lower part of the drawing, on Luis's face, neck, and shoulder, 1 

also worked on my face and neck. Later, at night, I worked on the hair, I thought of 

uniting Luis and me through the hair. So I made thick thread-type shapes, which became 

entangled or combined as tf growing from the same head, or as if Luis's and my heads 

The imagery relating to the Goddess (in her multiple manifestations) according to Wilber 
(19%) belongs to our highest levels of unconscious. 
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were tiie same,"" I felt uncomfortable about not seeing the sun that represents Luis in 

tiiis drawing,"'* so I sketched it slightiy on tiie top of the upper portrait's outiines. 

Tomorrow I will see how that evolves, I miss Luis and Zhu, and although I drew a lot, I 

did not make tiiat much progress. It is always difficult when I start a new drawing, but 

once it is on its way, things begin to make sense, 

August 21 (Joumal Transcripts) Zhu called a while ago. He was warm and 

loving and is planning his work schedule around my visit so that we can spend more time 

together. I worked all day on what represent, tiie hair in this drawing-entangled threads 

from botii heads, 1 am detailing a lot, and it still needs more work. Drawing the hair has 

been good for me, I concentrated completely and didn't feel time go by,"" It is good to 

A sense of sameness and oneness is a characteristic experience of transpersonal 
levels of consciousness, 

"'* Orenstein (1988) says that the "winter solstice is tiie time when the Great 
Mother gives birth to the sun, who is Her son, and stands at the center of the matriarchal 
mysteries" (p, 83), Since Luis was bom, I perceived him as irradiating light and a 
sensation of warmth, and it is tiie reason that I depict him as a sun or as surrounded by a 
sun. 

"" After reading about the characteristics of the highest levels of consciousness as 
understood by Wilber-subtie, causal, and ultimate or Brahama-I hesitate to claim that 
art allows for access to such realms. Through reviewing the literature regarding 
tianspersonal psychology, however, I find it stated that each discipline or mode of 
manifestation of the transpersonal is dtfferent and that it is in the interest of 
Transpersonal Psychology to study and document transpersonal experiences from a 
variety of areas and sources. R. Walsh (1993) mentions "phenomenological mapping and 
deep stmctural analyses to compare states of consciousness on multiple experiential 
dimensions" (p. 125). For example, Walsh (1993) describes Wilber's transpersonal 
levels: subtle (mentioned below), causal and ultimate. He states, "after subtie states have 
deepened and stabilized, than causal states devoid of any objects, images or phenomena 
may arise. This is the unmanifest realm of pure consciousness, spirit, or geist which is 
said to be the transcendental source or ground of all phenomena" (p, 127), He adds: 

In the ultimate condition, objects and images now reappear but are 
instantaneously recognized as expressions, projections or modtfications of 
consciousness. Now it seems that there is only consciousness manifesting itsetf 
as the universe , , . Consciousness is said to have awoken and to see itself in all 
beings of the universe; unbound by space, time and limits of any kind because it 
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see tiiese sti-angely entimgled thick lines, which at this point indicate connection to me, I 

have focused on these central parts of tiie drawing, and I am very happy with my progress 

today, I hope to work as intensively tomorrow-to see how much I can advance. Both 

Luis and I look very young at this point. I want to see how things develop tomorrow, 

August 22 (Joumal Transcripts) Today 1 continued working on this drawing of 

Luis and me. I worked on both faces, redefining the featiires. Luis looks gorgeous, 

young and innocent My face is too static, and there is too much space between the 

eyebrow and the hair. In real life, I prefer hair covering my entire forehead. Maybe tiiat 

will make sense later, I darkened botii necks (Luis's and mine) and my blouse. Because 

of this, tiie right hand looks whiter, I also worked on tiie left lower hand, but that needs 

more detail. This drawing is also taking me very long to finish. I have been working on 

it daily, for over the course of many hours, and I have only finished certain parts. I am 

very happy with the hair and Luis's face. There is a lot of movement and rhythm. 

I am happy to be drawing Luis. Today I got the photographs that I took of him in 

San Antonio, and he looks so tall and mature."'® His face is changing a lot. I felt Luis 

was warm and loving, and he hugged me a lot, but somehow that doesn't show up in the 

photographs, or his father did not capture those moments. I haven't photographed the 

process of this drawing, but today it is late, and I am very tired. I posted a note on the 

drawing to remind me about doing it tomorrow moming. I haven't taped-recorded either. 

I have only been drawing—maybe because I don't understand the drawing. The idea for 

this portiait began so long ago. And there have been changes, such as wanting to paint i t 

creates space, time and limits; both transcendent to the world and fully immanent 
as the world, (p. 127) 

For Walsh (1993) "this is said to be the final, realization of enUghtenment 
salvation . . . the end of all seeking, the goal of all goals, the summun bonum: the highest 
goal of a highest good of human existence" (p. 128). I believe this study may contribute 
to the phenomenological mapping of transpersonal experiences as they manifest through 
artmaking. 

"'® I think that the realization and internalization of the fact that Luis is more 
mature are the reasons why in the upper portrait, Luis is depicted as older than in reality. 
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and tiie fact tiiat I hadn't seen Luis, and now I have. I don't know my mood is certainly 

different from what U was at tiie time of tiie original sketch. Anyway, I am drawing a 

modtfied version, and I am not happy with the paper. The ink is sliding too quickly, and 

my marks become too emphasized. I am not sure how this drawing is evolving."'^ I 

know that I think of Luis and I miss him. It seems tiiat he is depicted as younger than he 

is perhaps because it was easier when he was under my care. I am not comfortable with 

the fact that he is away under his fattier's control. I don't like the eyes on my face. They 

look like a plastic doll's eyes, like the look of someone with the mind blank or gone 

elsewhere. I will see what happens tomorrow. 

August 25 (Joumal Transcripts). Today is Monday. I took off Saturday August 

23 because I was feeling exhausted. I did domestic things and watched a video movie. 

But yesterday (August 24) I worked all day on this drawing, although I went to the gym 

and swam. It occurred to me that I needed to define the bottom part of the drawing. I 

wanted delicate and repetitive motifs to frame that area. I thought of a crotchet design. I 

thought of maybe using peiint or ink above a pattem. With this last thought I decided to 

go to Wal Mart, the only store open at 11:30 p.m. I had a hard time because there is so 

much stuff, but I finally found a stencil that I believe Luis would have selected. It is an 

austere design. Once at home I decided to continue using the same medium of pen with 

this drawing instead of painting or applying ink with brash. Working with pen was a lot 

of work, but it tumed out to be a wonderful experience."^ I used the stencil repetitively, 

"'̂  To me artmaking is a living activity. Each session marks a beginning and an 
end, with a new experience projected onto the work each time, 

"^ In describing Wilber's contribution to transpersonal psychology, R, Walsh 
(1993) mentions the subtie, causal, and absolute stages of tianspersonal deep stractures, 
A subtie state, says Walsh, is when "contemplative practices are effective, when tiie usual 
raucous mental activity is stilled, when the mind quiets and becomes more sensitive, than, 
say various traditions, an inner world of subtie mental phenomena emerges into 
awareness. These mental phenomena may be foraUess as in the fight and sound of Shabd 
and Nad Yoga or the emotions of love, the mental phenomena of tiiese subtie stages may 
take specific forms such as the archetypal images , . , including the shamans' power 
animals, tiie Christians' angelic figures, or the Hinus, Ishta devas" (p, 128), To me, art 
provides a holistic dimension that integrates body, mind, and spirit. The result of such 
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and tiiat created a wonderful, fluid design and formed geometiic pattems. These rigid 

linear shapes contrast very well witii the curved free line of tiie hair. 

Today I worked on finishing the lower portrait and tiie circle on Luis's chest, I 

felt like making the circle dark with no apparent reason for that at this point," '̂ I also 

worked on the background area of the upper part of the drawing. There I didn't want to 

add too much emphasis; tiie portrait already has a lot going on. So I used short soft lines 

and covered tiie whole area lightiy. From far away it looks like sky. 

Zhu called me, and we talked a lot about how we will organize our days together 

when I visit We are so happy about seeing each other. I continued working on this 

portiait until 1:30 a.m. and then decided to go to sleep. 

August 26 (Tape-recording Transcripts). Now it is night again, but I have finally 

finished this drawing [describing, soft, thoughtful]. I don't understand it very much 

[slow, warm]. It is Luis and me on the lower half of the drawing, very detaUed and 

emphasized with a lot of volume. Luis appears very young, tranquU or calm, and looking 

at the viewer. My face stiU feels stiange, like a doll's face with a doll's eyes, I don't 

integration is a sense of tianscendence and ecstasy. This is art as transformation, and in 
my view, aligns with the transpersonal paradigm (See Lajoie & Shapiro, 1992). 
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her. 
Chandler (1990) believes that symbols also comment upon experience. For 

They have an evaluative, as well as a reflective and generative function. The 
evaluation of experience generally becomes apparent only in the act of 
consciously interpreting symbols, as when one reflects back upon a dream. The 
production of meaningful symbols is one phase and the interpretative another." (p. 
38) 

She quotes Progoff s identification of '"formative symbols' as symbols that emerge from 
the unconscious to give us guidance in interpreting experience" (p, 38), She mentions 
that for Progoff, formative symbols have a "special importance in 'releasing tremendous 
amounts of energy for directed action'" (p, 38), She adds, "when the symbolic dimension 
of existence opens itself of an individual, his [her] view of reafity is strikingly changed. 
[A person] is able, by means of the symbol, to perceive things simultaneously on 
different levels-to unify experience through it" (p. 38). In my view, this happens when 
art and ltfe intersect. 
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know why. In this section of the drawing I am not looking anywhere [thoughtful, 

describing]. My anns are embracing Luis, The circle where my hand is in the middle of 

Luis's chest is dark, like a hole or something deep,"^ But tiiis hand is stiff as is the arm. 

To tiie right of tiiat hand is anotiier hand that is totally white as if wearing a glove. But 

one can see tiie finger and tiie fingernails. On the left side is the other hand that is 

embracing Luis,"^ It is dark and has volume, and I am happy with that hand although it 

To me, this seems to be a suspension in time and space and a "waiting to be 
awakened" process in Progoff s (1984) sense, 

Brenneman, Jr, et al, (1982), state that archetypes are defined as "exemplary 
models, paradigms, transcendent models, prototypes, and ideal forms" (p, 67), For them, 
"symbols and myths serve as archetypes , , , as models for significant human activity" (p, 
67), They add, 

An object or an act becomes real in so far as it imitates or repeats an archetype" 
(p, 67), and that "reality is acquired solely through repetition or participation; 
everything which lacks an exemplary , , , lacks reality . , , Archetypes are vehicles 
to overcome limitations to everyday , . . existence in order to participate in the 
sacred and real. (p. 67) 

In the case of these series of drawings, the circle has been recurrent and represents unity, 
wholeness, deepness, the sun, etc. I befieve it appears in these drawings as a vehicle to 
initiate tiansformation and to bring insight into understanding our lives. 

"^ Emmerson (19%), referring to a homily (sermon) delivered by Patriarch 
Photius in 867 to dedicate the monumental apse decoration of the Virgin and Child 
flanked by Archangels state,' "In this solemn image the enthroned Virgin places her right 
hand on the shoulder of the Christ Child seated frontally on her lap. Both gaze outward 
toward the viewer" (p. 12). In Emmerson's view, Photius argued that pictures are 
superior to words "but in his 'description' Photius refers to the inward gaze of the Virgin 
toward her child even while she is outwardly detached" (p. 12). Emmerson expands on 
Photius's idea and states: 

A virgin mother, with a virgin's and a mother's gaze, dividing in indivisible form 
her temperament between both capacities, yet belittiing neither by its 
incompleteness. With such exactitude has the art of painting, which is a reflection 
of inspiration from above, set up a lifelike inutation. For, as it were, she fondly 
turns her eyes on her begotten Child in the affection of her heart, yet assumes the 
expression of a detached and imperturbable mood at the passionless and 
wondrous allure of her offspring, and composes her gaze accordingly, (p. 12) 

440 



is a fittie bit thin or elongated. Above that section is the entimgled thick hair. I use the 

word "entangled," but there are no knots. So, if necessary, tiie hair could easily be 

separated. I like that section very much [amazed]. It is so interesting! I can find a lot of 

meaning in those strings such as knitting, basketry, or organic things, and mystery 

[thoughtful, discovery]. These rhythmical stiings reach to both sides of tiie paper. 

Above Luis's head is the other hand tiiat is only outiined [describing, softly]. This white 

hand complements tiie glove type hand of the right side that I mentioned eariier, Botii of 

Luis's T-shirts are white although one had more emphasis and thicker outiines than the 

other has. 

Yesterday I also worked on tiie upper part of this drawing. Here, Luis's face is 

different. It doesn't look like Luis at this point The face is not as detailed as the other 

one, although it has a lot of lines, Luis is depicted smiling and in a position of 

movement. He looks stiaightforwardly at us or at the viewer. He seems older than in 

real Itfe-I don't know [doubt], perhaps because he is growing older and has become very 

independent My face is also a doll type like the lower face, but younger looking. To me 

the most important parts of the drawing are the lower portraits, and because that whole 

area is heavy, contiasting, and complex, I decided to work more lightiy on the upper part 

of the paper, I used very thin, soft lines all over, including the hair for Luis and for me, I 

continued the lines of Luis's hair into the part that represents the sun, and it worked out 

well. The hair has the web quality I found in Drawing # 6 (Figure 4,5), I respond to that 

area a lot [describing],"" 

To me this reference is striking not in the sense of the allusion to Virgin and Child 
but in the sense of the mother/son relationship. Although it has refigious connotations, it 
is the only reference I have found that connects somehow to my double portrait. In my 
view, this testifies for the validity of WUber's (1981c) argument about esoteric religions 
and Jungian views about archaic imagery of the healthy (non-repressed) side of our 
unconsciousness. 

"" Orenstein (1988) states that it is the work of the Mother Goddess to manifest 
the interconnectedness of all space and time through the weaving of the great web of life. 
Orenstein says, "if the webs are a materialization of a female spirit-presence in the 
environment, a kind of feminine stracture within matter itsetf, woman artwork makes us 
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So, that is pretty much what I have. This drawing is very different from tiie other 

ones. It is like a family portrait. The pattem framing tiie lower part of the drawing 

contiibutes to this idea. It feels like a portrait that is in tiie making or continuing, as tf the 

upper part is still to become or transform, not in tiie drawing but in reality. To me the 

frame is not finished, and could symbolize possibUity. I think this reflects my Ufe pretty 

much. Luis's lighter upper face also indicates shift or movement, physical and 

psychological. Luis's whole personality has been changing. He is growing and becoming 

a new person with his own character. 

I think this is a very interesting portrait. I am sure that there is a lot more to i t I 

like it a lot, I am very happy with the results. It has had a lot of intermptions because of 

many other activities that are going on. School starts officially September 2, but 

tomorrow I have my first Museum Science class, I don't know why, I also had meetings 

at the Art Department, 

I will photograph and put away this drawing. It feels like an homage to Luis and 

me—to a son-mother relationship, I am an inexperienced mother because he is my only 

son. Everything lived with Luis is new. Every stage in his life is a new stage in mine. 

I feel that at this point, I should probably not stop drawing so abmptiy. The 

production stage for this study is over, but I would love to continue drawing, although it 

would be dtfficult to do so as intensively as I have this summer. I have so many ideas for 

artworks. 

I have leamed that the best results of artmaking come after intensive work and 

concentration. To me, art is a very jealous activity. If one doesn't dedicate oneself to art 

in terms of time and mindset nothing happens, and too no transformation occurs in the 

visualize this presence, evoke it, and brings it forth out of the void" (p. 83), For her, "it is 
the actualization of a creation myth which posits the female Itfe-force as an energy that is 
at work in the universe in invisible ways" (p. 83). Orenstein mentions Betye Saar's work-
-who uses the image of the Mystical Black Goddess—to imply through its iconography 
that women should worship the deity within themselves, and that a familiarity with occuU 
and mythological traditions will reveal the tme face of the Goddess to all women, I 
believe that this happens through art, and not necessarily through the occult. 
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work or in oneself I have noticed that intermpting the process too frequentiy shows in 

tiie work-continuity breaks, and the piece does not evolve fluidly. Creative processes 

function more like a new beginning each time after an intermption. It is impossible to 

work 24 hours a day, but by interraptions I mean not working regulariy. I know, 

however, that things will get hard once school starts; tiiere are too many activities and a 

lot of stiidying to do, I'U see what happens [descriptive, thoughtful]. 

Anyway, I have tiiis double portrait of Luis and me, I don't understand most of it 

yet It is too recent. Everything is happening moment to moment and things change 

[thoughtful], I will see what happens later, 

August 30 rjoumal Transcripts! Since I finished the double portrait of Luis and 

me, I haven't had time to draw anything else, I have so many ideas at this point, but tiie 

semester is very loaded with activities; I reafize it today after four days without recording 

on my joumal. 

Second Level Interpretations: Artworks and Photographs 

Introduction 

Following is a second-level interpretation derived from viewing the artworks 

produced, side by side with the photographs for each drawing. These interpretations 

were executed a year after the two-month intense art production stage to this study. 

Clarifications in terms of timelines: 

1. July-August 1997 
Intensive art production and photographic documentation. 

2. August 24, 1998 
First observations of the original artworks and tape recordings of my initial 
interpretations. In preparation for these observations, I displayed the 
drawings in what used to be Luis's room. I was able to fit only 6 of the 7 
drawings at once because of the small size of the room (10' x 11'), I 
described these drawings as I produced them or in chronological order 
following Woolcott's recommendations (1995), 

3. August 25,1998 
Tape recording description of my responses to the work through the 
photographs made, 

4. June 1999 
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Transcription of the tiipe recordings fashioned for the artworks and 
photographs. 

5. September 2001 Preparation of a summary or succinct description of the 
responses to the artworks and the photographs witii the purpose of 
eliminating excessive wordiness in this paper. For the purpose of 
presenting the results of these observations, the interpretations appear first 
followed by descriptions from photographs to avoid repetition of 
information, 

6, August 2002 
Third level interpretation based on viewing the works again, as individual 
pieces and as a series. 

Observations of Artworks and Photographs in August 24. 1998 

Artworks 

Drawing # 1 Luis with Letter^^ 42" x 37" pencil and ink on compressed paper 

(Figure 4.1), This is the first drawing 1 made for the production stage of this study. It is 

a portiait of Luis, The paper I used for this drawing is smooth and has a yellow off-tone 

to it that I don't particularly like. 1 outlined the drawing with pencil and rendered it in 

ink. There are traces of the pencil outiines. In this drawing, the face is the most 

prominent feature and occupies most of the surface. Around the head is the sun, which I 

know represents Luis. There are various lines surrounding the head. Each line contains 

parts of a letter that Luis sent me after living in Mexico for a few months. This letter is 

important to me because it marked the initiation of communication with him. The words 

of the letter are used to outline the shirt and to frame the head. In the photograph on 

which I based this drawing, Luis was wearing a flannel shirt with design and heavy colors 

that I ignored. I don't know why I left them out, but I think it was a good idea, because 

too much design would have distracted from the head, which I realize is tiie most 

important element in this drawing. At this point, I think this works very well. The 

content of the letter can be followed beginning on the top with the date June 27, 1997, 

which is when Luis wrote the letter to me. And he starts, "Dear Mom, I am writing to 

"^ The tities are added here, but at the moment of these observations they were 
not defined yet. 
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you to say hello, my dad is sending some papers that you have to do sometiiing witii. 

How is your school going? I am fine... I was wondering if I am receiving my 

magazines. I should be getting Guitar World every month. Guitar School every two 

montiis, and Slap every month also . . . " The letter continues to explain the situation 

leading to his departure and his perceptions about this fact. When I was drawing the 

portrait of Luis and had finished tiie head, I decided to add the letter ti) the portrait 

because it indicated to me psychological matiirity from his part. 

Luis was growing and changing dramatically. In this drawing he is portrayed as 

older than he actually is. This is curious to me because I recentiy saw Luis and it could 

have been a portrait of Luis at the time of the encounter."" He looks mature, Uke a 15-

year-old instead of a 14-year-old adolescent."^ In this drawing, Luis looks more like he 

does today, since his head and body are developing tremendously. In the drawing he is 

depicted with glasses although now, for the most part, he wears contact lenses. 

Luis was gone. I was very sad and nussed him tremendously. This drawing is an 

acknowledgement of the situation, my feelings, and my desire to have him close again. I 

achieved success in that, through creating this drawing, I brought us together emotionally 

and mentally. This portiait depicts the past and the present at this point of interpretations. 

When I drew it, it represented the future. My belief is that Luis is depicted as he was 

when I saw him a year later, as a vision into the future in preparation for a new encounter 

and for reconciliation. Luis's eyes appear warm, and he is halfway snuling. This 

drawing has a lot of presence because of the volume and exaggeration of features. 

The line is gestured and fluid, and pattems are formed on the hair area. The lines 

of the face are layered numerously in many angles creating a sense of cells or flesh. The 

appfication of fine seems intense, and I remember while making them connecting with 

Luis. This drawing gives the impression of softly making, creating, and caressing Luis. 

"" I saw Luis in July 1998, a year after this portrait was made and a month before 
these initial interpretations. 

"^ Luis retumed to live in Mexico the day he tumed 14 years old. 
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It is good to observe the drawing closely. It is a fascinating drawing to me at this point I 

see a lot of contiast which seems vibrant to me in tenns of form and because I feel that 

Luis is closer. The huge face looks static, but paradoxically, the drawing feels alive. The 

heaviness of the head is balanced with tiie outiines of the sun and shirt. Luis's necklace 

also contiibutes to balancing the design. The drawing has sections that could work well 

as compositions on their own: the mouth, the eyes, or the sides of the face. This drawing 

had a lot to offer me when I made it Now that I am viewing it, it makes me happy. This 

feeling is similar to that I experienced from viewing Charlotte Salomon's piece, as it was 

clear to me tiiat through her art, she became triumphant over her problems. 

Photographs 

Drawing # 1. Luis with Letter (Figure 4.1). This drawing is recorded in three 

phases. I have a photograph of a pencil sketch (see Figures 4. Lb, 4.1.c). The sketch 

appears very soft and delicate, and the face depicted highly resembles Luis. In this sense, 

the sketch could have been a drawing on its own. For the second phase of the drawing, 

there is a close-up shot of the face where the ears, eyes, eyeglasses, mouth, and part of 

the nose appear (Figure 4.1.d). The hair is short as when Luis was starting to let it grow 

long. At this point of the drawing Luis's face is depicted accurately, and he looks very 

young. I believe that once I was immersed in the work, the drawing evolved, the intrinsic 

meaning—even tf I wasn't aware of it—changed and the time for insight began. I became 

engaged with the drawing, and the results are over-definition and exaggeration of 

features. And this is how Luis got to look mature or much older than he actually is. At 

the time of this drawing, I needed to establish some kind of connection with Luis. The 

layering of lines seems to form cells or flesh as if literally bringing him near me (Figure 

4.1,e). While exaggerating the features and creating volume (i.e., eye. Figure 4.1.f), I 

was able to confront the situation of his departure. The days I spent working intensively 

on this drawing were days that I thought about Luis. This process helped bring him close 

tome. 
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Another photograph depicts the top part of the drawing where the sun was being 

defined by means of words. In tiie third stage, tiie photograph depicts the completed 

drawing including the letter and details of the shirt (Figure 4.1). That area is very light 

and subtie, however, and the most prominent elements are still the head, hair, and neck. 

In terms of composition, it appears to me now that the head had to be so large in order to 

balance these lighter areas, which are not small. 

This is a successful drawing because it fulfilled my needs and provided deep 

understanding of important issues in my life at the time. 1 am very happy with the 

process of the drawing, how it evolved, and how it tiansformed bringing great happiness 

to me. Thanks to type of creative activity I was able to continue the process of making 

this drawing. 

Artwork 

Drawing # 3. Zhu with Rainbow. 42" x 35" pencil and pastels on paper (Figure 

4.2). The paper used in this drawing is thick, rough, and very white. The drawing is 

rendered mainly in blacks, grays, and whites, but it also has some color to it This is a 

head and torso portrait of Zhu. He is depicted smiling gently, looking down in a calm 

manner as if meditating, Zhu's nose appears longer than in reality and his lips seem 

voluminous and exaggerated. The body is also very stylized, and his hair is prominent. 

His eyes and forehead appear more natural. 

There are two colorful rainbows illuminating the background area. One is at the 

level of the eyes, and the other at the level of the hair. In my view, the rainbows work 

very well in terms of color against the darkness of the body and the head, and the 

grayness of the surrounding areas. The piece is highly crafted and developed through 

repetitive, loose pencil strokes in addition to charcoal and pastels, which are applied 

heavily, providing tactile and visual texture throughout the surface. In some areas there 

are blended tones with additional layering of thick pencil lines appUed in contiast or in 

the opposite direction to the hair, I also notice black crayon marks contributing to the 
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textural effect, I enjoy viewing the enormous amounts of layers and rhythm of fines that 

make up this drawing. 

To me, this piece is about the exploration and the pleasure of making. It is about 

appreciating fife in the present. Generally, the people who appear in my art are very 

important to me, Zhu was a very special person in my life at tiie time tiiat I executed the 

drawing, and it is the reason he is portrayed in an idealized manner. My love for him is 

evident in this drawing through indications of the time and care put into its realization. It 

feels good to look at this artwork today. The drawing is wonderful, and I am very happy 

with the results! 

Photographs 

Drawing # 3. Zhu with Rainbow. I have one photograph of the full sketch (see 

Figure 4.2,b) and two close-up shots of parts of the face (see Figure 4,2,c): one that is 

vertical and the other that is horizontal. There is a general view of the stmcture and 

proportions of the features. Another photograph shows the completed drawing, I have 

no documentation of additional stages. Creating this drawing was very intensive, and 

apparentiy, few interraptions are the reason for less photographic documentation. 

What most calls my attention about the features depicted are the nose, mouth, and 

Zhu's gesture. The photographs show the colors and the texture well. The pastel lines 

are very thick and look like ink marks. Based on my perception of the photographs, this 

drawing is warm and harmonic and depicts love, care, hope, and happiness. It is a record 

and statement of Zhu's existence and his impact in my life. The rainbow represents the 

color,"^ joy, balance, and serenity that the relationship with Zhu provided. 

Artwork 

Drawing # 4. Zhu and Road 52" x 43" pencil and ink on paper (Figure 4.3). The 

drawing is black and white with light tones, medium grays, and dark areas. It is another 
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head and torso portrait of Zhu, In it Zhu is depicted simultaneously walking toward tiie 

distance, and looking back directiy at me or at the viewer. 

The most important feahire of tiie drawing is the face. At the top of the drawing 

there is a coloriess rainbow surrounded by darkness."'*' The dark value is achieved 

through repetition of lines. There is also a highway and a mountain range. The road is 

behind Zhu's figure and seems to be blank with nothing but two vehicles far away. The 

mountain has texture, pronounced lines, and emphasis based on contours and organic 

pattems. The shapes appear to be made spontaneously tiirough hands, senses, mind, and 

spirit united to develop such gorgeous designs. There are abstract shapes depicting plants 

and leaves, land with visible layers of different types of soil. To the sides there are hills 

and grass as a continuation of the mountain. 

Toward the bottom of the drawing there are very fragile looking plants with 

transparent leaves; some appear darker than other leaves. One can see pencil lines 

undemeath these ink-rendered leaf shapes. The drawing depicts a cloudy day, Zhu's 

torso, his arm, and his shirt are not drawn to extend to the edge of the paper. Instead the 

space that these parts should occupy is covered with the plants—stems and roots, I don't 

know what this means at this point. The lines in this drawing are rhythmic and the 

volume is acquired through the amount of lines and exaggeration of features. To me the 

part of the ear and hair is very interesting. The hair has feather-like quality, which seems 

to grow to the right side of the page itsetf. It prolongs so as to transform into a stratified 

mountain. The lines are beautiful, multilayered, and rhythmic, and seem to flow 

naturally. When focussing attention down to the face and forehead I notice that the nose 

is too long, the lips very pronounced and defined. The reason that the nose appears 

elongated is that there are lines connecting the forehead at the hairline to the nose. The 

left eye is depicted as dark but realistic. It captures how Zhu looked at me, very deep, as 

"̂ ^ In this drawing, I find simUarities with Charlotte Salomon's (1981) use of 
colors to depict happiness and although most of the drawing is black and white, the colors 
of the rainbow balance those areas. 

449 



tf searching beyond the surface. The area of tiie right eye is strange because its eyebrow 

is positioned very high. This right eye looks like a fish to me and does not maU ĥ the 

other eye. This eye itsetf could represent Zhu. He is a sea-and-fish lover, and that aspect 

is revealed in this drawing. 

At this point, I befieve this drawing is about geographic distance: going away and 

thinking about, or looking back at, what is being left behind. It is also about loss, 

although when this drawing was made, there was no indication of departure, physical or 

emotional. Zhu responded very well to tiiis drawing, and I remember him saying 

sometiung to tiie effect, "Now I know how you see me," He said that he responded to the 

drawing very much. He showed a stiong response to the drawing. I also noticed, he 

observed it intensively on several occasions during the days that the drawing was hung on 

the wall. I remember working on tiiis drawing by parts, concentrating on certain areas, 

and therefore each part can also be considered a composition on its own. I think this is a 

wonderful drawing! I am very satisfied with the results. 

Photograph 

Drawing # 4 Zhu and Road (See Figure 4.3). I have a photograph that shows a 

full sketch (see Figure 4.3.b) that I taped to the drawing paper for reference to design and 

proportion. This photograph shows the general composition or outiine of the drawing 

depicting features and distribution of space. For this sketch I remember cutting and 

pasting different elements before deciding for a general composition. A third photograph 

shows the features of the head indicating initial values. There is a photograph of the 

whole paper showing the face defined very lightiy, the left eye, a littie bit of the hair 

around the ear, and part of the neck (see Figure 4.3.c). There is another photograph 

which depicts how the hair started transforming into the mountain and which denotes the 

bird-feather quality that the hair acquired (See Figure 4.3.d). 1 have more defined 

"'° Zhu's departure (like that of Luis a few months earlier) was devastating to me. 
The colorless rainbow indicates his departure but also the complete loss that came many 
months later, when he ended our relationship. I literally felt my life tuming gray. 
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photographs of these areas, depicting partial elements, like the eye, the hair, the nose, all 

of which are very interesting in my view (See Figure 4.3.f 4.3.g, 4.3.h, 4.3.i, 4.3.j). 

As witii other drawings, tiiese photographs reveal many things, such as how the 

thick line connecting with Zhu's left eye seems to be a continuation of tiie horizon, which 

now, to me, indicates the unknown. The eyebrow on the right side appears to complete 

tiiis huge horizon fine and to cut Zhu's head in two. This indicates a literal but also a 

symbolic separation between the mind and tiie body indicating thoughts and feefings. 

Zhu is very rationalist oriented, and I think this is portrayed here (Figure 4. 3. d). This 

drawing has many metaphorical elements to it, the fish, tiie bird, the feathers, tiie 

mountain, the plants, the road, the horizon, the black and white rainbow, and the 

darkening sky. This is a futuristic drawing. It was done during an intense period of love 

and admiration for Zhu. Nevertheless, I realize it staged departure before it actually 

happened. There is indication of fragmentation, change, and loss. 

Artwork 

Drawing # 5. Luis as Bullfighter 39" x 44" pencil and ink on paper (Figure 4,4), 

This is another portrait of Luis, but instead of being vertically oriented, it is horizontally 

oriented. It is made on thick, rough, and very white paper, 

Luis was 14 years old when I made this drawing. It is based on a photograph in 

which he looks older than in reality. In this drawing, however, Luis is portrayed as 

extremely young and innocent looking. And strangely enough, in essence, he resembles a 

bullfighter dressed very elaborately with his hair tied to the back in a ponytail, as 

bullfighters are accustomed to wear their hair. To me, that part has a beautiful design, 

Luis's eyes seem to be smiling but looking at me (or at the viewer) with traces of 

amazement or of expectation. 

Observing how the face and suit is rendered reminds me that Luis left Lubbock 

acting mature. During his five-year stay in the United States, he adapted to its way of life 

and rhythm, and going back to Mexico was hard on him because he had to reconstmct his 

past. Some of these ideas seem reflected on the design of the suit he is wearing. In it 
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there are outiines of musicians in different posttires (sitting, standing, kneeling) and 

depicting funny gestures and attitudes that many American adolescents take. The tie has 

guitar designs that to me now look skeletal. 

The portrait is reminiscent of antique or old-fashioned studio photographs because 

of the large circle or oval surrounding Luis's face and also because of his posture, which 

seems staged or manipulated. I drew the circle conscientiously to represent the sun, 

which to me always symbolizes Luis. I arranged tiie light to appear shining from the 

back of the hand and shoulder to lighten the face on both sides. As a result his face 

looks rounder than normal, and thus he appears younger. 

Surprisingly, a stiong wing of an eagle or large bird seems to emerge from Luis's 

right shoulder. It is darker towards its tip, or towards the right side of the paper, with 

suggestions of movement, action, wind, hurricane, or fire. There are outiines-though not 

very realistic—of the maps of Mexico and of Texas. In each country there is an eye-like 

dot representing the geographical places where Luis and I live. The outline of Mexico is 

also a bull. First I thought it was a wild hog, but now it seems to me more like a bull. It 

is also clear to me now that in this portiait Luis has become a bullfighter. The bull shines 

and seems to symbolize promise that Luis could dominate it Its eye is very bright and is 

simultaneously the center for a huge flower covering the entire area. The top part where 

Texas is represented is darker, and it is where the bull's homs could begin. There is no 

definition of homs, however, instead, there is a bundle that I identify as an injured bird. I 

now know, that it represented me when Luis left and I felt wounded by his departure. 

Another indication that this bundle represents me, is a moon shape form that appears in 

that area. The transition between Luis's presence and absence was very dtfficult for me. 

For months I felt depressed and became immobilized by pain. Luis's departure signified 

a tremendous loss, which is depicted in this drawing. The sun is bright all around Luis's 

head and body and around the bull/flower representing Mexico, but Texas is immersed in 

darkness and sombemess. 

Above this general area is the other wing of the large bird, which 1 remembered 

observing as transformed into a snake, a fact that scared me tremendously. At the time I 
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made tius drawing, Zhu did not recognize the snake, but it was, and still is, obvious to 

me. It seems tiiat the first wing is severed, and that behind it, the other wing becomes the 

coiled snake. At tiiis moment my interpretation is that this element represented threat. 

When Luis left Lubbock, he was very independent and confident, but deep in myself, I 

felt that he was extremely young, naive, and at great risk. I was afraid tiiat something 

would happen to him that would mark his fife negatively forever. As opposed to the 

relationship with Zhu, which was fragile and unpredictable, Luis and I (as mother/son) 

are destined to be connected. In this sense, the meaning of this drawing is philosophical 

because tiie drawing reveals essential elements of humanity. 

At this point (August 1998), Luis has adapted very well to Mexico in terms of 

recovering his matemal language and tiaditions. I visited with Luis a month ago.'^' He 

had developed physically, emotionally, and intellectually. Both portraits of Luis 

(Drawings # 1 and # 5) are related; both are loaded with meaningful symbols relevant to 

our lives. In my view. Drawing # 5 is a drawing about the present and the future—that of 

entering abmptiy, a changed world and environment. Upon Luis's departure, I felt he 

took with him the sun—literally and metaphorically. The powerful stormy wings settled 

after several days of working on this drawing. The countries emerge from one wing and 

represent (a) the reality of ltfe in Mexico and the fight or stmggle to become triumphant, 

represented through the bright light of the sun, and (b) me left behind immersed in pain 

and darkness."'^ The second wing that I identified as a snake has various meanings. 

431 Summer 1998. 

"'̂  Barbara H. Greenwood (1995) believes that our body is the receptacle for all 
memory. In the case of physical, emotional, or mental pain, it is mantfested through our 
bodies by means of memory, as if the abuse or problems were actually occurring during 
the present. This notion is based on Renee Fredrickson's (1992) understanding of body 
and memory (referenced in p. 93). I believe that the pain of loosing Luis manifested 
through my body, as Greenwood understands it. Greenwood cites Peter London's (1989) 
view that "media are the stuff that permit will to become mantfest" (cited in p. 10). 
Media are seen as things of reverence and sacredness because they allow access to that 
which is sacred and valued. London believes that "media speak of movement, of position 
and transition" (cited in p. 15). Greenwood mentions that "repressed memories are stored 
within the body: therefore, even if the mind has forgotten, the body remembers" (p. 26). 
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According to Wilber (1981c), depending on where a serpent is located in a work of art its 

meaning can be detennined. At the top where this snake is located in this drawing, 

Wilber says that its meaning is wisdom. 

The imagery of this drawing also has cultural implications, in that the snake, 

eagle, bullfighter, etc, are part of Mexican culture. In addition, the drawing represents 

symbols about personal drama and ltfe story. This drawing is about preparation for 

change and tiansition; it exemplifies a stage before transformation in which Luis is 

represented as victorious by the fact tiiat he is the buUfighter-in traditional bullfighting 

events, the bull usually ends up slain. This drawing and the experience of making it 

remind me of the tremendous power that art has. I disagree with the concept and act of 

bullfighting; through tiiis metaphoric imagery, however, what Progoff (1984) calls a 

"reservoir" of our culture, a message is displayed that brings with it a solution to a 

problem; how to confront Luis's departure and the idea of loss. 

Further, there are cartoon-like figures and guitar outiines that seem to represent 

memory. The guitar sketches indicate traces or residue of Luis's life in the United States. 

In addition, Luis plays the electric guitar and enjoys the striking sounds, but has also 

oriented himself towards classic guitar, which to me indicates that he is becoming 

quieter, calmer, and more inner-oriented. 

Some parts of this drawing seem to have charcoal because of the kind of value 

that is established. Yet charcoal is not used; value is achieved through infinite layering of 

lines. I believe that the opportunity for careful line-and mark-making is a tool to enter 

heightened moments of awareness in which creativity flourishes and trjuiscends time and 

space and provides insight and understanding about ourselves and our surroundings. I am 

amazed with this drawing because of its meaning and aesthetic beauty. As a viewer, at 

this moment I tmly respond to it. 

When I made this drawing it caused terrible sensations in my body and great 

worries; during the process of its creation, however, I was better able to acknowledge. 

The person who is experiencing a flashback has on some level retumed to the past and 
literally is reliving the tiauma through the body, which is the container for repressed 
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confront, and understand this situation of transition. This drawing is more universal tiian 

the otiier drawings in that it represents adolescence in transition or change, in threatening 

situations and successes. It also seems to me the most complicated and multi-layered in 

terms of imagery, if viewed as it was chronologically produced. 

Photograph 

Drawing # 5, Luis as Bullfighter (Figure 4.4) There are several photographs 

indicating the process of making this drawing. One photograph depicts a sketch outiining 

Luis's face and part of his body (Figure 4.4.b). In sketch, the suit and the map are not 

defined. The outiines of tiie map of Mexico and Texas appear close to Luis's body. The 

next photograph depicts tiiese areas as more defined and the original positioning of the 

map as modified by placing more distance between it and Luis's body (Figure 4.4.c), and 

the outiine of the sun is already there. In another photograph Luis looks very young. The 

photograph denotes a lot of work, time, and dedication put into this section (Figure 

4.4,d). Other photographs depict elements of the completed shirt and suit (Figure 4.4.e). 

There are photographs depicting the quilt that became a snake (Figure 4.4.f), tiie outiine 

of Mexico that became an animal rendered in the shape of a large flower (Figure 4.4.g), 

A close-up photograph shows the bundle with the creature inside. In the bundle, the 

shape of the moon seems more noticeable (Figure 4,4,h), 

Other photographs are mainly variations of this drawing and do not indicate 

additional aspects of the process, I remember becoming so completely absorbed in 

drawing, that I did not stop to photograph it more often. The photographs show a 

wonderful drawing and I am very pleased with it. 

Artwork 

Drawing # 6 Synthesis of Life 43" x 37" pencil, ink, and acrylics on heavy white 

paper (Figure 4,5), I remember that this drawing went through dtfferent phases and that 

it involved a long, difficult, and stmggling process. At this point I find it fascinating 

memories, a person may experience body memories, 

455 



because it is very elaborate and meaningful. It is a compilation or synthesis of different 

ideas tiiat I have developed throughout my ltfe in art. For example, tiie idea of fertility I 

have developed in Mexico with my series of pregnant figures. In the United States, my 

Life Cycle: El Cerro de la Silld*^^ painting depicts seeds and oranges denoting life cycles, 

renewal, and the possibility of growth. Similarly, my Queen of the Forest bronze 

sculptiire depicts growth of knowledge represented metaphorically through sprouting 

stems and leaves. 

This drawing represents Zhu and me and our relationship. My initial 

interpretation, that there is a huge egg inside which are Zhu and I, still stands. The dark 

parts isolate and highlight important areas of the drawing. The types of lines used are 

striking and seem to be the most important elements of the drawing. Both faces are 

depicted in profile looking directly at each other. These faces are sttff and cartoon-like or 

illustrative, although the positioning, or the way the faces are connected, makes the 

drawing warm and life-like. Surrounding the faces is a circle resembling a halo made up 

of small sperm shapes and flower shapes highlighted in red acrylic paint. Yet, the strong 

lines used to draw Zhu's neck, ears, and hair combine well with the delicate lines used to 

draw my hair. Similar lines are found on the top hand, the arm, and the veins. This hand 

sows seeds, which look like drops of blood, and the orange seems to be a small, fertilized 

egg. I am portrayed wearing a ponytail, which has the appearance of a net or membrane. 

At the area of the abdomen, the edge of the placenta has a red ring, which to me 

contributes to the dramatic effect of the drawing. The size of the fetus is simUar to tiiat of 

an actual fetus. Its mood seems complacent and peaceful. My hand has characteristics of 

an X-ray drawing. It is highly exaggerated in size and is positioned over the fetus in a 

protective manner. I fike the pose of this woman who represents me in that the pose 

shows pride. The abdomen is huge and disproportion to the face or body. Zhu's right 

arm (strong and protective) is not depicted realistically either. It is stylized and 

extiemely long-as long as the width of the paper. 

"" For a visual example of this artwork, see Leal (1998). 
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In terms of values, Zhu's shirt, the fetus, and the egg are mainly white. To me 

these white areas are fascinating. At the time of execution, I didn't know why these areas 

were so white and contrasting against the comers of the picture. But allowing for this 

contiast caused the huge egg to emerge. Zhu's body appears like a half person inside the 

huge egg. This impression is given because the outiine of his body does not extend to the 

edge of the paper. What represents my body, however, does reach the edge, giving the 

sense that the bodies and forms are becoming, or are not yet complete. The manner in 

which my legs are depicted adds to this notion of incompleteness in that the decoration is 

made up of delicate small flowers in a pattem-type design like those found in fabrics, but 

there is a section of pattem that is not finished. There are smaU veins or roots ramifying 

from the bottom area that add meaning and interest to the design. The drawing has a lot 

of detail and lines, and some texture given by the red acrylic paint and by the thickness of 

the paper. 

In general this drawing is very abstract with major geometric shapes stmcturing 

the whole composition. It has drastic vertical lines that combine well with the various 

circular forms. The drawing seems to have gray areas or soft tones also, but nothing is 

blended. This effect is given by the quantity of lines used. The drawing is very fluid, 

and the results are beauttful to me. I think it is gorgeous! 

I have expressed myself in similar manner regarding previous drawings I have 

described so far. Every drawing has awarded me something and has revealed meaning to 

me in some way. The drawings have personal significance, and I can connect to them 

today from this outsider/viewer role I am taking. My life situation is different now, but 

the drawings are still meaningful literally, symbolically, intellectually, and spiritually. 

There are no words to describe their profoundness. I see now how my artmaking process 

and final products are ways to acquire awareness of issues and to become sensitized by 

life. I am amazed by how tiie drawings evolved and by tiie power of tiie process of 

making and discovering as well as by the results. The final drawing reveals my inner 

thoughts, aspects of my present ltfe, and elements of the future. More than recording my 

past impressions, I am experiencing the wonder that the drawings carry for me today. 
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The drawings I interpret as having to do with love for nature, human relationships, and 

possibilities. The sense of departure may come only from the fact that the faces are 

static, like Ulustiations and so they do not resemble Zhu or me, although they posses 

some of our features. There is a sense of promise, strength, and femininity denoted by 

the bodies, postures, and gestures. I think this is an incredible drawing. I like it very 

much. Looking at these drawings with personal meaning comforts me, and I am feeling 

good. 

Photograph 

Drawing # 6. Synthesis of Life (Figure 4.5). There is a photograph of the first 

sketch made using the mirror for a realistic depiction of my face in profile (Figure 4.5.b). 

Another photograph shows fragments of different shapes cut, and pasted, connecting 

together the figures: my body, the fetus, Zhu's face, and his back with some indication of 

value (Figure 4.5.C, 4.5.d detail). One photograph shows a sketch of Zhu with extended 

arm (Figure 4.5.e) and this part completed in Figure 4.5. Other photographs depict 

sections of the complete drawing including (Figure 4.5.f, 4.5.g, 4.5.h). A final set of 

photographs shows the complete drawing (Figure 4.5). These show the huge egg and 

inside of it Zhu looking directiy at me. Zhu seems to be extending his arm in a protective 

way or as a barrier, although not in an embracing manner. There is a circle form 

composed of flowers or sperm, denoting movement and rhythm, that unite both faces. 

The body representing me is standing erect. Half of tiie body is inside the limits of the 

egg while the bottom part (legs) are placed below the egg. This fact I am noticing today, 

and it could indicate the moment of creation, however, unrealistic the idea of pregnancy 

was. As with the other drawings, there are multiple meanings. The most obvious is 

fertility, but there is also meaning of connection between two persons. 

From these photographs, I can see that this drawing is done with much 

craftsmanship and care. In my view it is an extraordinary composition. The result is a 

beautiful piece, I respond very strongly to it and am happy to be viewing this drawing at 

this point. 
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Artwork 

Drawing # 7. Zhu and I with Pear. 64" x 48" pencil, ink, and acrylics on paper 

(Figure 4.6), This is a portrait of Zhu and me. It is the largest drawing of all and is 

created in very thick paper. The size of the piece was incidentally determined by chance; 

it is tiie size of the last piece of paper left on the paper roll. It has a lot of presence 

because of its size, visual texture, and variety of values. It appears quite extiaordinary. 

In this drawing, Zhu's head is positioned against my chest. His face seems very calm or 

relaxed. His eyes are closed, and he seems to be smiling. His arms appear extended to 

the sides in a simplified manner. His arms and most of his body are white. Towards the 

middle part of Zhu's body there is the image of a half pear. This I remember sketching 

from fife. The lines in the pear are delicate, and the shapes that form appear somewhat 

sensual. The area depicting the core of the pear is red, which also contiibutes to this 

sensual effect. The outside of the pear is rendered in outiine only, and is white like most 

of Zhu's body. Behind the pear is Zhu's shirt rendered through slightiy diagonal lines 

from top to bottom. These lines resemble drops of water, in my view, reflect the 

possibility and growth. 

Volume is suggested around Zhu's shoulder, neck, and head. Zhu's features and 

lips are also light in value. Sprouting out of his head, instead of hair-type lines, there are 

beautiful stems and leaves. This part is delicately done and indicates pattems, rhythm, 

and movement. The leaves are white and seem to fall to the sides of the head. At this 

point I do not know why they are white, but I respond to them very much. In contrast to 

Zhu's white body and light features, my body is rendered as dark. I stand behind Zhu 

with arms outspread horizontally. They reach the sides and extend to the edge of the 

paper. The breast, the head, and the headdress are very visible. The features of the face 

are different from the features that I showed at the moment of creating the piece. I know, 

however, that at some point in my life my face has had these features, which are very 

indigenous, especially after I was exposed to the sun on a daily basis. The darkness of 

the body also contributes to the native effect. The idea for this body was to represent the 

tmnk of a tree; strong and stable, in which the extended arms are branches in drawn-out 

459 



form. The breast is very detailed and tiie neck seems extremely stiong because of the line 

emphasis. I see face stylization in that the mouth is very dark, the nose is long, and the 

forehead very high. The eyebrows are also emphasized. The head as a whole, however, I 

find proportioned to the neck and the body. The hair is made up of leaf type shapes, 

which are directed upward. In the hair, the character of the leaves, change and transform 

into a headdress. To me, this aspect contributes heavily to the indigenous connotations of 

the female figure. I respond to the woman's hair, which is very deUiiled, and to the 

abstract patterns that are formed. Uniting both bodies in the background is a large 

semicircle suggested by its whiteness and by outfined root shapes that seem to sprout 

from behind Zhu's shoulders. Higher up, behind the head and headdress, is an area 

depicting huge flower petals and white stems. The petals have value, but the stems do 

not. This area indicates forestry or vegetation. The design in the area is very interesting 

and pleasing to me. 

There are also two vertical lines at the bottom part of the drawing framing Zhu's 

body. To the sides of the lines are stone formations and something that appears floating 

horizontally on both sides, with not much volume. The forms are similar to those, which 

Luis and I saw this summer (1998), when we vacationed in Huatulco, Mexico. The forms 

highly resemble underwater rock formations and coral reef sections that were 

extraordinarily beautiful. This part of the drawing captures the appearance of calm and 

deep waters. These shapes are mysterious and interesting to me. In terms of composition 

they balance the drawing very well due to darkness of the shapes, which contrast with the 

whiteness of Zhu's body. The pen lines have pencil mark quality in that they are applied 

very soft but repetitive. 

In addition to all these aspects described above, there is also a red cord that 

connects Zhu's head, my heart, and the pear. Like other drawings, this one is also 

futuristic, in that it reflects things in the present (1998), while it was made in the past 

(1997). This is a gorgeous drawing and has a lot of love and care put into it. It is 

beautiful and produces a calming effect I am proud about the drawings I have described 

so far because tiiey are compelling and touch me deeply. 
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Photograph 

Drawing # 7. Zhu and f with Pear (Figure 4.6) There are four sets of 

photographs for tiiis drawing. The first photograph is very blurred, and the image is 

hardly visible but suggests preparation for what became the figures (Figure 4.6.b). 

Another photograph shows only a general outiine of the complete sketch and beginning 

progress on the woman's upper body (Figure 4.6.c). The next photograph depicts Zhu's 

face as being more emphasized, including his closed eyes, his nose, and the position of 

the hair as well as the placement of value on the neck and on what represents my arms 

(Figure 4.6.d). Following is a photograph that shows more details, depicting the level of 

the breast Zhu's face, his right eye, nose, mouth, and his ear, which seems complete 

(Figure 4.6.e). Another photograph depicts details of Zhu's hair, stems, and leaves 

(Figure 4.6.f). Two images show both pairs of closed eyes (Figure 4.6,g, 4,6,h), Another 

image depicts my face with elaborate hair, headdress, or aura, a section that is very 

interesting in terms of composition (Figure 4,6,i), Still another photograph indicates the 

vertical lines used to divide the drawing into different segments at the bottom and top 

parts, where the petals start to form, I recall that these lines were to be elements of a pear 

tiee, but in this photograph the marks insinuate flower imply petals, which is how they 

evolved later (Figure 4.6.j). The idea of forest or vegetation is depicted here through the 

leaves and plants that make up the hair in both figures as well as in the top and middle 

areas of the drawing (Figure 4.6.k). The arms extended to the sides emerge beyond the 

vegetation and become more defined (Figure 4.6.1). Another photograph partially depicts 

my head, including the headdress, which is very detailed and emphasized. Figure 4.6.m 

indicates abstract shapes and perhaps depiction of floating objects or plants. I have 

various photographs of the finished product depicting the whole composition and close-

ups of parts of face, headdress, Zhu, and tiie pear (4.6.1). As with the process of other 

drawings, once I start working, I become highly concentrated and lose track of time. 

Therefore, I do not have more photographs depicting the process of this drawing. 

I notice that in all these drawings I worked in a fragmented manner, detailing 

sections that are compositions on their own, the drawing is complete, however, only 
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when each section forms a whole. This framework correlates with Wilber's (1981) 

framework of whole/parts, part/whole relationship and his idea that everything in tiie 

universe is part of a larger whole. This way of working is fascinating to me because each 

section contains a revelation however it is not planned in advance but happens as the 

work progresses. 

Artwork 

Drawing # 2 & 8. Double Portrait: Luis and 148" x 43" pencil and ink on paper 

(Figure 4.7). This is a double portrait of Luis and me. The lower part of the drawing is 

very dtfferent from the upper part. I created this drawing in different stages. I started 

with the idea of a portrait, which later I thought I would paint (Drawing # 2). At some 

point, I decided to draw that concept of portraiture in a modified version on paper 

(Drawing # 8). The paper for this drawing is very white, thick and smooth, and the ink 

flows excessively, darkening the surface more than I would have liked. 

The most prominent sections of the drawing are the two faces at the lower part. 

There, Luis's face tumed out gorgeous. I depicted Luis as younger as I did in the 

bullfighter portrait. Luis seems to be observing the viewer or me. He is portrayed as 

wearing eyeglasses and maintaining a relaxed posture. This face is based on a 

photograph that, in my view, captured a moment of change. Luis's figure occupies most 

of the front part of the paper. One of my hands is large, and it is placed over Luis's heart 

area, which is represented by a dark circle. This hand appears stiff and cut out due to its 

overlapping position. The circle is interesting to me because it seems to indicate the 

possibility of entry or channel. My other hand is also sttff and overly elongated, but by 

holding Luis's left shoulder it denotes warmth and togethemess. 

The drawing depicts Luis in a T-shirt, which is white with only the outiines 

visible. A hand that belongs to my upper portrait has the appearance of an outiined 

glove, like gloves used by mimes. Luis's features seem realistic although somewhat 

exaggerated. His hair takes the shape of tiiick tiu-eads of yam. The face representing me 

has volume but looks doll-like. I remember perceiving this drawing as portiaying 
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lifelessness when I finished it. My eyes are depicted as lost and witiiout focus on 

anytiiing. The nose looks stiff and tiie moutii is static. The hair is in the same style as 

that of Luis. My hair seems to intersect and interconnect with his in such a manner tiiat it 

extends to the edges of the paper in a horizontiil manner. I remember how special it was 

to work on this area of my hair. I respond to the way in which this area developed and 

transformed. In my view, the hair is tiie most outstanding balancing element of the whole 

drawing. The way it unites both faces denotes connection more tiian entimglement. The 

yam-type lines are free, and they form beautiful shapes and flowing patterns of 

movement It reminds me of tiie soothing act of knitting. This lower portiait evolved in 

a surprising way. It could work as a composition on its own, and I respond to it very 

much. 

This drawing portrays two moments of change. It represents physical movement 

when the photograph was tiiken, and physical and psychological change in Luis. At this 

point it indicates reference to the past and to the present. 

On the upper part of the drawing there is another portrait of Luis and me. Luis's 

nose is bigger than in reality, and his eyes are very dark. He is wearing glasses as in the 

lower portiait. Here his hair is different. Luis had straight hair when he was littie but it 

became curlier as he grew older. That seems to be revealed in this drawing. My hair is 

also depicted differentiy. It is like a web of connecting lines, resembling the ponytail of 

Drawing # 6. On the back of both heads is the circle or sun representative of Luis. The 

rendering around this circle indicates a cloudy day or sky. This area, however, denotes 

rhythm and calmness simultaneously. 

In this upper part of the drawing, I am represented as an outiine similar to the one 

in the lower portrait and the eyes are still very Ulustrative. The face is rounder than one 

in the bottom, but the face seems static and immutable, perhaps depicting unwillingness 

to change. Therefore, there are two faces of Elizabeth, both strikingly static and doll-like 

look, and two faces of Luis that change and are different in the drawing from the original 

photo. I believe that the gesture of holding Luis indicates my need to connect with him 

and to bring him near. This gesture is well achieved in the lower part of the drawing 
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through the embrace and tiirough the bond estiiblished by the hair. At the moment of 

drawing tiiese portraits, I missed Luis and his absence was very painful to me. In tius 

drawing, I depict myself as I felt, like a statue or doll with Itfeless features. 

I remember that after finishing the faces I felt like framing the images somehow 

and did so partially from the bottom up without reaching the top edge of the paper. I 

cannot explain why 1 did not frame the whole drawing at this point. Yet, U seems to work 

better tiiis way, because continuing tiie frame to the top would have interfered with the 

fluidity of tiie line representing the sky, a line, which is very detailed but subtie. An open 

frame also denotes possibility. The design of the frame is based on a stencil, which I 

used repetitively to make it wider. The designs tumed out to be geometric and 

contiasting in tone. These contrasting areas complement the dark circle found at the level 

of Luis's chest and the darkness of my shirt. To me, this is a beautiful drawing! The 

drawing appears different from the other drawing of this series. It is the most 

complicated so far because at this point, I do not understand its full meaning. 

Photograph 

Drawing # 2 & 8. Double Portrait: Luis and I (Figure 4.7), For this drawing I 

have a photograph of sketches and four sets of photographs depicting how this drawing 

evolved (Figure 4,7.b, 4.7.c). I remember working on the lower part of this drawing very 

intensively and not intermpting the process very often; therefore there are no photographs 

of progress; but there are photographs of the complete drawing. I seem to have divided 

the work physically and psychologically into two sections, into lower and upper parts. 

One photograph depicting the lower section shows Luis's left eye and glasses and part of 

the hair, as well as the hands and upper face, which are delineated very sfightiy (Figure 

4.7.d). In another photograph of this area, I can see only my eyes and part of my hair and 

the second portrait as an outiine (Figure 4.7.e). There is a photograph of botii Luis and 

my face completed (Figure 4.7.f). One depicting the white gloves and one hand resting 

on Luis chest over a dark circle or mandala (Figure 4.7.g), another photograph indicates a 

comer of the frame designed with geometric shapes (Figure 4.7.h). I do not have any 
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photographs of the details of tiie upper part of the drawing, but one photograph shows the 

completed frame (Figure 4.i). One more photograph depicts the finished drawing. 

Based on tiiese photographs, tiie drawing can be divided into tiiree horizontal 

sections: tiie bottom part has both faces and three hands. The middle section to me is tiie 

most important area, because of the stylization of tiie faces and the hair in contrasts to the 

geometric shapes of tiie frame. The third part of the drawing is tiie upper area, which is 

very different in terms of the line used, mainly thin and net-like. This section includes 

the circle/sun, tiiat represents Luis, and the background with its variations of short lines, 

which tumed out fascinating. This drawing is about Luis and me and our mother/son 

relationship-how he is growing and distancing physicaUy, emotionally, and 

intellectually. The drawing depicts change of character and personality and moments of 

transition. It also denotes Luis becoming independent. In my view, it is a beautiful 

drawing, very delicate and elaborate. 

General Observations: Artwork 

After observing these seven drawings, I realize that they are about the dearest 

people in my life. By starting this series of drawings depicting Luis I was able to 

confront the fact that he had left and that I missed him very much. Drawing Luis brought 

him close to me in my heart and provided a sense of happiness and understanding about 

growth and change and about the fear that comes with those challenges. The drawings of 

Zhu are also about growth and change, in addition to love, departure, and loss. 

These drawings reflect the past because they relate to things that had happened to me, but 

they are also about the future. The imagery is more present now than it was at the time 

that I created these works. These drawings are tianscendental and multiphase in meaning 

and provide insight in a mysterious manner. These drawings are very fulfilling to me. 

They are a continuation of ltfe situations and activities and belong together, as a series. 

There is also unity in terms of materials used-pencil, ink, and paper—as well as in terms 

of the size of the artworks. The end results are elaborate, beautiful drawings inscribed 

with content 
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Comments: Artinaking and Photographic Documentation 

What comes to mind in terms of process is that (except for the first drawing in 

which I sketched directiy onto the paper), all other drawings were made based on 

independent sketches that were then transferred. The sketches were built up through 

cutting and pasting, until I was happy witii the general composition and use of space. 

The size of tiie drawing was determined broadly based on the size of the sketch. All 

drawings are meticulously made and based mainly on line and mark making-except for 

the initial idea or statement of intention. The process of making was open as to aUow for 

evolution and development in terms of content and imagery. There was no pre-

established plan for how to finish a drawing regarding form. Immersion in the process of 

artinaking resulted in stylization and exaggeration of important features and elements that 

later appear loaded with meaning. Meaning was and is discovered as the work 

progressed, once it was finished, and after time has passed, as is the case at this second 

level of interpretation. 

I realize that the photographs do not tmly reveal the process of making these 

drawings, although the photographs provide a hint of it. Looking back, 1 find that the 

process of making varied from one or two hours of work, to cases of five or seven hours 

at a time, intermpted only for short breaks. Each drawing happened differently in terms 

of timeline, although all drawings were executed in a period of between three to six days. 

The drawings that were subjected to fewer interraptions show more intensity, and the line 

is heavier, more fluid, and continuous. 

Nevertheless, since I had never documented or recorded the process of making art 

and only commented on it as art from an ex post facto perspective, this has been a 

priceless experience for me. I have leamed a lot about the meaning of the works. The 

lapses in the photographic documentation are compensated for, because inscribed in the 

drawings is their evolution and the experience of making them. In this sense the 

photographs I do have are very valuable. Additionally, I have the original artworks that I 

produced. I note commonalities in the drawings and am convinced that other meanings 

will reveal themselves at a later time, A recommendation for other studies of this nature 

466 



that derives from the above descriptions is to photograph the work in progress after each 

break and at the end of the day's activities, but parallel to this, I suggest videotaping the 

creative process, 

Third-Level Interpretations: Artworks 

Introduction 

Following is a brief description of my impressions from viewing the drawings at 

hand on August 2002, I had not seen this work since the last observations were made in 

1998, 

Drawing # 1. Luis with Letter (Figure 4.1), This drawing I interpret as cathartic 

and healing. It is a drawing to connect Luis to me after a painful departure. The reason 

for Luis's departure is inscribed in the shirt and the sun surrounding him. The most 

pronunent feature of the drawing, however, is the head. The line is intense, and each line 

involved a conscious decision or intention to reconnect with him literally, emotionally, 

mental, and spiritually. This drawing is personal and related to my surface stmcture or 

daily life. At this point, I have not identified any underlying archetypal imagery. This 

drawing is transformative at the highest levels in Wilber's (1981b) sense, in that by 

creating it, I found that the division between Luis and me disappeared, and we became 

fused as one. The result of which was insight and understanding about life. In my view, 

this drawing carries universal connotations of mother/son relationship, puberty, 

transition, and life changes. 

Drawing # 3. Zhu and Rainbow (Figure 4.2). This drawing is an homage to Zhu's 

subtiety, loving, and caring manners. It represents my love and admiration for him. This 

drawing is specific or contextual and reflects my response to Zhu and his kindness. The 

colorful rainbows instUl a sense of harmony, tranquility and contemplation. 

Drawing # 4. Zhu and Road (Figure 4.3). In my view, this drawing also indicates 

life transitions. In this case, transition is reflected in the one-way road as well as in Zhu's 

gesture of heading forward but looking back. The portrait is of Zhu, yet I am in it 

through the twigs and leaves, tenuously connecting me to him. The most prominent 
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aspect of the drawing is Zhu's head divided at the level of the eyes, denoting mind 

mastering body and spirit because of the excessive emphasis on the forehead area. Zhu's 

hair transformed into a mountain indicating his plans and destiny of seeking roots 

elsewhere. The rainbow has a gray value and testifies to a vision into my future in which 

metaphorically, tiie rainbow lost its color for me. At this point, the piece carries nostalgia 

along with a sense of tranquUity because of the subtie lines and tones. 

In terms of form, the drawing is executed with great care and love, except for the rainbow 

area or sky, which is done loosely and quickly mode. All other lines are thoughtful and 

rhythmic. This drawing has value, variation, movement, balance and unity. It is personal 

as it relates to my daily reality. It is futuristic in that it indicates future loss of a 

relationship before the loss actuaUy happened. A common thread is life transitions and 

change. 

Drawing # 5. Luis as Bullfighter (Figure 4.4). This drawing is complex and 

multilayered. The literal interpretation is that it depicts Luis and his love for music and 

fascination for guitars. At another level, I sense that this drawing is about departure and a 

mother's preoccupation for the well being and security of her child. It indicates transition 

from childhood to adolescence. Luis is depicted dressed elaborately as a bullfighter as if 

conscientiously preparing for a major task or endeavor. The sun's warmth and light 

symbolize him. The light shines over all of the country in a circular motion, providing 

nourishment and warmth to what surrounds Luis. Wings spring off one of Luis's 

shoulder indicating new freedom but also a difficult tiansition, for me represented by 

means of the injured bird. At still another level, this drawing carries cultural 

connotations through imagery belonging to Mexican culture and also highlighting 

transition. The Aztecs in their search for a place to settle found insight and guidance 

through the imagery of an eagle devouring a serpent. 

This drawing is personal in that it is about my son and family life situations. It is 

also universal, however, in that it indicates natural development and life passage to 

puberty, which are difficult to cope with from both the parent's and the child's 

perspective. Another implication is the archetypal imagery of the moon (small, injured) 
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standing for matriarchy (contiol and power) and the large sun indicating patriarchy or 

separation between the mother and the son who gains autonomy through a natural 

tiansition of growth and development. 

Drawing # 6, Synthesis of life (Figure 4.4! As witti other drawings, tiiis piece 

denotes various levels of meaning. One level relates witii particular situations at the 

moment of creation. Literal and symbolic imagery relates to gestation and reproduction 

in process or incompleteness. The drawing is also universal in tiiat, in my view, it tiilks 

about human nature, including biological life cycles. 

Drawing # 7. Zhu and I with Pear (Figure 4.5). This drawing is very complex. I 

interpret it as depicting a sense of tranquility, peacefulness, and contentment. These 

aspects are denoted by minimal movement portiayed and evidence of concentration 

depicted literally in both faces. I respond to this drawing in that, although it was created 

ahead of time, it provided closure to the end of my relationship with Zhu. Surprisingly, a 

balancing factor for such loss coincides with Luis being depicted through water imagery, 

completing a cycle from departure to reencounter. Besides the water, I see major 

connections with nature reflected in rain, leaves, and flowers. The circle is a recurrent 

motif: for example, the headdress, for me now carries connotation of aura, insight, and 

illumination. 

In terms of form, the drawing has impact because of its size and the texture of the 

paper, which is thick, and because of the line quality used throughout. All marks on the 

paper are lines. The darkest areas are lines superimposed upon other lines in a diagonal 

or cross-hatching manner. There are also outiines that contribute to keeping the drawing 

simple, soft, and balanced. Each part complements the other to create a unified 

composition. This drawing inspires me and renunds me of the power of art as it mirrors 

our lives if we provide the opportunity for creation. 

Drawing # 8. Double Portrait: Luis and I (Figure 4.7). This drawing I interpret as 

carrying aspects of archetypal imagery of the web of life as understood by Orenstein 

(1979,1988) depicted through web type lines, which I sense as ethereal and delicately 

interrelating to the cosmos. The circular pattem reoccurs in this drawing as sun and as 
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the dark void, which mantfest at high levels of consciousness. The part that is unlimited 

by boundaries is open for many possibUities. This drawing to me is about connection, 

cherishing, and honoring mother/son relationships. This drawing in Wilber's terms 

involves the eye of flesh, the eye of mind, and the eye of contemplation. I perceive this 

as a holistic drawing. My profound conviction is that because through artinaking 

processes these aspects materialized, artmaking provided strength to continue my life 

duties. Art here is a reminder of the fundamentals of life, and therefore, this drawing is 

reassuring to me. It is a personal drawing, yet great meaning, as are Drawings 1 and 5. 

This piece also indicates ltfe transitions, change, and potential. 

Chapter Summary 

In describing these drawings from the researcher/viewer's perspective, I can sense 

power and revelation. These drawings testify to the transformative power of art through 

the process of creating them, but also through inscriptions, which materialized in the 

actual objects by means of imagery and symbols. These drawings are all connected to 

my personal ltfe and thus are autobiographical, yet they also carry connotations of my 

gender and cultural background. Most fundamentally, these drawings denote aspects of 

our common ground as part of human nature. My understanding at this stage of my 

research is that art is a means for the survival of our species (alike to Dissanayake's, 

1980, 1987, 1992a, and 1992b, perceptions), in that through the process of making and 

viewing, we reawaken our sense of humanity. Art is a vehicle for inner tiansformation 

that allows the access to all levels of consciousness, from the unconscious to the 

superconscious as understood by Wilber (1977). It is inherent in our being and is seed 

for potential and growth as viewed by Progoff (1959,1985) and Gablik (1992,1993). 

In this chapter, I have provided an analysis of the process of creating artworks 

during a two-month intensive production period this analysis is backed by theoretical 

frameworks in a footnoted mode, I include a second level of interpretations based on 

viewing the work produced and on viewing the photographs, taken during the process of 

creating, which denote visual and metaphorical transitions. In addition, a third level of 
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interpretiition from the researcher/viewer's perspective is offered, which highlights major 

pattems in terms of imagery and content. 
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CHAPTER VI 

SUMMARY OF THE STUDY 

Introduction 

In Chapter I of this research, I introduce the purpose of the study, foreshadowed 

problems, the significance of the study, definitions of terms, and the study's 

methodology. In Chapter II, I review tiie theoretical frameworks used with emphasis on 

Wilber's Spectrum of Consciousness and his All-Level, All-Quadrant models, backbone 

of this study. I include interpretative methods encompassing phenomenology, 

hermeneutics, and heuristics. I examine various psychological theories conceming the 

unconscious, consciousness, and superconscious. I submit a section on feminisms, 

including feminist theoretical approaches, and present WUber's models for a tentative 

initial mapping of the various views (i.e., essentialism, social theory, and culturafist 

feminisms). I offer a section on the theory of human ethology as presented by 

Dissanayake and Aiken. I also address anthropological and ethnographic views as a 

framework for the methodology of this study. In Chapter III, I describe theoretical 

approaches to autobiography, which encompass definitions, function, and significance of 

autobiography for healing and for transformation. I conduct an in-depth study of 

Charlotte Salomon's Life? or Theater? and include her work as a compelling example of 

art as transformation. 1 include Allen's (1995) philosophy of art as a conduit for spiritual 

nourishment. I discuss Greenwood's (1995) and Check's (19%) perspectives regarding 

the power of autobiography for healing, witnessing, and creating a form of testimony. 

Further, I offer an autobiographical account of art as it relates to my life with the purpose 

of setting the background and conditions for this study, which documents creative 

processes from within the experience of artmaking in the visual arts. Chapter IV is 

concemed with the methodology used in this study, including the Jones's Visual 

Weighted Free Key Word Indexing System and tiie Non-numerical Unstructured Data 

Indexing, Searching, and Theory-Building (NU-DIST) software I used for qualitative 

analysis. There I defineate the various interpretative stages. I then describe the 
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limitiitions of tiie methodology as well as suggestions to overcome these conditions. In 

Chapter V, I present tiie core of this study-a two-month documentation of the production 

of creative art. The documentation is footnoted with analysis substantiated by the 

different tiieoretical frameworks used throughout the study. I include a second stiige of 

interpretation written a year after the artworks were produced. It is based on the artworks 

themselves and on the photographs, which were taken while the work was in progress. I 

then offer a brief third level of interpretation section describing my perception in 2(X)2 of 

the artwork produced from the standpoint of the researcher and viewer. In Chapter VI, 1 

present my findings, the significance of the study, repercussions for art education, 

limitations of the study, recommendations for future studies, conclusions, and a brief 

summary of the chapter. 

Findings 

I begin this study by positing that traditional Westem theories about art do not 

yield satisfactory responses regarding art's trae nature, I therefore believe that the 

question of what art is should continue to be explored. In this dissertation I offer an 

interdisciplinary approach for insight into the nature of art, and specifically, into the 

transformative power of art. During the process of this research I have found many more 

answers, and of far greater depth, than I anticipated with my inquiries at the beginning of 

this study. The specific questions this study addresses are presented below followed by 

my findings. 

Does a combination of Eastem and Westem philosophies, as understood by 

Wilber. provide insight into the study of the nature of art? My belief is that, yes, it is 

precisely this combination of Eastem and Westem perspectives that holds the key to 

understanding human nature and the nature of art. While Westem-oriented psychological 

approaches provide a wealth of information regarding human development from the 

unconscious level to the mind (rationalist) level, Eastem views, based on perennial 

philosophy, complete the scheme of human development. These Eastem views address 

the same levels (except for the unconscious-Freudian and Jungian); Eastem philosophy. 
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however, places emphasis on the upper levels of consciousness, or the superconscious 

level: psychic, subtie, causal, and ultimate, Wilber's insight in combining these Westem 

and Eastem philosophical woridviews is highly revolutionary and far-reaching. From 

reviewing tiie literature, I realize that Wilber as philosopher, has acquired the stature 

among his contemporaries of Freud, Nietzsche, and Marx, Further, Wilber, as a 

practitioner of Buddhism himself through daily meditative practices, testifies to 

experiencing unity-consciousness 24 hours a day and therefore provides an insider's 

view, which is congment with the standpoint of artist/researcher that I take in this stiidy 

(Wilber, 20(X)a), Wilber's views open tiie possibility of a holistic approach that accounts 

for the realms of human psychology, from the unconscious to consciousness, and then to 

superconsciousness. It is this holistic approach that provides a basis for understanding 

the multifaceted aspects of art. Throughout time we find art created to relate to the body 

or physical aspects of our being. There is art that addresses perceptions, feelings, and 

emotions. There is art that is created to elate the intellect through exploration of elements 

and principles of art and through focus on content. Finally, there is art that addresses 

spiritual aspects of our being."'" Perennial philosophy, in my view, also offers the 

framework to understand the potential development of human consciousness. This 

framework, when applied to inquiries about the nature of art and of artists, reveals that an 

artist is more than visceral, more than emotional, more than intellectual. The artist has all 

of these aspects, but above all, the artist is Spirit to use Beittel's (1991) words. In my 

particular case, this framework attests to the effects of my art experiences of a 

transformative nature. Through this study I have leamed that there is a discourse of a 

broad nature, which combines Eastem and Westem views and, which values the 

heightened experiences and the awareness of cosmic fusion. This framework, when 

applied to exploring the nature of art, provides insight into art's tianscendental power to 

manifest visually and to guide our actions with strength and purpose. 

"'"According to Wilber (2(XX)a), the first museum in the world that has as a 
mission to exhibit art produced for and from Spirit, or transpersonal art, is in the making 
in Vienna and was envisioned by Philip Rubinov-Jackson who is Russian Jewish, 
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Do WUber's developmental and tianspersonal theories provide insight into the 

understanding of art and creative processes, and how does this happen? I believe that in 

the combination of both approaches lie the answers to the question of how art can have 

inunense power-catiiartic, healing, and transformative. Orthodox developmental 

psychological tiieories address the unconscious (Freud, through the methodology of 

psychoanalysis, and Jung, through the metiiodology of free association), the physical, 

sensoriperceptual, emotional-sexual, magical, mythic, and rational levels of 

consciousness, including Haget, Kohlberg, Loevinger, Arieti (in Wilber, 1981b), Wilber 

(1997,1981b, 1981c, 1983b, 1986b, 1995a, 19%) is an integral psychologist who 

befieves that the levels of consciousness are stage-developmental and cross-cultural, and 

that each human being has the potential for developing all stages from lowest to highest-

matter, body, mind (as understood by orthodox psychology) in addition to spirit (psychic, 

subtie, causal, and ultimate see Appendix G). 

Progoff (1959) identifies depth psychology (beginning with Freud) as referring to 

the theory of the repressed unconscious but "mainly to the recognition that there are 

processes taking place beneath the surface of awareness and that these processes are as 

real, as subject to law, and to scientific principles of understanding, as the processes of 

the body" (p, 9), According to Wilber (19%), first-phase Freudian psychology 

recognized that human beings possess an unconscious, which was a revolutionary 

discovery. In his initial unearthing, for Freud, all unconscious was repressed. During his 

second, phase Freud, identified within the unconscious the Id, the Ego, and the Superego. 

At this point, influenced by Jung's findmgs, he recognized: first, that the ego was non-

repressed; second, that the superego was simultaneously non-repressed but also a 

repressor; and third, that one part of the Id was repressed (containing elements expelled 

from consciousness due to violence, trauma, or crisis), while the other part was non-

repressed, containing an archaic phylogenetic heritage, Wilber states that tiiis heritage 

included, in addition to instincts, "abbreviated repetitions of the evolution undergone by 

the whole human race through long-drawn-out periods and from pre-historic ages" (p, 

106), Jung identifies this phenomenon as archaic consciousness or awareness of 
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archetypes. Because Jung related archetypes witii soma, Wilber positions archaic, 

collective unconscious at the matter level of his Spectrum of Consciousness model (see 

Appendix G). 

Eastem contemplative psychology is identified in the Westem worid as 

transpersonal psychology, and recentiy in Wilber's work (1998a, 1998b, 2000a, 2000b), 

as Integral Psychology, Integral psychology addresses the matter, body, mind, and spirit 

levels of consciousness (Wilber 1983b), By combining Eastem and Westem 

developmental theories, WUber is able to constmct his Spectrum of Consciousness model, 

which in the simplified version can be visualized in Appendix G. Each level contains 

both, surface structures-different in each individual and culture-and deep structures-

universal and identical across cultures. Within deep stractures, Wilber (1983c, 1995a) 

believes that each level of consciousness possesses an Archetypal unconscious, which has 

different manifestations depending on the level addressed. He uses Archetype with upper 

case to refer to the non-repressed unconscious aspects of deep stmctures found at each 

developmental level of consciousness. From his experience, the manifestation of the 

Archetypes is Spirit as Spirit. Within the unconscious, Wilber (1995a) recognizes 

Freud's concept of the repressed realms for each level of the Spectrum, because in his 

view, each level can develop pathologies and regressions. Also, within deep stmctures 

Wilber identifies Ground-Unconscious pertaining to each level of consciousness. For 

him, ground-unconscious represents potentials ready to emerge at some future point in 

our lives if we cultivate methods for these elements to surface; otherwise they remain 

dormant, or as propensities, to use Dissanayake's (1987,1992b) terms. Wilber believes 

groimd-unconscious is unconscious but not repressed because like the Archetypes, they 

have not yet entered consciousness. This understanding allows Wilber (19%) to offer a 

model that denotes the stmctural and dynamic layer, and the developmental 

characteristics of the phenomenon of the unconscious (see Appendix H). 

Wilber (19%) further identifies a Submergent-Unconscious, which he believes is 

comprised of all surface stractures, which take various forms within deep stractures. 
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These he believes are elements from consciousness (daily life) that become submerged in 

unconsciousness by inattention, forgetting, or repression (tiauma, crisis, violence). 

In this study, I posit that through artmaking processes, elements of our 

Submergent-Unconscious are brought back into consciousness, and in propitiating 

resurfacing of repression, art exerts its healing power (see Appendix I). In my view, this 

phenomenon of resurfacing of tiie unconscious-repressed materializes, in artworks, 

through imagery relating to the problem or the pathology. In this sense. Greenwood 

(1995) refers to the imagery that manifested in her own artmaking processes during a 

seven-year joumey into tiie unconscious, as imagery depicting satanic rituals, rape, and 

violence testified to the abuse she had been subjected to as a child. Greenwood believes 

that because the trauma materializes in our physical bodies, we experience physical pain, 

even though the pathologies are psychologically based. She believes that our body is the 

receptacle of everything that has happened to us tiiroughout our lives and that it has 

inscribed traces of major conflicts or problems, I posit that art allows for repressed 

memories (Submergent-Unconscious) to reach surface and mantfest by means of 

imagery. The purpose for seeking the resurfacing of the repressed memories, is to 

address those problematic issues and consequently relieve us from them. Further, 1 

believe that it is the process of resurfacing of the repressed memories through the 

materialization of imagery that has healing power or is therapeutic Theories who see art 

as therapeutic are correct in that art does have the power to enter the unconscious and 

bring to surface pathologies. Therefore, I highlight this inherent property of art as literal 

power for healing. However, generally, art therapists focus on this power of art and 

artmaking processes and neglect to acknowledge many other inherent properties of art. 

In this study I posit that art not only addresses the ill (Freudian) aspect of our 

unconscious, but also the healthy (Jungian) aspect of the unconscious, and this is where 

WUber's (19%) models are far more encompassing than I initially perceived. This study 

adopts Wilber's framework of the Submergent Unconscious to the study of art and 

creative processes based on my own experience. At the deep stmctures of our being, 

Wilber identifies the Emergent-Unconscious, found also at all levels of matter, body. 
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mind, and soul. These deep stmctures he claims, are elements that have not yet emerged 

from tiie ground-unconscious. These elements are unconscious but not repressed. He 

believes tiiat tiiey are latent, waiting to become conscious as human beings develop to 

higher levels of consciousness. Wilber (19%) is tiioroughly convinced, based on his 

experienced, tiiat subtie realms (or levels beyond tiie mind) emerge from the ground-

unconscious, and with proper methodologies (i.e., deep meditative practices) tiiese subtie 

realms can be facilitated within each individual in our society. 

In this study, I argue that art has the power to aUow elements of our ground-

unconscious to mantfest and reach surface. I believe that elements of ground-

unconscious materialize through imagery of the Archetype as understood by Wilber. 

Further, I believe that deep stractures of ground-consciousness have already emerged in 

many artists, and are reflected visually in their work. I share with Orenstein (1979, 1988) 

the view that women's consciousness is manifested through imagery within the 

continuum of the Great Mother-Great Goddess. Orenstein (1979) explores the 

appearance of Archetypal imagery in women's work (i.e., Leonor Fini, Leonora 

Carrington, Remedios Varo). Within the lower levels of consciousness, the ground-

unconscious manifests through imagery of plants and biological life, and the highest 

levels are manifest through halos, auras, or illuminated/numinous aspects of visual 

artworks. WUber (19%) gave the example of the Kali, who is represented as Great 

Mother and Great Goddess simultaneously. He notes that the halo is something that is 

not found in Great Mother icons. For him, the representation of Kali is twofold: it 

exemplifies the old mythology of the Great Mother (blood, pain, suffering, and death) as 

well as the tianscendence of self into the spiritual. Kali, for Wilber, is the perfect Great 

Goddess: "She preserves but transcends the Great Mother, and integrates lower and 

higher realms of consciousness" (p. 1%). 

I believe that this continuum, from lowest to highest levels, is manifested in many 

artists and in women's art. My own work testifies to this phenomenon. I am convinced 

that women's imagery relating to deep stractures also finds interpretation in Gender-

Specific Phase feminist writings, which highlight specific imagery as pertinent to gender. 
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Similariy, relates to the positions of ecofeminists. Ecofeminists place great value on tiie 

natiiral environment, and work towards creating a new culture and politics that integrate 

the intuitive and the spiritual. Boettger (1994) and Gablik (1992) stated that ecofeminists 

seek partnership with the Earth by espousing interconnectedness and awareness of 

cosmic "oneness and mystical enlightenment" (p. 254). In this study, I assert that 

through artmaking processes, there is further awareness of connection to the cosmos. 

This, I assert, has to do with the phenomenon of unity-consciousness in which one 

becomes fused with nature and the universe. During this stage, there is awareness of 

galactic interconnections and of the expansiveness of the universe. 

My perception is that Wilber's Spectrum of Consciousness model is helpful in 

mapping where tiie Great Mother and the Great Goddess mantfest within the continuum 

of consciousness development. Therefore, I am convinced that WUber's developmental 

and tianspersonal theories provide insight into the understanding of art and creative 

processes, and represent how the phenomenon of creativity and consciousness happens, 

Wilber believes that, because the phenomenon of consciousness is a 

developmental process, access to the highest levels of consciousness (of fusion with the 

cosmos and the experience of deity) is available to all people, and the route he 

recommends for reaching our highest potentials is deep meditation, I am convinced, 

because I have experienced it, that artmaking at the levels of tiansformation yields the 

same results as meditation does, and this postulate is the core of this study, I propose that 

art is a necessary vehicle in secular societies to access the highest human potentials. 

Shapiro (1994) and Walsh (1984), in alignment with Wilber's views, believe that there 

are developmental possibilities for insight and iUumination that can be accessed by taking 

up a practice, "a transpersonal discipline, a yoga, capable of catalyzing transpersonal 

development" (p. 131). I suggest that we tiike up artmaking and art viewing as a route for 

a parallel type and quality of transformation. 

In congmence with this perception, Shapiro and Walsh (1984) cite Meister 

Eckhart's statement, "what a man [sic] takes in contemplation, he [sic] must pour out in 
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love" (cited in p, 129); I am thoroughly convinced that this will yield the compassionate, 

loving and caring individual tiiat the worid needs for contemporary times. 

What is the place of feminist writings within Wilber's framework, and how do 

they provide knowledge of what is art? My belief is that WUber's Spectrum of 

Consciousness model provides tiie basis for understanding human natiire. By applying 

his model to gain insight into the nature of art, we begin to see how art is transformative. 

I assert that artmaking processes encourage and facilitate the transition/transformation 

from one level to another higher level: from matter to body, from body to mind, from 

mirui to spirit. As tf this model were not enough, Wilber (19%) expands it into an 

integral and comprehensive model, which he identifies as All-Level, All-Quadrant. The 

expanded model allows for the acknowledgement of many theories, including feminist 

contributions, not by positioning all these theories on one level or dimension, but by 

placing them horizontally and vertically, within the four quadrants. This model 

encompasses Wilber's initial psychologically oriented Spectrum of Consciousness, which 

he positions in the Upper-Left Quadrant. Women's writings represented in this quadrant, 

which are addressed in this study include Baker (1973), DeepweU (1995), Fmeh (1988), 

and Iskin (1979). 

The Upper-Right Quadrant represents biological or physical aspects of our being. 

Wilber posits that there is a deep shoicture in all beings, which is biological and exists 

universally and cross-culturally. Women advocating tiie Gender-Specific Phase of 

feminism highlight biological and behavioral differences between sexes. Feminist such 

as Chicago and Schapiro, (1982), Nemser (1979), and Nochlin (1973,1979) are 

representative of this quadrant. 

For Wilber (1988), surface stmctures mantfest differentiy from culture to culture. 

The lower-Left Quadrant, encompassing cultural aspects (i.e., gender, race, and ethnicity) 

addresses these differences and particularities. Feminists addressing postmodem issues 

of race, ethnicity, age, and gender are represented in his quadrant and include cultural 

feminists Bamett (1995), Chadwick (1997), Dawson (1995), Fmeh (1988), Fmeh et al. 

(1994), Gablik (1973), Havice (1995), Iskin (1979), and Touchette (1994). 
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Within tiie Lower-Right Quadrant, Wilber identUies social stmctiires (i.e., 

economic, and political stiuctures). Social feminists such as Cottingham (1994), 

Dawson, (1995), Fmeh et al, (1994), Goldman (1988, 1991), Havice (1995), Lippard 

(1990, 1995), Nochlin (1973, 1979), Maines (1979), and Roth (1988) are representative 

of this quadrant. 

In my view, WUber's models offer a vehicle for the reexamination of women's 

contiibutions to society. By embracing Wilber's models in order to understand feminist 

writings in the field of art and art criticism, we are able to "honor" (to use Wilber's 

terms) contributions by all women' (p. 192). Women's views may overiap in more tiian 

one quadrant; in general, however, the core of a particular author's research tend to focus 

mainly on one quadrant, as in the case described below of Ellen Dissanayake. As a result 

of her focus, I position her as addressing predominantiy the biological quadrant. 

Wilber's model allows dtfferent feminist views to be acknowledged as having equal 

importance. Feminisms can benefit from adopting Wilber's model to eliminate tiie old 

modemist tradition that embraced a current theory while rejecting or eliminating a 

previous one. Early feminists spoke of unearthing women's artworks to acknowledge 

their contiibutions to art in general, but were attacked by later feminist trends because in 

the eariier studies the methodology used followed the methodology of patriarchal 

stmctures of society. Second wave feminism proclaimed that art was gender-specific, 

and therefore this second wave embraced a biological component for the form and 

content of women's art. Third wave feminism rejected this biological/essentialist 

component to the understanding of art and proposed instead that the production and 

reception of art are based on or conditioned by social, economic, and cultural stractures. 

Within Wilber's quadrant model, all feminist views of art are correct in that they address 

different aspects of our being and our world (psychological, biological, social, and 

cultural), so that in combination feminist views can be seen to produce a larger, more 

comprehensive whole. 

Is the ethological view of art espoused by Dissanayake and Aiken supported 

within Wilber's overall scheme, and what aspects of art can be addressed with their 
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views? My perception of Dissanayake's research is that she is knowledgeable about the 

importance of cultural, social, and psychological stmctures of human nature. This is 

evidenced in her adjective paleoanthropsychobiological defined in Art for Life's Sake 

(1992b) she uses this adjective to posit that a definition of art would comprehend all 

human evolutionary history, all human cultures, and human psychology. This 

comprehensive approach is also found in WUber's (1996) All-Level, All Quadrant model, 

which includes human psychology (Upper-Left Quadrant), human history (Lower-Right 

Quadrant or social), human cultures (Lower-Left Quadrant), as well as human biology 

(Upper-Right Quadrant). Nevertheless, the core of Dissanayake's research focuses on 

biological approaches to the understanding of art. She follows Darwinian evolutionary 

theory, specifically, ethology, which she applies to human behavior in order to study art. 

She stresses that art has been selected by our species for its survival value. Dissanayake 

(1988) states, "the unchanging carriers of hereditary traits are genes (and particular 

combinations of genes) [and therefore]... genes are the units of selection" (p. 27). In 

Dissanayake's (1992a) view, recognizing that art is a behavior allows us to understand 

that art is intrinsically important that it has been selected for survival purposes, and that 

it is biologically essential for our species. Dissanayake (1980) believes that art as a 

behavior reaches as far back as the pre-Paleolithic phase of hominid evolution. 

Dissanayake (1988) states: 

In our evolutionary past, when human nature was being formed (i.e., in the five 
mUlion years that preceded the mere 10,(XX) years of human civilization), art in 
conjunction with ceremonial ritual and other vital aspects of ltfe had selective 
value to those in societies that practiced it. (#9fn) 

Dissanayake (1982) views art as a universal proclivity, fundamental and necessary, which 

involves all peoples and all social groups, from past to present. Dissanayake's research is 

sound and addresses with great emphasis and sophistication the Upper-Left Quadrant 

within Wilber's model. Her research also encompasses tiie level of matter witiiin his 

Spectrum of Consciousness model. Therefore, the combination of Wilber's and 

Dissanayake's perspectives in my views is cardinal for an integral view about human 

nature and about the nature of art. 
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In this study, I posit that art allows artists and viewers to enter the realms of the 

ground-unconscious and contributes by bringing to consciousness elements from tiie 

ground-unconscious level, which have never entered consciousness. This phenomenon in 

my view is key to understanding how art is a reminder of our essence and nature. This I 

claim, is one aspect of the immense power of art (see Appendix H). 

What level of Wilber's Spectrum of Consciousness model accounts for my 

experience of the process and products of artmaking? My belief is that through 

artmaking processes in the visual arts, all the levels identified by Wilber are addressed, 

from matter (expressed through concems about materials used for art production), to 

body (expressed through perceptions, feelings, emotions, desires), and mind (expressed 

through thought processes, ideas, belief system, and formal concems having to do with 

design and composition). Artmaking also addresses the spirit level, in that 

materialization of the experience of unity-consciousness, and the visionary aspects of art, 

tiansfer into material through artmaking processes. Aiken (1995) supports the idea that 

people respond to art because people are imprinted by material constituents (of color, 

design, and composition). 1 postulate that the art object, if it has been "made special" 

(Dissanayake 1982, 1992a, 1995a) has imagery stamped by our deep stiiictures (Ground-

Unconscious and Archetypal) and surface stractures (relating to our cultural and 

traditional background). Additionally, the art object has transcribed, within its material, 

imagery and symbols of personal significance. The viewer, in my perspective, responds 

to universal imagery (derived from deep stmctures) because it is reflective of his/her own 

nature. People respond to particular cultural imagery tf they belong to that culture, or if 

they have leamed about or have a specific interest in that culture. Further, people 

respond to imagery that is particular or personal to the artist through their sense of 

empathy or through echoing. We respond because the artist was capable of transmitting 

ideas that are akin to or mirror our own experiences. Amheim (1%7) believes tiiat works 

of art raise the questions of our entire existence every time we experience it. He states, 

"no quest for wisdom can go further" (p. 149). Therefore, I state tiiat art is 

transformation and addresses all levels of our being, from lowest to highest I propose art 
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as a vehicle for inner knowledge and nourishment with power to transform the individual, 

and tiirough him/her, to influence positively the collective in Gablik's (1992,1993) and 

Dissanayake's (1992b) sense. Gablik believes that art has the power for hope and for 

reenchantinent for the worid. Dissanayake gives credit to art and ritiial for its liminal 

properties, which she describes as the "possibility to reach a threshold or tiansition 

between one state of consciousness to anotiier" (p. 42). Further, in my view, art carries 

aspects of our past and our present as understood through Jung's concept of 

Synchronicity (in Progoff 1973). 

I also embrace Progoff s (1985) concept of Utopia and hope. He believes that 

Utopia in society is equivalent to hope in the individual. "It is an image of the future as 

one would wish the future to be" (p. 23). According to Progoff, the personal images in 

which hope is embodied present themselves through dreams and through art. For him, 

Utopia and hope are both "visions of reality that come ahead of time" (p. 24). Progoff 

befieves that in the "process of growth in nature, in the human individual, and in society, 

there is an inherent tension" (p. 25). He adds, "this tension of time is the essence of all 

creativity by which what is new presses until it eventually breaks itself out of the shell 

that contains it" (p. 25). He perceives that "the present moment is moving toward the 

future, but it does so while it is still encompassed by the quality and atmosphere of the 

past" (p-. 26). The reason, I believe, that the artist (understood as anyone who sees 

hersetf or himsetf as artist) is visionary and marks the path for others to follow is as 

Progoff (1985) states: "only the individual can have a dream, see a vision, or proclaim a 

prophecy" (p. 26). He states, "these visionaries, or prophets, or artists . . . have their 

visions for themselves . . . but they also have them on behatf of.. . their fellow human 

beings" (p. 26). For Progoff, this is one of the characteristics of Utopian people, 

"individuals who do not experience their personal good as separate from that of the 

community" (p. 27). Progoff believes that "the visions of such persons constitute the 

great social hopes of the conununity, but they are social hopes tiiat are individually 

experienced" (p. 27). I believe that Gablik (1993) expresses this same perception of 

visionary artists when she states, "they are the prototypes Uving out the next 
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epistemology of self (p. 309). Gablik (1992) mentions Heinz Kohut's concept of the 

anticipatory function of art. In her view, Kohut believes that artists who are in touch with 

the necessary psychological tasks of a cultiire are preparing the way for a culturally 

supported solution to conflicts, and these solutions will ultimately heal our society. She 

states, "one of the tasks of the reenchantment project is to develop a more open model of 

the psyche so that as a culture we can recover the ability to 'dream forward' and reclaim 

the power of vision" (p. 48). For Gablik (1991), the source of creativity in society begins 

in the individual person, and when individuals and social transformation converge, this 

results in a breakthrough to a new way of seeing. In other words, the problem and the 

solution are manifested initially in the individual, who is also an element of the 

collective. 

Progoff (1985) further believes that acts of inspiration are personal and happen to 

individuals; but that these acts are also non-personal or transpersonal in the sense that 

their contents, "their subject matter, and the quality of their insights, relate to more than 

the individual; they involve the essentials and the universals of human existence" (p. 29). 

Gablik (1992) expresses ideas similar to Progoff when she states: 

In the visionary mode, myths from all times and cultures are available to us; we 
touch into a seemingly magical dimension from which emanates a sense of the 
mysterious, and the sacred; we have experiential access to the past or the future, 
and the limitations of our cultural conditioning are transcended, (p. 52) 

Gablik adds, "visionary seeing is a force against the literal mind . . . It is a 

movement into a larger, timeless dimension tiiat honors, archetypal forces and powers 

beyond the local setf" (p. 52). In my view, WUber's multidimensional model offers the 

framework, which clarifies Progoff and Gablik's positions about human potentials. He 

provides a clear picture as to where and how these phenomena of development happen. 

What is Art from my experience? In Chapter V, I describe creative processes 

from within the experience of artimaking as phenomenological acts and constractions. 

Further, I believe that art, by its very nature, is phenomenological. Through art-creative 

processes, the artist parenthesize experiences until he or she achieves awareness of 

infinite unity consciousness. In my view, without this phenomenological property of 
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parenthesizing, it would be difficult to enter the stiige of deep concentration necessary for 

tiie mantfestation of insight and illumination. 

In tiie tiiird level interpretation of this study, it became obvious to me tiiat three 

fundamentiU aspects about the nature of art are highlighted. First, art is powerful because 

it allows for the surfacing of elements from our Ground-Unconsciousness, which reminds 

us of quintessential constitiients of human nature (see Appendix H), Second, art reveals 

archetypal imagery, which belongs to our culture and to which Progoff (1984) refers as 

the "reservoir of our culture" (p. 29). This is noticeable in the imagery and symbols, 

which belongs to Hispanicity and are reflected in my work. Third, art is about 

transcribing personal life situations in order to make these experiences intelligible. I 

befieve that my art reflects personal, cultural, and universal aspects of human nature. 

Therefore, it is my profound belief that art has the power to transform the maker and the 

viewer by catering to our deep and surface stmctures (see Appendix G). 

Progoff (1985) identifies these phenomena as "symbolic unfoldment" (p. 35), 

which for him happens at various levels or degrees from superficial to deep. He gives the 

example of a tree. At a personal level, the image of a tree may be symbolic of past 

experiences or memories. At a deeper level, the tree may symbolize relationship to a 

figure of authority. At a still deeper level, the tree may be symbolic of appreciation of 

nature and feelings of connection to life. At an even deeper level, a tree may be symbolic 

of the fall of humans. At a deeper level, it can be manifestation of the Tree of Life. And 

deeper than all of the previous levels, the tree may also be an expression of the totality of 

inner essence of the life process itself. Progoff believes that the key to understanding this 

complex symbolism is the factor of movement within symbols or symbolic unfoldment. 

He states, "the factor of symbolic unfoldment involves the active opening of each symbol 

as the motif underlying it unfolds and moves from personal to more-than-personal levels 

within the individual and within the community" (p. 38). Progoff sees the expression of 

this active factor as evident in all areas of the creative life, but especially in the arts. He 

believes that art can "awaken in individuals a sensitivity to the universals of life" (p. 38) 

a notion akin to Dissanayake's fmdings. He states, "what artists express reaches to a 
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deptii so basic in tiie human psyche tiiat it stimulates experiences in other human beings 

beyond tiie limitations of space and time" (p. 38). For Progoff, this happens because 

symbols "open progressively from within tiiemselves toward a level at which the 

recognition could be basic and universal" (p. 39). Progoff offers insight as to how 

symbolic imagery becomes materialized in works of art, which is congment with 

WUber's models. In this study, I posit that Wilber's theoretical frameworks are aU 

encompassing and essential for insight into tiie tme nature of art in its particular and 

universal representations. 

Are Wilber's methodological suggestions—the use of empirical-analysis, 

phenomenology, hermeneutics. and heuristic methods-valid for the study of art and 

artmaking processes? Wilber (19%) believes that evolutionary hierarchy is also a 

hierarchy of knowledge and that each level of the Great Chain of Being has its own mode 

of apprehension or epistemology. Within the simplified version of the Spectrum of 

Consciousness model of body, mind, and spirit he finds three corresponding modes of 

knowing: objective/sensory, symbolic/conceptual, or mental, and contemplative/intuitive, 

or transcendental. Wilber (1983b) clarifies that mind can look at (and articulate) all 

levels, and that for each level, the result is a different type of knowledge. He befieves 

that when the mind refers to sensory knowledge, its mode is empirical-analytic; when the 

mind is concemed with the level of the mind as in mind-mind, its mode is hermeneutic, 

phenomenological, rational, or historic, and its interest is moral; and when the mind 

attempts to cognize the spiritual realm, its mode is paradoxical, or radically dialectical, 

and its interest is stereological. 

Wilber (19%) notes throughout his writings that the methodology to address the 

lowest level of consciousness is objective/sensory. In WUber's (1983a) view, empirical-

analytical inquiry is performed by a subject on an object. In this case things are 

experienced as tilings or data. In this study, I explored this type of methodology in a 

limited manner, namely by using the NU-DIST computer software, which had the abifity 

to do text-searches for pattem-finding. I used this methodology as follows: (a) I executed 

text-searches of each word that carried a sense of meaning from all data collected (see 
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Figure F. 1); (b) I tiien transferred tiie list of words to Microsoft word processing and 

ordered tiiem alphabetically (Figure F. 2); and (c) I tiien examined the list for more 

general pattems, taking into consideration Wilber's simplified model of matter, body, 

mind, and spirit. I found the following pattems: Drawing # 1-7, me, Zhu, Luis, matter, 

body, mind, spirit, time, process, art/matter, art/body, art/mind, art/spirit, me/matter, 

me/body, me, mind, me spirit family, friends, loss, food, gym with indication that art and 

artinaking involves the material components of the work, the feelings and emotions 

expressed through the work, the intellectual activity of decision making and problem 

solving regarding the content and form of each piece, as well as spiritual elements 

denoting fusion of time and space, insight, and understanding (Figure F. 3). Once I found 

these pattems carrying the contextual sources of the terms, I transferred them into 

Microsoft Excel (see Appendix F. 5). Although the whole process was very intensive and 

time-consuming, it yielded littie information of value or information, which could have 

been extracted using more mdimentary and less costiy methods. By combining these 

results with the Jones's system, however, I was able to identify major descriptors and 

consequently the pattems discussed in Chapter IV. 

Wilber (1983a, 1996) recommends phenomenology and hermeneutics for 

symbolic communication, which is what the artworks and process described in this study 

are about. He identifies phenomenology as the "study of the meaning of mental acts as 

mental acts" (p. 13). It is the science concemed with describing an experience from 

within the experience. For him, it describes what we think we do when we think, what 

we see when we see, what we hear when we hear, or the phenomenon perceived from 

within the phenomenon. I believe Wilber's methodology is fundamental for the 

interpretation of the meanings of my artwork and has proved valuable by going beyond 

the empirical-analytical aspect toward a focus on the meaning and content of the words 

used, descriptors, and pattems that emerged. It is not the quantity of words used to 

describe the process of art creation during the two-month art production period (joumal 

and tape-recording) which is significant, but the quality of the experience, or the ability to 

testifying for the experience of art from the inside out. Wilber (1983c) indicates that a 
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mental-phenomenology inquiry is performed by a subject (or symbol) on or with other 

subjects (or symbols). The subject's referent is conceptual knowledge as knowledge itself 

(stincture of ideas, communication, and intentions). The data of mental phenomenology, 

are thoughts intentional and symbolic Furtiier, Wilber believes that mental 

phenomenology is dialogical involving the subject and the symbol. 

Therefore in this study I also identify with Husseri's phenomenology, in that I 

perceive art activities as transcendental and involving perceptual experiences of making. 

Brenneman, Jr. et al. (1982) describe Husseri's phenomenology as conceming the 

"natural attitude . . . the study of intiamundane stmctures of experience" (p. 187). 

Brenneman, Jr. et al. believe that Husserl was interested in an ideal nature, or essence, of 

mental acts relating to cognition, such as believing, seeing, and imagining. Husseri tried 

to describe acts in such a way as to reveal their essential nature. For that reason, his 

version of phenomenology is known as transcendental and pure phenomenology. 

Further, Husserl postulated the concept of reduction, which makes possible the 

reconstitution of the appearance of the world in terms of its transcendental stmcture or 

essence. This concept requires attention to the awareness of experience and a reflection 

upon the experience. Sallis (1986) describes this concept as "the attention to the things 

themselves as they present themselves. It involves setting aside all prior interpretations, 

setting all presuppositions out of action and attending to things as they show themselves 

in their immediate intuitive presence" (p. 77). In Sallis's (1986) view, for something to 

show itself through experience requires that the conditions exist for something to 

manifest itself. In my view, this is a natural phenomenon of artmaking. The process of 

artmaking allows for aspects of ltfe or acts that do not disclose themselves ordinarily, in 

experience, to manifest within the creative process. Additionally, I believe that Husseri's 

pure phenomenology (reduction, parenthesis, bracket, and switching off) is a method that 

reveals itself naturally in art. Therefore, phenomenology, hermeneutics, and heuristic 

methods are essential tools for the different levels of interpretations of my work. For 

Heidegger, phenomenology becomes hermeneutics, in that he is concemed with the 

perception and description of phenomena. Heidegger focuses on the disclosedness or 
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non-disclosedenss of tiie subject-Being (who is the object and the subject of an 

investigation or phenomenon), as is the case of this study based on the dual role of 

artist/researcher. 

I believe that in the production stage of this study, I practice Husseriian 

phenomenology, and that this happens in a natural manner. In the descriptive stage, 

through joumal keeping and tape recordings, I practice Husseriian descriptive 

phenomenology. I describe tiie phenomenon of artmaking as it presents itself in my 

awareness without purposefully interpreting it. In the interpretative stage of my shidy, in 

which I look for similarities, differences, pattems, and meaning of symbols, I practice 

hermeneutic phenomenology in a combination of Heidegger and Merleau-Ponty 

phenomenology. Merleau-Ponty declares that knowledge derives from looking into the 

things themselves and interpreting a phenomenon through language and the context in 

which the phenomenon appears. Ihde (1986) notes that phenomenology implies 

thickness and depth, and includes perception of the manifest, latent, the given and the 

meant, which resemble the sides of a cube, which is multidimensional. I believe that 

Ihde's notion coincides with Wilber's recognition that reality is multidimensional and that 

reality mantfests in part/whole, whole/part relationships. Further, I use heuristic methods 

as understood by Klein (1993) as a conceptual framework for inquiry and discovery. 

In this study, I accept Wilber's notion of deep and surface stractures. I adopt Wilber's 

concept of Archetypes and Jung's concept of archetypes for an understanding of 

metaphors, symbols, and meaning, and aspects of feminism concemed with 

commonalities and universalities. In use feminist approaches and autobiographical 

methods for insight into surface stmctures or particular contexts (i.e., ethnic, age, gender, 

and economics) out of which my work emerges but in addition, I am thoroughly 

convinced that feminist perspectives are a necessary element in understanding what art is, 

as well as in investigating the meaning of my own art products. 

Does joumal keeping and autobiography prove valuable for this particular study 

and for future studies of this nature? Amheim (1%9) states, "artists have good reasons 

for being wary of discussing the ideas expressed in works of art. Any verbal shortcut 
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tiu-eatens to replace the work in its particular concrete complexity and thereby threatens 

to paralyze the artist or blind the beholder. That is why artists prefer to deal with 

technique" (p. 13). Nevertheless, he believes that the artist knows, ttiat beyond technical 

aspect of art, the artist is in pursuit of deeper visions. It is witii the aid of feminist theory 

and autobiographical approaches tiiat I respond to the challenge of writing about not only 

the technical aspect of art but also about the experience of artmaking from witiiin a 

artist's/researcher's perspective as it connects to my life and my surroundings-a 

perspective, which is cultural and social/political. With aware of Amheim's statement 

above, and of Allen's (1995) belief tiiat the interpretation of our images should be not 

finite but open to new unfoldings and revelations, and with awareness of my own 

discoveries that images are multilayered and gradually reveal themselves, I present my 

interpretations and descriptions of the content of my work as interpretations in progress. 

Adams (19%), in her analysis of different types of methodologies for the 

understanding of art, includes autobiography on a par with other fundamental strategies 

(i.e., iconography, style, formafism, and aesthetics). In this study, I present the insider's 

view, following Stanley's (1992) perception that "power stracture in which an elite 

speaks and theorizes for the rest of us must be assailed and dismantied" (p. 241). I 

present first-hand experience, and as Lanzmann says of first-hand experience; "like the 

oath, it cannot be carried out by anyone else" (in Felman and Laub, 1992, p. 206). This 

approach leads me to adopt autobiography as theory and method. I use autobiography for 

self-awareness (May (1953), for self-knowledge and setf-understanding (Chandler, 

1990), for perception and the act of witnessing, and for testimony of personal crisis 

(Allen, 1995; Chandler, 1990; Check, 19%; Felstiner, 1988; Greenwood, 1995; and 

Herman, 1992), for a "re-seeing of the past to reconstmct the paths that led to the 

present" (Sayre, 1994, p. 609), and for the creation of "a road towards constmction of 

selfhood" (Jouve, 1991). 

I am also tremendously inspired by Charlotte's Salomon's Life or Theater? and 

present it here as the most powerful example of autobiography (for self-knowledge and 

healing) and of art as transformation (for insight and revelation). In this study, I also 
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include compelling autobiographical accounts by Allen (1995), Greenwood (1995), and 

Check (19%), which testify to tiie power of art and autobiography as vehicles for inner 

knowledge and wisdom, intuition, and spiritual nourishment. 

Chandler (1990) states that autobiography is based on the raw datii of personal 

experience and that the importance for the reader is tiie "act of setf-examination itsetf, 

more than in the conclusions they draw" (p. 9). For her, "the examined life becomes tiie 

primary imperative" (p. 209). Chandler stiites, "telling one's own story is a deeply 

regenerative human activity and makes up for lost bonding cultural rituals . . . 

autobiography is one available means of restmcturing, redescribing, reevaluation, and 

remytiiologizing the worid" (p. 5). Stanley (1992) is convinced that we all possess the 

ability to tell our stories, because in telling our stories there are no mles to follow. 

Schiwy (19%) notes that writing about the self "allows us to reinvent ourselves after 

every uprooting and . . . weave changes into the larger fabric of our lives" (p. 145). 

Further, Felstiner (1988, 1994), Sayre (1994), Padover (1%9), Bmner (1983), Manson 

and Green (1979), Jouve (1991), and Femandez (1992) are all convinced that 

autobiography speaks beyond the experience of the individual and reflects aspects of the 

society and the times in which it was written. In this particular case, in which I explore 

the transformative power of art and its impact on my life as having literal survival value, 

I believe that it is justifiable to write autobiography as background and context for the 

research. 

In this study, I distinguish between autobiography and diary or joumal keeping, in 

Femandez's (1992) sense that autobiography has no closure because its author is still 

alive, joumal entries and diaries have even less of a sense of conclusion. Juhasz (1980) 

emphasizes that a diary provides a sense of the personal, of process, of dailiness, and of 

immersion, rather than of conclusion. For the documentation phase of the two-month 

intensive art production period, 1 use joumal or diary keeping stiategies as understood by: 

Juhasz and Schiwy (19%), in the sense of daily and records of the present moment, of 

one day's events and actions; Steiner and PhiUips (1991), in the sense of daily record of 

occurrences, experiences, observations, feelings, and attitudes; Field (1989), in the sense 
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of a new beginning for each day; and Abbott (1984), in tiie sense of intermittent and 

possessing unregulated style. For Abbott diaries are a record of inner fife, and the author 

has "no one to impress, no one to perform for" (p. 10). 

My findings regarding my joumal entries are that they present the sum of the 

day's activities and highlighting tiie most important aspects of ltfe experiences and art-

creative processes. My findings indicate that joumal keeping, although written in a 

casual manner (with disregard for grammar and spelling,) carries tiaces of rationalism, 

which contrast with the free-association characteristics of speaking to a tape recorder. 1 

tape-recorded impressions several times a day immediately after the experience of 

artmaking and/or at the end of the day's production. I believe that the tape recordings are 

confessional in nature (Jelinek, 1980) and that they denote subtie intiicacies of my life 

and that my joumal entries, on the other hand, were concentrated on daily activities 

viewed as a whole. I find that joumal entries are more thoughtful and selective than tape-

recorded entries, but that the tape recordings are richer. 

In this study, connections to life are evident in the artworks produced and in the 

writings. I find similarities with Salomon's Life and Theater?, which is a written story of 

her life as she imagined, as experienced, and as she envisioned her Ufe. 1 find affinity 

with Allen's (1995) description of writing autobiography as testimony of the power of art 

for spiritual guidance and nourishment, as well as with Greenwood and Check 

autobiographical stories of the power of art for heaUng from trauma and for finding 

voice. Therefore, in this study, the function of autobiography is two-fold: it is reflected 

in my writing (autobiography, joumal, and tape-recorded entries), and it is immanent in 

my artwork. I recommend autobiography, joumal, and tape recordings for close 

introspection, discovery, and knowledge. 

Significance of the Study 

This study is an initial attempt to explore creative processes from within tiie 

experience of artmaking in the visual arts. In this study, I endeavor to contribute an 

integral approach to understanding what I interpret as the transformative power of art. 
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My findings open tiie possibility for the constmction of an open-ended stincture, or a 

theoretical framework specific to tiie visual arts, that may augment an understanding of 

our human nature, and of tiie power of art if we allow it to be part of our lives as makers 

and viewers. Dissanayake believes that art is intrinsic to all of us, yet, because our 

society does not give complete value to art's power (or as I believe, because our society is 

unaware of art's real power), tiiis innate ability has generally become dormant. 1 offer 

this study as a means for the awakening of our inherent abilities and potentials, and as an 

argument, and justification of the importance of art for all peoples. 

The findings of this study in its particular aspects are not generalizable. From an 

insider's perspective, however, I believe it commits to a better understanding of what art 

is and can be. I believe this study serves as a methodological application of WUber's 

model so that other artists can pursue investigation into the nature of art, for the sake of a 

grounded theory rooted in primary source data. 

For Progoff (1985), the "utopian vision or imagery of Utopia that will reshape our 

times will come forth out of the consensus and cumulative tone of individual experience 

of 'Everyman and Everywoman' taking place on the symbolic level of the psyche and 

formed by images that reflect deeper-than-conscious" (p. 109). Progoff states that tiie 

"deep transpersonal experiences of the psyche not only heal the individual person to 

whom they come, but they bring a measure of healing to tiie community of man [sic] as a 

whole" (p. 126). For him, Utopian individuals, having been in contact with tiie depth of 

their inner experience, and having touched the universals of life, feel the need to 

contribute to the lives of otiiers. Gablik (1991) notes Lester Milbrath's beliefs that in our 

postmodem world (viewed from a Reconstructive postmodernist perspective), change is 

inevitable, and that we have no choice but to change-that individuals may seem to have 

littie power today, but that the tmth is, that only we have the power to transform our 

situation, as tiiere is no one else to do this for us. Milbrath befieves tiiat ordinary people 

can change themselves and can bring about broader change (p. 121). Further, Gablik 

(1993) argues "that a critical threshold is reached when enough people change their setf-

image and beliefs and begin a realignment of the worid, only 5 to 10 percent of the 
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population is needed to change the whole" (p. 309). On a related issue, Gablik (1991) 

mentions Morris Berman, from the Reenchantment of the World, discussing the need for 

an "opening of vision," and for "the cultivating of a listening self (p. 10). 

Progoff (1985) describes as follows how the imagery of Utopia presents itself in 

tiie psyche. "A disturbance in each case draws forth an image that opens the way to a 

new and constmctive possibility. Each image speaks for the future, setting forth a 

condition that is brought about ahead of time, before its fulfillment is possible. Thus, it 

involves hope" (p. 111). Progoff believes that the vision of life contained in the image of 

Utopia is a living symbol of something to come. For Progoff, the "social expression of 

hope is an image of Utopia, a fore-visioning of life as it may be possible for human beings 

to live it together" (p. 111). In my view, Gablik's The Reenchantment of Art (1991) is a 

testimony of hope, or an image of Utopia for the future, in the same realm as that of 

Progoff s imagery. Gablik believes that William James's "leap of faith" is the 

precondition of any human effort. She states, "hope is the vital issue . . . we only have to 

envision a new world, and work towards our desire to change" (1991, p. 18). 

Progoff (1985) talks about life tasks and human destiny in terms of symbolic 

unfoldment and imagery. He sees that "the inner perception of one's life is a feeling of 

movement into the future, an unfolding" (p. 193). The content of the movement cannot 

be perceived tmly while it remains on the inside; it can only be perceived tmly when it is 

embodied in an outer form and has been expressed by the person or by an extemal work. 

In other words, the form or outer work corresponds to an inner work or "opus" in the 

person (p. 193). Further, Progoff states, "each new increment to the opus of selfhood is 

an addition to the permanent heritage of civilization" (p. 194). 

Progoff (1985) describes a perception about artists and creative processes that is 

consistent with my experience and beliefs when he states: 

The creative person is one who is able to draw upon the images within himself 
[herself] and then to embody them in outer works, moving inward again and again 
for the inspiration of new source material, and outward again and again to leam 
from this artwork what it wants to become while he [she] is working on it (p. 
207) 
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Further, Progoff (1985) like Aiken (1995), believes that "the artwork carries an 

overiay of spirit which shines through and around the artwork and makes it a lasting point 

of contact for individuals in generations to come" (p. 194). For him, 

Such an artwork serves as an awakener of meaning for many, and in the course of 
time becomes a lastingly effective symbol for the community at large . . . It can 
serve as such a symbol because it retains the quality of tiie tension and of deptii in 
the midst of which it was made. (p. 195) 

He states, "this quality is capable of speaking to many persons in all parts of history, for 

it recreates the dialogue out of which an outer work and an inner opus are mutually 

formed" (p. 195). Progoff states: 

This is the essence of the great masterpieces that have been created through the 
ages. They reach out beyond themselves because the quality of the dialogue out 
of which they were formed lives on in their atmosphere long after the act of 
creation has been consummated. This atmosphere awakens in others the fullness 
of what the mutuality of the creative act involved when it was taking place. And 
by means of it many others can experience the liberating unity in a creative event 
on the level and in the context of their own lives, (p. 195) 

Progoff (1985) believes that artworks, taken together, "constitute humanity's 

collective leap and the cumulative building of opus that is progressively the spiritual 

history of mankind's future" (p. 195). He states, "it is thus that the reality of spirit 

establishes itself, building itself out of the accretion of personal experiences that form the 

transpersonal dimension of human existence" (p. 195). 

I offer this study as testimony and method for the materialization of the visionary 

Utopian individual who will contribute to the transformation of our world in, the sense of 

Progoff, Gablik, and Dissanayake. In terms of Wilber's philosophy, I offer this 

interpretation of art as a vehicle for the development of levels of consciousness beyond 

the rational mind towards Spirit. 

Additionally, this study is relevant for transpersonal or integral psychology, in 

that, as Walsh and Vaughan (1993a, 1993b) note, the movement towards the 

transpersonal nature of art is concerned with identifying art with authentic contemplative 
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disciplines, and in this study, I posit that art is a fundamental discipline that can yield 

transformation for makers and viewers. 

Repercussions for Art Education 

In my view, this study has repercussions for all levels of education by providing 

insight into tiie functioning of human consciousness and into the role of art in 

accelerating the development of consciousness. As part of my findings, I posit that art 

allows for the tiansformation from one level of consciousness to tiie next. I assert that 

transformation does not happen automatically, but requires comnutment to art as 

transformation. Further, I note that transformation does not occur if we are not ready for 

it. My profound belief is that artmaking processes prepare, facilitate, and guide the 

joumey of leaping forward to higher realms of consciousness, and I declare that this is 

tme for both children and adults, within their own levels of development (see Appendix 

G). 

Dissanayake's and Wilber's findings further substantiate my belief that art is for 

all people. I state, based on experience directing The Saturday Young Artists 

Workshops,^^ that art allows children to express themselves from the inside out, and that 

art provides insight as to the individual's origins in terms of species. Further, I believe 

that archetypes in the Jungian sense reveal themselves in chUdren more readily than in 

adults, who are restricted by social constraints and pressures. I advocate a child-centered 

approach that emphasizes self-realization and psychological integration in relation to 

artistic behavior and aesthetic responses. Because I espouse interdisciplinary and integral 

approaches, however, to understanding human nature, I seek for a kind of art education, 

which addresses contemporary issues of multiculturalism (ethnic, racial, sexual, 

generational, etc.). I also find it essential for art education frameworks to encompass 

ethics of love and care towards others and towards the natural environment. 

In this study, I highlight that art-creative processes are inherentiy 

phenomenological. Therefore, in my view, quality art education for children at grade-

"'̂  Southern Illinois University at Carbondale, Carbondale IL (2000-2001). 
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school levels, is precisely the bracketing of extemal elements, first of all tiirough 

providing an adequate environment for creativity. I befieve that phenomenological 

reductions are further facilitated for children when the children are carefully motivated 

and guided at tiie beginning of the art session, and are allowed to focus on their activity 

during the time for the whole creative process to render positive results necessary (the 

length of time varies with dtfferent age levels). Children show signs while working of 

applying (without being aware of them) eidetic, or pure phenomenological, strategies, 

apparent or obvious, in deep concentration stages while working. Children appear to be 

capable of bracketing everything, except for their interaction with themselves and the 

object(s), and the results are a meaningful experience and an art product, which has 

personal significance and value for the children. 

In terms of higher education, this study is testimony that art-creative processes 

involve stating our intentions and the execution of those intentions, in Allen's (1995) 

sense. Because art is multifaceted, however, art's meaning reveals itself gradually. This 

notion has implications for art education practices, in that imagery (symbolic or 

metaphorical) cannot be interpreted wholly immediately after the experience, but that 

meaning requires time to reveal itself to the maker and to the viewer. 

My belief is that there are no substitution for the effects and benefits of art as 

transformation, and herein lies art's power. Art as transformation is the level of art, 

which we need to explore further. This is the aspect of art, which may be advocated and 

pursued in schools and in institutions of higher education. I befieve that the inquiries of 

this setf-study provide initial directions for further exploration into a better understanding 

of the nature of art: the why, what, when, and how of art. 

Recommendations for Future Studies 

I volunteer this study as an integral theoretical approach to understanding art. I 

present this study as a research methodology based on anthropological and ethnographic 

methods, as well as on autobiography and joumal/diary keeping approaches. I offer this 

study as a contribution to a new vision about art and a method for inner transformation. I 
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suggest that other artists/researchers seeking to understand the power of art in their lives 

and in society follow this study's main theoretical and methodological strategies for the 

future development of a grounded theory conceming the nature of art, a theory, which 

may acknowledge art's transformative power. 

In terms of documentation of creative processes, I recommend that the three 

methods of autobiography, joumal keeping, and tape recording all be used as each yields 

a different level of understanding, since the three methods when compUed provide 

enriching results. I propose the Jones's Visual Weighted Free Key Word Indexing System 

as yielding better results than the Non-numerical Unstructured Data Indexing, Searching, 

and Theory-Building (NU-DIST) since the latter is time consuming and does not 

contribute as much as the Jones's system in terms of depth of information. The Jones's 

system makes it possible to code information freely, and because the system is visual, it 

facilitates more readily pattem-finding. I also recommend Wolcott's ideas about 

collection and organization of data. 

I recommend that the focus of future studies be placed on description and 

interpretative process by means of phenomenology, hermeneutics, and heuristic methods. 

I suggest that the documentation of the creative processes involve photography as in this 

study. I advise, however, that videotaping be added as a complementary process. 

Limitations of the Study 

This study has limitations in that it is based on one person's experiences with art 

creation in the visual arts. It is a non-longitudinal study concentrated on a two-month art 

production period. As compensation for these limitations, I propose the artist's 

continuous documentation of creative processes. I realize that this recommendation 

implies a massive amount of paperwork. To reduce the paperwork, I propose that voice-

recognition programs be used in which the artist may speak directly into a computer 

without having to write journals by hand, or tianscribe tape recordings, which in my 

experience, involved more hours than the actual art-production time. The transcription 

process of this study was a time-consuming and monotonous activity, especially because 
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it was not the purpose at that point of the research to make initial inferences conceming 

my responses to tiie works or to interpret the written documentation. 

Because of the rigor, discipline, and consistency that qualitative studies require, I 

see as a limitation the massive amount of time and effort necessary to pursue sttidies of 

this nature. Further, if attempted, research of this nahire requires close investigation into 

the theoretical frameworks and methodologies used. And finally, what is essential is a 

profound belief in the power of art and the will to share personal insights with others. 

Sharing personal insights might be limiting in that voluntarily opening up to others, make 

us vulnerable to public scmtiny and judgment"'^ and in my view, not all artists might 

have the commitment to carry through with a methodology, which is so personally 

revealing. 

In terms of Wilber's theoretical framework, which promotes meditation for the 

sake of transformation, Hamblin (1991) notes that in our Westem world, meditative 

practices are not widely accepted for educational settings and further, that Eastem 

philosophies are viewed as not acceptable for Westem classrooms. To overcome this 

impasse, I recommend art as a vehicle for inner transformation parallel to the function of 

meditation. Art has been valued by very few people in Westem societies as a prerogative 

by very few people, and to overcome this view, I propose Dissanayake's findings about 

our inherent artistic proclivities, and I state (with her) that the practice of artmaking is a 

right for all peoples. 

Conclusions 

In this study, I offer a new approach to art based on WUber's contributions to the 

understanding of human nature. WUber's frameworks provide the tools for my 

introspection into the power of art for transformation and for inner growth. I present 

Dissanayake's compelling research highlighting the value of the arts for the survival of 

our species. I embrace feminisms as developed tiirough different historic phases-from 

"'̂  I for example have been categorized as Romantic-the term carrying pejorative 
connotations. 
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inclusion, equality, the valuing of female experiences and femaleness, consciousness 

raising, to collaboration. In relation to feminist essentialism, I explore aspects of 

archetypal imagery of the Great Mother and the Great Goddess as reflected in some 

women's art and in my own work. In this paper, I suggest that as women, we embrace 

commonalities and shared universalities while we simultaneously acknowledge and 

respect our differences, 

I contribute insight into art-creative processes by describing my engagement in art 

production activities and by documenting my responses and impressions, I analyze my 

descriptions using the methods of phenomenology, hermeneutics, and heuristics, and I 

support my findings within the theoretical approaches used throughout this research. I 

conclude that art is transformation—that it allows for development of consciousness and 

tiansformation, from the lowest to the highest levels of consciousness and that, art-

creative processes facilitate the resurfacing of repressed memories through imagery, 

which has healing power. Further, I conclude that art is a vehicle for us as humans to 

gain access to our Ground-Unconscious and to surface those elements that remind us of 

our tme nature, I conclude that art is all-encompassing and that therein lies its power. 

Chapter Summary 

In this chapter, I offer my findings, including responses to the questions posed at 

the beginning of the research process, and I illustrate my tenets by means of graphs in 

Appendices G, H, and I, I highlight the significance of the study as an integral approach 

to the understanding of art and of its transformative power, and I relate my postulates to 

the notions of Progoff (1985) and Gablik (1991) regarding the Utopian individual, I note 

repercussions for Art Education, from eariy childhood education to adult instmction, and 

I include phenomenological aspects of artmaking processes and imagery, I include 

recommendations for future studies in terms of creative methods, documentation, coding, 

and interpretative descriptions for future findings with the goal to promoting more studies 

of this nature, for the sake of developing in the future grounded theory on the nature of 

art, I include my conclusions, and a brief summary of the chapter. 
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APPENDIX A 

KEN WILBER'S INFLUENTIAL PUBLICATIONS, 

Ken Wilber (bom January 31, 1949 in Oklahoma City) is a prolific North 

American writer. He identifies himself as integral psychologist. He has authored the 

following work. 

The Spectrum of Consciousness (1977) incorporates spirituality into modem 

psychology in an integral combination of Eastem and Westem perspectives-perennial 

philosophy and perennial psychology. 

No Boundary: Eastern and Western Approaches to Personal Growth (1979) 

simplifies the tenets of The Spectrum of Consciousness and analyzes various 

psychologies and therapies available within Eastem and Westem frameworks such as 

psychoanalysis to Zen in relation Jungian to Meditation, Gestalt psychotherapy in relation 

to Transpersonal Meditation. Wilber places emphasis on boundary psychology in 

relation to placing typical of Westem thought and on the possible dissolution of 

boundaries through the insights of the perennial philosophy. 

The Atman Project: A Transpersonal View of Human Development (1980, 

reprinted in 1996), offers a compelling view of individual development or individual life 

cycle from birth to the transcendence or Unity of Consciousness or Atman. 

Up from Eden: A Transpersonal View of Human Evolution (1981, reprinted in 

19%) presents the Atman project for human evolution. The book has anthropological 

and historical emphasis and relates the levels of the Spectrum of Consciousness in a 

macro level or with a phylogenetic approach. 

A Sociable God: Toward a New Understanding of Religion (1983) is the Spectrum 

of Consciousness model through the lens of sociology and religion. Emphasis is placed 

on the deep and surface stmctures—tiansitions and transformations, horizontal and 

vertical growth—of development. 

Eye to Eye: The Quest for the New Paradigm (1983, reprinted in 1990) focuses 

mainly on Wilber's epistemology, the correct epistemology of the various levels the risks 

of category error or the pre/tians fallacy which consists of confusing the various levels 
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and their correct epistemology. A typical category error is to confuse prepersonal 

development witii tianspersonal growtii. 

Quantum Questions: Mystical Writings of the World's Great Physicists (1984) 

includes the views of modem physics (such as those of Heisenberg, Schroedinger, de 

Broglie, Jeans, Planck, Pauli, Eddington, and Einstein), boundary placing in tiie sense of 

classical physics (naming, counting, and measuring) has collapsed, but do not offer 

insight into mysticism and spirituality. 

The Holographic Paradigm and Other Paradoxes (1982) (edited and co-authored 

by Wilber it refers to the question of whether mysticism and physics (religion and 

science) can interface. Wilber's answer is no, because he finds that physics is 

monodimensional, capable of addressing only the material level of consciousness, while 

mysticism and authentic religions are pluridimensional. Wilber (1982) appreciates, 

however, the concept of holography in physics as valuable for encompassing a part/whole 

and whole/part paradigm. 

Transformation of Consciousness: Conventional and Contemplative Perspectives 

on Development (1986, with Engler and Brown) places emphasis on tiansitional and 

enduring phases of development or this book examines the concept of stages from 

Eastem or conventional and Westem or contemplative perspectives resulting in a 

balanced fulcrum of the total spectmm of consciousness. 

Spiritual Choices: The Problem of Recognizing Authentic Paths to Inner 

Transformation (1987, with Anthony and Ecker) is an exposition of legitimate spiritual 

(horizontal translation) and authentic spiritual paths (vertical transformation) with 

recommendations for spiritual growth. 

Sex, Ecology, Spirituality: The Spirit of Evolution (1995) along with the 

simplified version, A Brief History of Everything (1996), is considered Wilber's 

masterpiece and demonstration of his mature work. In it he explores various concepts 

such as the Great Nest of Being, Kosmos, holons, holarchy, the four quadrants, the 

twenty tenets. He also discusses flatiand and vertical transformation, postmodem 

concems including feminism, ecology, and cultural studies. 
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The Eye of Spirit: An Integral Vision for a World Gone Slightly Mad (1997) 

focuses on developmental: affective, moral, cognitive, creative, spiritual development 

which co-evolve alongside the basic levels-matter, body, mmd, and spirit. Emphasis is 

also placed on epistemology. 

Grace and Grit: Spirituality and Healing in the Life and Death of Treya Killam 

Wilber (1991, with Treya) is a unique love story combining philosophical perspectives 

with human relationships and straggle witii illness. It is highly touching and insightful, 

depicting great love, compassion, and a total commitment to service. 

The sources mentioned above are used in this study to support its theoretical 

framework. In the years since I wrote my dissertation proposal however, Wilber has 

published, six more books: Marriage Of Sense and Soul: Integrating Science and 

Religion (1998); Sacred Mirrors: The Visionary Art of Alex Grey (1990 with Cario 

McCormick); Essential Ken Wilber: An Introduction Reader (1998); One Taste: Daily 

Reflections on Integral Spirituality (20(X)), Integral Psychology: Consciousness, Spirit, 

Psychology, Therapy (2(XX)), A Theory of Everything: Body, Mind, Soul, and Spirit in 

Self, Culture, and Nature (2(XX)). 

Wilber has also published more than 100 articles, including Love Story (1989) 

which was written upon Treya's death. WUber's work was compiled as The Collected 

Works of Ken Wilber, Volumes 1-8, published by Shambhala in 1999 and 2000). 

Translations 

Wilber's work has been translated into the following languages, with the number 

of titles franslated in parenthesis; German (17), Dutch (8), Spanish (17), Italian (5), 

Portuguese (8), French (3), Polish (4), Russian (3), Czech (3), Hungarian (1), Turkish (2), 

Bulgarian (2), Danish (3), Swedish (2), Greek (9), Japanese (10), Chinese-China (1), 

Chinese-Taiwan (6), and Korean (2). (See http://people.a2000.nl/fvisser/wilber/ for a 

graph depicting translations to date). 
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Selected Reviewers 

Wilber's reviewers have equated him to Hegel and Nietzche (West) and 

Aurobindo (East) (Walsh, 19%). Gussner, R. (1983) cites James Fadiman conceming 

The Atman Project: "the most sensible, comprehensive book about consciousness since 

William James" (p. 130). D. Guy (1995) acknowledges that Wilber has been compared 

(because of the breath and depth of this approach) to Freud. "The Einstein of 

Consciousness" (Frank Visser and Guy (1995) 

[http://members.ams.chello.n1/f.visser3/wilber/biography.htmll. 

See [http://www.theworldofkenwUber.com] for a cluster of information on Wilber under 

the headings: What's New? Biography, Books, Core Concepts, Reviews, Favorites, 

Translations, Bibliography, Criticism, Interviews, Visits, Sound of Voice, Photos, Links, 

Visitors, Newsletter, Wilber Forum and other entries. 

Reviewer: Rollo May's (1989) responds to Ken WUber and John Rowan with a 

somewhat incredulous or negative reaction to Wilber's view of no boundaries and to 

Wilber's statement, "behave like the Buddha we already are" (cited in p. 245), which in 

May's view reveals a "conviction of omnipotence and omniscience and a failure to admit 

their shortcomings." May states, "I can testify that experiencing the allocation of these 

divine powers to onesetf is exceedingly difficult to manage"(p. 245). As May sees it, 

Wilber is thrown off balance by his own lack of boundaries. May advocates the need for 

boundaries as a way of finding balance (p. 245). May misread Wilber who does not 

advocate disregarding any level of consciousness, and on the contrary advocates 

including and enveloping each level. 

S. E. Fittipaldi, (1981) sees Wilber as one of the few people capable "of moving 

carefully and gracefully within the fields of Eastem and Western psychology, philosophy 

and religion" (p. 193). R. Gussner (1983) refers to Wilber as "a generalist, at his best 

when synthesizing, giving panoramic overviews in the ground tradition, proposing 

solutions to thorny theoretical problems" (p. 130). Slusser (1983) describes Wilber's 

work to as follows: 

WUber has burst on the psychological and religious scene like an unexpected 
comet. Writing out of, but beyond, the insights of transpersonal 
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psychology . . . has forged a series of evocative, seminal books, which set forth in 
a powerfuUy integrative way, the outiines of the human adventure as the 
pilgrimage of consciousness, which is the spiritual joumey at the heart of all 
world reUgions. (p. 301) 
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APPENDIX B 

FREUD AND JUNG'S 

CONCEPTION OF THE UNCONSCIOUS 
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Figure B. 1. Freud and Jung's Conception of the Unconscious 
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APPENDIX C 

CALENDAR OF ACTIVITIES 1977 

JULY 1997 

Drawing # / Luis with Letter 
Monday July 7 

Tuesday July 8 

Wednesday July 9 

Thursday July 10 

Started working on Luis's portrait Worked all day (10:(X) 
a.m. to 7:15 p.m.), approximately 8 hours. Joumal/tape 
recording. 
Continued working on Luis's portiait. Worked all day 
(11:45 a.m. to 6:00 p.m.), approximately 6 hours. 
Joumal/tape recording. 
Continued working on Luis's portrait. Joumal/ tape 
recording. Transcribed tape recordings (9:30 a.m.-12:44 
p.m.) approximately 4 hours. Worked on the drawing 
(1:30-4:30 p.m.), 3 hours approximately and finished it. 
Photographed finished work 
approximately 18 hours total. 
No joumal/no tape recording. I referred to this date on July 
12. Preparation for trip to Dallas. 

Drawing # 2 Sketched Luis and I (See drawing # 8) 
Friday July 11 

Saturday July 12 

Sunday July 13 
Monday July 14 

Looked at photographs for new drawing. Worked all day 
until 5:(X) p.m. drawing sketches of Luis and me. Referred 
to this date on July 12. No joumal/tape recording 
Drew in the moming. Traveled to Dallas in the aftemoon. 
Joumal/no tape recording. 
Dallas/friends. No joumal/no tape recording. 
Mexican Consulate, Luis's certification school papers. 
Immigration and Naturalization Services appointment. 
Niece. Art Museum. Shopping. Flight back to Lubbock 
10; 15 p.m. Jouraal/no tape recording. 

Drawing # 3 Zhu and Rainbow 
Tuesday July 15 

Wednesday July 16 

Thursday July 17 

Suspended the drawing of "Luis and I" or the idea of 
painting it. Began sketching Zhu's portrait. Rest of the day 
off to write letters, make calls, and see Zhu. Joumal/tape 
recording. 
Sketching for Zhu's portrait (3:00-6:00 p.m.) approximately 
3 hours. Attended meeting at 7:00-9:30 p.m. Dinner with 
Zhu. 
Worked on Zhu's drawing. Joumal /tape recording Lunch 
with Zhu. Joumal/no tape recording. 
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Drawing # 4, Zhu with Road 
Friday July 18 
Saturday July 19 
Sunday July 21 
Monday July 21 

Swimming and dinner with Zhu. Joumal/tape recording. 
Zhu's drawing in progress. Joumal/tape recording. 
No Joumal/Tape recording. 
Joumal/tape recording. 
Worked on Zhu's portrait 9:00 hours approximately and 
finished it. Wrote note for Zhu. 

Drawing # 5, Luis as a Bullflghter 
Tuesday July 22 Started a portrait of Luis. Transcribed a lot of data. 

Joumal/tape recording. 
Wednesday July 23 Thinking of Luis. Joumal/no tape recording. 
Thursday July 24 No joumaVno tape recording. 
Friday July 25 No joumal/no tape recording. 
Saturday 26 Drawing of Luis as Bullfighter. Joumal/tape recording 
Sunday July 27 Tape recording tianscripts. No joumal/tape recording. 

Drawing # 6, Synthesis of Life 
Monday July 28 

Tuesday July 29 

Wednesday July 30 

Thursday July 31 

AUGUST 1997 

Friday August 1 

Saturday August 2 
Sunday August 3 

Monday August 4 

Tuesday August 5 
Wednesday August 6 

Work on portrait Zhu's and me. Transcribed tape recording 
(9:30 p.m.-1:09 a.m.), approximately 3 and half-hours. 
Joumal/tape recording 
Drawing all day, portiait of Zhu and me. Neck strain. 
Jouraal/no tape recording. 
Drawing portrait of all day Zhu and me (11:45 a.m.-7:17 
p.m.), approximately 7:30 hours. Joumal/tape recording. 
Tape recordings on Zhu and me portrait. Joumal (July 24 
on August 3 '̂')/tape recording. 

Cleaned house. Theatrical performance with friends. 
Shopping. No joumal/ no tape recording. 
Zhu is back from Chicago. JoumaVno tape recording. 
Spent with Zhu at Palo Alto Canyon. Joumal/no tape 
recording. 
Shopping. Thought about drawing Zhu and me again. 
Looked at photos. Joumal/no tape recording. 
Joumal/tape recording. 
No joumal/tape recording. 

Drawing # 7, Zhu and I with Pear 
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Thursday August 7 

Friday August 8 
Saturday August 9 

Sunday, August 10 

Monday August 11 
Tuesday August 12 

Wednesday August 13 
Thursday August 14 

Wednesday August 15 
Thursday August 16 
Friday August 17 
Saturday August 18 
Tuesday August 19 

Started a new drawing of Zhu and me. The largest 
drawing. Prospective roommate called. Joumal/tape 
recording. 
No joumal/tape recording. 
Zhu leaves Lubbock. Regina moves in /no tape recording 
phone disconnected. Joumal/tape recording. 
Moved things to storage and clean house. No joumal/no 
tape recording 
Joumal/tape recording/transcriptions. 
No drawing. Car wash. Insurance. Locked keys in track. 
Movie. Joumal/no tape recording. 
Drew all day. Joumal/no tape recording. 
Trip to San Antonio/Austin with friend to see Luis. No 
joumal/no tape recording. 
Joumal/no tape recording. 
No joumal/no tape recording. 
No joumal/no tape recording. 
Joumal/no tape recording. 
Drew all day, finished drawing Zhu and me. Joumal/no 
tape recording. 

Drawing # 8, Luis and 
Wednesday August 20 

Thursday August 21 

Friday August 22 
Saturday August 23 
Sunday August 24 

Monday August 25 

Tuesday August 26 

Wednesday August 27 
Thursday August 28 
Friday August 29 
Saturday August 30 

Sunday 31 

I Double Portrait 
Worked on portrait of Luis and me. Joumal/no tape 
recording. 
Worked on portrait of Luis and me. Joumal/no tape 
recording. 
Joumal/no tape recording. 
Day off. Videos. No Joumal/no tape recording. 
Worked on drawing. No joumal (Day 24*. is in day 
25"')/no tape recording. 
TTU meeting. Drew all aftemoon until 1:30 a.m. 
Joumal/no tape recording. 
Drawing. Joumal/tape recording (last day of tape 
recording). 
No record/no tape recording. 
No record/no tape recording. 
No record/no tape recording. 
Joumal/no tape recording. 
Flight to Califomia. News of Princess Diana's death. 
Calif omia Crystal Cathedral. No joumal/no tape 
recording. 

SEPTEMBER 1997 
Monday September 1 Flight back to Lubbock. Jouraal/no tape recording. 
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APPENDIX D 

EXCERPTS FROM JOURNALS 
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Figure D.l. Excerpts from Joumals 
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APPENDIX E 

EXAMPLES OF CODED CARDS 
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JULY2<,1»97 

Today I woke up early but didn't get up untQ lOKX) 
BJn. Wbendiatbippeia, Ifeel.guillyaiidthii)klain 
geltingUzy. But I dxwgbt a loL Whatabout? Idoot 
temember exactiy, about nlaoy things, and about notfaiiig. 
I decided not to go to the lake but start drawing eaity. By 
the time I got up. did st^e cleaning, sbowei, and 
breakfist it was late. However, I drew several hours. 
Luis's portrait is astoo^mg. It has evolved in a 
suiprisiii^ manner. The yoimg boy has become a 
biillfi^iter. He ia all dressed up (if not exactly as it is die 
fashion of boD fighters) it is a tnodeoi (Uas style) dressiag 
mode. Forlite design of the bbiic, I used images from die 
last "Guftar' issue, guitar players and rockets; guitars for 
the tie and a blad: s ^ t Another feature that identifiBS 
Ltds widi a bullfighter is h>s hair and posxiad' 

/,'^nUfighteis when diey doat lave a pony tail, win add an 
V'aitiGcial one. But Luis's is aubotic. 1 am not hxddng a. 

file drawing at this ncment and what I am writing is wiat 
is in my mind of Redrawing. I U j ^ ^ t e d She •«ings; 
made some detail and srane coiiq)csitiODaI atjimg^gifs 
Ihrourfi fte use of Brfit and contrast I have also wofked 
on the quit- The qititt I believe symbditeea home. Our 
home. It is blowing above eveiydmig behind Lois and 
the rest of the imase. The sun is still very prtmiinent I 
didn't touch it to aUow it to be ahnostpare. Hie sua 
inadiates into LiBrt body head and shoaktos. It can also 
be seen as Luis irradiating rays beyond him or fiinn him. 
As widt the city: Moateney. Hie sua irradiates light to 
die rest of die country. 

9-

en 
79^ 

^ 

% ? 

Figure E, 1. Examples of Coded Cards 
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APPENDIX F 

NU-DIST SOFTWARE 
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Figure F. 1. List of Descriptors Processed Through 
NU-DIST Software/Text-String and Pattem Searches 

Figure F. 2. Excerpts of Text Search 
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onitBd 
volnetable 
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Figure F. 3. Matter, Body, Mind, and Spirit List 
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MIND 
•bscocc 
abitnci 
•ooent 
accnmulrtie 
•ccaambted 
Mcuncy 
acctntB 
•dm 
acUevcmcot 
acted. 
•cting 
actioiiBl2 
KtivitiM 
acta 

-W* 
adoleaoaiit 
adolt 
adnmce 
advantage 
acatbetic 
acMbodoaOy 
aftanoool3 
agaimt 
afeobol 
altow 
alter 
attend 
answer 
aniwocd 
a{«rtaieat 
apparaiDa 
apparaidy 
anaoi^ 
aft 
ait production 
ailut 
avliftic 
aitoinih 
annct 
attnctive 
aodiaitic 
award 
awfU 

baby 
bafcJi|ivuDd 
badcwaid 
bad 
balaaw 
bea^ 
beasdAi] 
bMuty 
bepanini 
bdiavior 
bdiiad 
bdief 
b^eve 
bettor 

W« 
N«S» 
Uack 
bUi^Mmy 
block 
blocked 
bcedc 
breadOni 
briai 
bfooght 
boOdukf 
buay 
CalifoaHa 
e t f 
ciiUns 
caaafixed 
CMd 
casod 
atiAiaif 
cdebfiied 
cells 
oaeter 
diaaca 
dUBie 
Q a o v o 
cfaitd 
cfatlAih 
ckfODOlogy 
city 
deaalng 

cfoaed 
dose-up 
etothint 
odd 
ookxfnt 
oombtaed 
oonuMiit 
orwnntnot>% 
cooqietitiaa 
coaifHiio 
CQntpoaitKMi 
conceive 
cooccjved 
coooeidnte 
caoceotialed 
OODOBTDad 

ooDsdeatiooa 
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contrast 
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departute 
depict 
depictiiif 
depdt 
dcaifD 
detiil 
Amt^^ 
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develop 
ifiaiy 
dictate 
died 
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Afpky 
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^Kovciy 
diaodely 
diMHtatioB 
(fistanoc 
docTOicat 
doiag 
domealic 
dooUe 
drafted 
drawing 
drawn 

SPDUT 
atwiys 
ailiitic 
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bird 
baUOxhter 
buuUe 
creadng 
creatioo 
cretcor 
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dream 
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»witnti«l 

eienial 
ever 
forever 
fottoaJ 
goneoos 
givil 
f o i w 
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b t ^ ^ 
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lutgbi 
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myatery 
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transpmaA 
whole 
wlag 

Figure F. 4. Excerpts of List (Matter, Body, Mind, and Spirit 
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Figure F. 5. NU-DIST/Excerpts of Major Patterns that 
Emerged Based on Wilber's Model 
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Art/nuikd/ think of bow to drew iha idss 
Ait/mladf duk <tf bow dmvint cnilved 
Antaiad/(UnUiii (tf procrat. •ratverf 
Antaladf Mrage, dlioovajr. Mipilie 
An/niod/ iWnfc"^ <rfdffaia 
AR/knlnd/ Oilnklaf <tf tenrfaii evolriBg 
Antauad/ tttLak it it inifiiwiltli 
Aft/mlBdr tboci|ti<tf Luia 
Art^Msd/ diiak IbM BM4I mare wock 
Aft/niad/(hink cf pnxxn bow ii diniga 
Afttalad/Mt proocM 
Arttaiadf duck bo* to tcdv* proUcB 
Alt mlad/ ddnk <d nam dnwlag 
Art/niad/ttink <tf how k> Ao ̂ iwioc 

Aft/nud/^tti, miad worfa bMt midtfl* «f fmccM 
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AftfndMl/dilok <tf oew l^as, dnwlM. HoM inpAn" 
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Figure F. 5. Continued 
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APPENDIX G 

DIFFERENT LEVELS OF HUMAN CONSCIOUSNESS 

INCLUDING SURFACE AND DEEP STRUCTURES 

BASED ON WILBER'S MODEL 
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Surface Structures 

Deep Structures 

Non-Repressed Uncoosciouj 
Archetypes 

Ground Unconscjous 

Jungian Archetypes 

Repressed Unconscious 

Figure G. 1. Different Levels of Human Consciousness 
Including Surface and Deep Stmctures Based on Wilber's Model 
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APPENDIX H 

GROUND UNCONSCIOUS FOR 

EACH LEVEL OF CONSCIOUSNESS BASED ON WILBER'S 

MODEL EMERGE TO CONSCIOUSNESS THROUGH ARTMAKING 
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Surface Stmctures 

£>eep Structures 

Non-Repressed Uncooscioud 

Archetypes 

Giouttd Unconscious 

Jungian Archetypes 

Repressed Unconscious 

Figure H. 1. Ground Unconscious for each Level of Consciousness 
Based on Wilber's Model Emerge to Consciousness through Artmaking 
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APPENDIX I 

REPRESSED ASPECTS OF 

UNCONSCIOUS-CONSCIOUSNESS LEVELS WITHIN DEEP STRUCTURES 

RE-EMERGE TO SURFACE FOR HEALING THROUGH ARTMAKING 
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SoifitcaStnictufM 

MoaJlepraMd UQoapidaiM 

.\ . 
.QfoaUl Uacaiofl«(cK« 

juaguBii AnhaiypaB 

Figure I. 1. Repressed Aspects of Unconscious-Consciousness Levels Within 
Deep Stmctures Re-emerge to Surface for Healing through Artmaking 

552 


