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A puzzled monk once said Lo Fukebso? "You saw tLruwbh
can be expressed withool spezlking, and withoult keeping
silent. MHow can this he?"

Fuketsy arnswered, "In Souwbthermn Chimag din the Spring,
whern T was only & lad. ah! how birvds sang among the

hlossoms !

Zorn Teaching
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This paper is dedicated to my husband, Tom. He is &y
companion, teascher, and inspirstion withoult whom I may have
forszken my dreams long 29o. T would 2lso like to thank Fred
Mevyer whose encouragement prompled me zlong my path. My
appreciation goes warmly oul Lo my FTamily., They patiently

suffered throuah my dinsanity making this 21l possinle.
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IMTRODUCTION

This ds a technologicz)l era! a period in which funding
for the arts is oul, arl education is considered = frill, and
grtists are Torced Lo earn "their living at somebthing totally
wnrelated to art,'' Many people Teel no rneed to include
agriistic expression in their lives., There is 2 widespresd fear
of heing creastive illustrated by the common excuse, "I can’t
aveaen draw 2 sbreiabt line." Hand in hand with this fear is 2
generasl distroust of arvt and of arbtists zs "peculizav, eccentric,

nl This point was reinforced for me this

arct anti-social.
aummer whnile leazdine z group of studernts throovab bthe Memorisl
Art Gallery. A student adamently refused to srber Lhe room
containing contemporary art. Uporn gquestioning, she stated bthat
the art worl was "all & Joke, andgbody could do o it."

The dismissal of arl as purposeless by our society is
Miahliohted by society’ s delight in technologicsl progress. The
beaginming and end of our lives 14 now scoompanied by bthe latest
in mocderrn Life suppart systems that have Lhe potentizl of
giving Lo others our choice of Life or cdesth, a2nd hence, our
dianity. Our food is derived from sunthetics causing

Mamald Holden, Art Career Guide, 4th ed.; rev. (New
Yorki Watson-Guptill, 1983), p. 70,

Navid Mandel, Changing Arlt, Changing Mzrn (New York!
Horizon Fress, 192467), p. 921.
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widespread cancer, We btravel in "precision driving
instruments”' with hrudropnevsmatic leveling systems, sutomatic
climate control, znd electronic cruise-control wumits.
Meanwhile the workers who produce these marvels are reduced to
robots. Our children are encouraged to enter into the worlds
of computers and enaineering, but denied livelihoods in less
practical fields. Even our ultimate threat, & nuolear
disaster, is a8 technologiczl procduoct.

In the twentieth century bLhere is & division belween
Lhe spivitual snd the materisl worlcd. The spirvitusl world is
ruled by dntuition, crestivity, and the emotions.  The arls,
religion, znd ohildlike exploration are the roads dnwsrd to
Lhis domasin.  The meterisl world is governed by tLhe intellect
arnd reasorn. Science, btechnoloay, and edocstion are ils major
highuwavys, Homo sapiens szre undiague din thedr ability to dnhabdt
both reslms.  When bthese two kingdoms merage, man is at peace
Wwith nimseld znd his environment, T either world cdominastes
the other; we Llive in & world of chaos.

How did this imbalance betweern the arts 2nod technoloaw
geeur? T do not believe bLechnoloay is primarily st fault. X
do helieve that art ds & remedy to many of the 1lls caused by
our one-syed perspective. However the cure cannot be
prescribed until the disesse is properly disanosed. This

thesis is amn attempt to render such 8 dizganosis wsing history

‘Mercedes—Fernz Advertisement, Time (Apvril 198%), p. 10.
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ae dhts lLtool. Two relevant Lime

compared with the presemt.

Cro=-Msarnorn man and primitive societies.

everyday bheing. The second interval is

Middle Ages and bLhe Renzisszsnce. T

€
gpivritusl-materisl split ocourred.

hopea to clarify why T am a8 painter.

periods will

The first pevriod shasll

Throuwah

e examined anad

e Lhalt of

Here a2rt was wvital Lo

the juncture of the

alt this point that the
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5
SQUARE WITHIN THE CIRCLE

The wey humanity perceives itself and this planst
determines Lthe desting of =2et for each generation. Egaolism,
ciisouised ss individuality, dis 2 concept that governs present
gociety, Self-improvement books fill the bookstores,
Advertising simas out, "You, you're bthe one!" and assures us of
our discriminating taste. Compeliltion is applauded and
@arncourzged for brineing out the best in us. From this vanlage
point, it is difficult to comprehend z people who viewed the
individusl as subordinate Lo the aroup.

This attitude helongs to primitive man, whether Aborigine
of recent Limes or Cro-Maornorn man of 30,000 gyesrs aq0. For bhese
people understood the self asi

o o« o spilling oul dnto the world begond the corfines of the
experiencing body and echoing back agzsin from other selves .
« o dnterpermesting obther selves in & relationstip in which
subject and object are mno longer distinguishable.'
This communal sensitivity did not end with the tribe., T
tLraveled hevond to imclode bthe natorzal and spivitus]l world.
Modern man sees himselt as 1 2 sauare oultside the circle of the
ezrbh and the heavens. Frimitive peoples saw bthemselves as

The Primal Vision, auote in Ferdinzand énton et al.,
Frimitive Art: Fre-Columibian, North American Indian,
African, Ocesnic (Bader—BEadernt Holle Verlaag GubMH, 194673
reprint ed.; New York!i Harry N. Abrams, 1979), p. 265,

.q



a soguare within 8 cireole, Fast asnd present, sncestors and
antelope, mountain and men were 211 part of one mysterious whole.
Art was an essential ingredient im this oneness, Tt was not an
aetivity set apart and reeding interpretation. Painting,
sculpture, dance, and song were 3ll methods to communicate with
the unseen spirit world. It is helieved that artists were the
anamans of Cro-Magrnon sociebty. Since artists had the ability Lo
creste, they were the limk betweern mortal asnd spivit. However
this is supposition z2nd the situstion may have been similiar to
Ahoriginal affairs in which?
¢ ¢ ¢ bLhere dis no divisdion between painters znd non-painters.
While some win 2 name for themselves Tor their skill, « + -
there is no exelusive aroup or caste of artists. Every man
is potentizlly 2 painter and many of them are in Fact.'

Im either case. art was powerful. Today we take for
aranted that asn dimsge is merely 2 representation.  To primeval
peoples the image was bhe bheing it povhraved. This reslity was
rmot sotideved bhreowah realism. The primitive asrtislt was more
interested in prodocing the essence of his subject, an impression
of its wvital life force, than & phdsicsal likerness. Cazplturing Lhe
gpirituzsl arnd transferring it Lo the material was art’s purpose.
This was possibhle since prenistoric man felt part of the world,
mot apart Trom il.

Modern artists still strive Lo bridge the
material-spiritusl gep. Sculptor David Smith in speaking of the

IRobhert Fdwards snd Broce Guerin, Aboriginzal Fark Faintinas
(Adelaide! Rioby, 1969: reprint ed., 1970), Pe 10,




corntemporary artist has saicd?

MHis new position is somewhat that of primitive man. He is
not the scientific viewer of nature. He dis a part of nature.
He is the nature in the work of art.

Unfortunztely the priorities of the twentieth century are no

lomaer those of primitive man. Morney determines our Ffuture. Tl

along with technologwy, is the talisman we wave to insure

prosparity and Lesp desth sway.

Mavid Smith, "Second Thouahts on Sculpture", aquoted in
Feadings in American Art Since 19008 A Documentary
Gurved, ed. Barbara Rose (New York! Frederick 4. Fraeqer,
1968), p. 191,




ITT
SEVERING THE MYSTICAL TIE

Whern did the shift occur in humanity’s vision?  Why oo
Wwe ernvision ourselves a2g ieolated individosls instead of members
of & unity., Consider the Dark Ages. History paints a8 black
canvegs of this period! emotionzl, unenlightensd humanity with no
rational sense. Look, however, at the Romanesque and Byzantine
cathedrals. These were plarnned and bhuilt by master masons anid
embel Lished by painters, sculptore, weavers, metalsmiths, and
atained qglass workers., I these equivalents of museums of z2vl,
ciigriitary and peasant came Lo worship. A with primitive man Lhe
people “"perhaps, liked Lo believe thst the golden effigy of St.
o L ; ] . 9 = .
Fow was the saint herself." iis alarmed many who Tesrved iddol
WOT ST . S0 was bhorn the Tceornoclastic Comtroversy within the
catholic Churobh. I the selttlemernt of the Council of Nicse of
287, one gaing 3 perspechtive of art’s role in the Middle dgesi
We o o o define with 211 cervltitude and accuracy Lhat,
Just ss the figure of the precious and life-givineg Cross, so
alaso the venerszsble and holy imzaes, a9 well in painbting and
moszic as of obher Fit materizls, should bhe set forth in the
holy churches of God and om bthe sacred vessels and on the
vestments and o bhe hanginas and in pictures bobh in houses

anct hy the wawside. « « « For by so moch smore frequently as
they are seern in artistic representation: by 80 Mmuch more

15t, Foy was a vouna Christian martyr evecuted iy @ Roman
governor. There is 2 church dedicated to her in Congques,
Framee. She is referred to in F.8. Tomory, Foundations

of European Art (New York: Havrey N. Abrams, 1969), p. 73.

7



g
readily are men lifted up to the memory of their prototypes
and to & longing after them! znd Lo these should he given
szlutation and honourzble reverence, not indeed the true
worship of faith which pertains only to divine nature, bul to
these s to the Tigure of the precious and life-giving cross.
¢« o+ o+ Far the homour which is paid to the images passes Lo
Lhat which the image represents,’

Art wes 8 tool Tostering communion with Lthe divine, In
arn illiterste era; it was also & vehicle for teaching. Yet
artists did not enjoy an elevated status, They were oflten
nameless craftemen unlike our present artistic elite, During Lhe
Darl Aoges specialization was unhesrd of. & painter might he
commissioned to paint an altarpiece orne week and 3 helmet the
riest o Much of an artist’s talent was spent decoraling common
obhjects) in fact, the London painters’ guild was 2 branch of the
saddler’s aquild. Many guild clauvses were simed a3t preventing
fraud., FPzinting an unsafe saddle so that it appesred sound would
BE SUCh 2 CBSE. Other reaulations restricted the substitobtion of
diluted or cheap piagmernt for more expensive gold-leasf or lapis
lazuli. Seldom do todsy’'s art bugers aquestion an artist’s ohoice
of materials, Witrness the work of the Abstract Expressionists.
It chzallenges restorers Lo keep the paint from cracking off Lhe
CHMVEBS .,

The artists of the Middle bGges were held responsible for
their worlk bhecsuse art was entwined with daily living. The
division of z2vt zand life began to occur in Lhe Gothic ers and Lhe

‘o Historw of the Tcomnoclastic Controversy, quobted in
Herbert Resd, (VTN viety, Zrnd ed. s, revs (New Yorl?
Famntheorn Books, 199502, p. &1,
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Renaissance. Humanism--3 Fhilosophy that focuses on the primacy
of man, drawing its strenqglth from Greel and Roman thought--is
primarily to blame. Tired of holy wars and schisms within the
Church, Europeans grew disillusioned with Catholicism. Money,
ance a8 means of exchange, hecame a3 commodity, It replaced God zs
2 power source. In bhis new arrangement, ancient Greel and Roman
rationalism set the ideological standards, The material world
hecame the only certain world, This outlook led to two very
distinet changes for the artist.
Elevated status was the first change for the artist.

Throuagh the influence of classical literature, the artist came to
be reqarded 3z an intelligent agentlemsarn. Castiglione in 1508,
speaking of learning to draw, illustrates the transfer of
attitudes?

« s+ o+ NOT Bre You to bhe surprised that T should suggest this

auality which today may seem mechanical =2nd hardly

appropriate to 8 gentleman. Yelt I rememher having read that

the ancients, especizlly throughout Greece, desired that Lhe

noble children should he selt to work at painting in the

schools 2s & thina both wholesome, honest, and Necessary sno

this occupation was afforded 2 high place zmong the liberasl

arts, For it was forbidden by public order that it should he

taught to s=laves.!
The rise of the artist, seemingly heneficizl, restricted art’sg
audience. Fine Art z2ligrned itself with the powerful but Few.
Crzfts belonged to the common people. MWith the zdvent of the

“Lateninische Schriftauellern zur Kunst in Eraland, Wslesg
urid Schottland vom Jahre 201 bis zum Jahre 1307, aquoted
i Andrew Martindsle, The Rise of the Artist in the
Middle fges and Early Renaissance (New York! MeGraw-Hill
Eool. Cﬂep 1972)9 (2 103,
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Irdustrial Revolution even the craft-commoner bornd wowld
dissolve, The world, however, is shared by alli the disruption
of the art and humanity cormection leads evertually to the
plastification of our modern ernvironment.

The second major chanae Ffor the Rensissance arlbist was
due to mankind’s pull away Ffrom the mustical world. One point
perspective, a means of fixinag place and time, effectively
nrovant painting down Lo worldly rezlms, *As Rensissancs man
became more dependert on the material plane, arl bhecame more
realistic. OGrowing oul of this desire for realism, oil wsurped
Ltempera 28 the medium of choice., Tempersza, better suited for
creating flat surfaces and briaht color, reinforced 8
paintina’s otherworldliness,. 01l was wonderfol for modeling
space and suaggesting reaslity. fis painlters’ materials changed,
supject matter changed. Fasinters turned to Greelk snd Roman
mutholoay for their imsges. History paintings were considered
the pirmmascle of artistic expression. Madonnas and Cheist
Childs were still produced, but thew had been reduoced Lo mere
mistories., Realism severed the arltist’s tie to his mysticasl
salf, disposing of the voice of the emotional and divine., The
artist was no lonaer Lhe messenqer belwesn Lhe heavens and
hiumanity. T actuality, the asrtist and a2rt hed lost their
power. Art degraded itself Lo & decorative, literary FTumction
deperndent wporn techrniaque. Adverltising is 8 modern ohild of =zet

in these roles,



IV

THE FATH TO UNITY

Reationzlism strangled man’s view of himself as one
with the universe. Humanity has mutated into 8 mass of
isolated individuals. Monetsry power replaces divine power.
Since this is the only world we are sure of, one must grab all
one can from it. Frogress presides, Compelition is its
handmaiden. Science and technologw a2re the means to foster
growth on this level, evern to the point of destroging the
natural envivonment and our Fellow man. I arl’s Lrue purpose
is bto conmect the arest web of the mystical wnconscinus, modern
marn 1% no longer interested in a2rt.  Art does mot Fulfill
technologicsl man’s qgameplarn.

Need Lthe outlook he so blesk? The sciences of
physics, psycholoay, and bhiology zre beainming to see the world
2% Lhe artist zlways had, Quantum mechanics and the theory of
relativity arve breasking apart‘the rmotion of & one-level
umiverse to that of 8 multi-level universe. Jung postulated
the existernce of the collective unconscious, bLherely
rediscovering the wunity of mankind, Biologists are bheainming
to comprenend bthe division of the brain. Each hemisphere of
the hrain is dependent on the other. The righl governs our
emotionzl, crestive self. The left is responsible for the
rational, intellectual self. Can it be mueh longer Lill

11
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society understands the siaenificance of these discoveries? We
need both--psyche and intellect, art and science--to survive.

There are lavders upon lasers of human and spiritual
understanding to be found within the arts. It is from this
wellspring that T choose Lo quench my thiret. In so doing T hope
to enliaghten others to the sacred nature of existence., Each
painting is drawn from 3 source deep within my heing.  The
ancients personified this source and named it the Muses, The
Muses and T confront the hlank canvas) drawing lines, adding
washes., Forms emerqe sometimes only Lo be rejected and reformed.
A odialogue transpires thal Lies me into the mystical realm of
ecreation. My desire is Lo provoke a mood; an essence of reaslity.
Like bthe primitive artist and the medieval imasge malkers, T find
ahatraction more appropriate for this purpose, Flat, subbtle
color reveals eternity. Yet hints of rezsl objects can be 8 key
For the viewer Lo enter 2 painting. SLill it is the gpirit-—lthe
illusion, rnot the physicasl wmanifestation, that I seek. As Robert
Herri hes saic?

Revesl the spirit ygou have aboul the thing, not the
materiale wouw are agoing Lo paint. Reslity does nob exist in
material thinas, Rather paint the Fflying spivit of the bdivd
than its feathers.

T wish to set the spirvit soaving! wnbownd, wnbreidled, and
unfettered. Art is 2 necessity in 2 Ltechnologicazl world, T may

‘Resdings in American _Art Sipce 1200% A Document
Survey, ed, Barbars Rose (New York? Fredevick A. ¥
1968), p. 38 guoting Robert Henri from an address a2t Lhe

Getinnl of Desian Ffor Women, Philadelptis, 19010,
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ne bhe only path we Mave hack to bhe uriity of man and the divine.

This is why T paint,



The Mzster Kosern drew the words "The First Frinciple"
which sre carved over the gate of the Qzku Temple in Kyoto,
He drew them with his brush on 2 sheet of paper--later bLhey
were carved in wood.

A pupil of the master had mixed the ink for him, and
gstood by, watching the master’s calliaraphy. The pupil
gaidt "Not so aood!" HKosern tried agains The pupil said}
"That’s worse than the first ome!" and Hosern bried sgain.

After the sixbty-fourth try, the ink was rorming low,
ard the pupil went oul to mix some more. Left zlone,
undistracted by z2ry eritical eve waltcohing him, Kosen made
one more quick drawing with the last of the ink. HWhen the
pupil returned, he Look 2 qood lool at this last effort.

" masterpiece!" he ssid.

Zen Teaching
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