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Abstract

Despite the numerous examples throughout history, the study of secular

spirituality in art was mostly ignored untÏl recently bycontemporary writers,

critics, historians, philosophers and educators. In my thesis, through the

exarnination of se1ected images and writings, 1 detennine how a differentiation

betweendoctrinal and secular spirituality canbe established. The importance of a

rooted cosmopolitan outlook withrespect to cross-cultural artistic manifestations

lS explored with the aim of synthesizing spiritual e1ements that transcend aIl

cultures. The political, social and educational implications of ignoringspirituality

are examined. A proposaI to incorporate spirituality into education is introduced

using art as a means to self-knowledge and understanding the implications of

interconnectedness.

Sommaire

L'étude de la spiritualité dans l'art laïque a été ignorée jusqu'àrécenunent

par les auteurs contemporains, les critiques, les historiens, les philosophes et les

éducateurs. Dans ma thèse, je détermine comment on peut établir une différence

entre une spiritualité doctrinale et séculière, celaen.examinant une sélection

d'images et de textes. L'importance d'une vision cosmopolite respectueuse des

manifestations artistiques multiculturelles est explorée dans le but de découvrir les

éléments spirituels qui transcendent toutes les cultures. J'examine les

implications politico-sociales et éducationnelles découlant de la non...

reconnaissance de la spiritualité. Je propose d'inclure la spiritualité dans

l'éducation en utilisant l'art comme moyen pour tendre vers une meilleure

connaissance de soi.
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Preface

1 became interested in art at an early age by entering drawing contests and

scribbling sketches in and on my notebooks at elementary school. Shortly

afterwards 1 grewdissatisfied with the Catholic religion. Like many other

members of the baby boom of the forties and fifties, 1 was influenced by the

counter-culture of the sixties and seventies. 1 rejected the hypocrisy of the church

aiter reading about the Crusades, the pope' s slaves and the Inquisition. 1·became

interested in mysticism. 1 remember being profoundly impressed by Alduous

Huxley's book entitled The Perennial Philosophy. 1also read about his

experiments with mescaline. I·explored mind-altering substances and their

connection to altered states of conscÏousness. 1 read with great enthusiasm Carlos

Castaneda's, peyote enhanced, spiritualjourneys with the shaman of the

American deserts. 1 was influenced by Eastern religious philosophies. 1 explored

the Bhagavad Gîta, The Upanishads and Lao Tzu's Tao Te Ching.

Now, 1 prefer to think my spirituality draws from my personal experiences

rather than religious doctrine. Despite my rejection of the Catholic religion, 1 was

struck by its power when 1first saw Michelangelo' s magnificent paintings on the

ceiling of the Sistine Chapel in 1974. Looking up at that eeiling foras long as 1

could, 1 became aware of the strength of artistic vision to move people.

Furthermore, a link was formed betwe.en spirituality and art that has fascinated me

ever sinee.

1 began to see art as everything not strictly essential for living. In other

words, art seemed to me to be theonly reasonfor living. 1 felt that onee our basic

needs are satisfied most people turn to sorne form of artistic activity. They paint

thdr houses, buy fashionable clothes, listen to music orcreate art themselves. AH

of these require conscious or unconscious aesthetic decisions.. 1 believed aU of us
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have an innate desire to beautifyourselves and our surroundings. 1 thought this

existed since humans first appeared on earth. Thisbegan when our earliest

ancestors had enough leisure time to.thÏnk after satisfying their primary human

needs of shelter and food. Cave paintings from twentythousand years ago, or

perhapseven earlier, didnot seem to be a strict attempt atcommunication. There

appeared to be an aesthetic attempt combined with structure and coherence that 1

feel are essential elements of art.

1 began a Bachelor of Fine Arts degree at Concordia University in

Montreal. 1 majored in Studio Art. During that time 1 did a painting that 1 called

Art is God although 1 was not sure what 1 meant by that tide. •Did 1mean we

worship art as sorne worship their God or Gods? Did 1 mean that everything

worth living for derives from art? Did art create man? Was art aU powerful? Do

we structure our lives around art? What is Art? Whatis God? To answer my

questions, 1 soll.ght out examples of spirituality in the artistic expressions of other

cultures. Luckily or perhaps fatefully, 1 had a part time job that bath paid my way

through university andenabled me to travel to countries with different

manifestations of their spiritll.ality.

1 took stereophotographs that documented places, objects and people of

spiritual or religious significance to various cultures throughout the world. These

images were.assembled into a show of photographie slides with narration and

music entitled Sacred Sites. (See illustration number 1.)

The show was first presented for a stereo photography convention in

Rochester in the·summer of 1996. 1 discovered that the artistic creations,

deco:rating temples, food offerings, holymen, places and countless other aspects

of our lives, had bath beauty and power. My travels reinforced a link between
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spirituality and what seemed to be a universal human desire to either createart or

enjoy it.

After completing a teacher's certificate at the Université du Québec à

Montréal, 1 taught art to high school students.

A year later, 1997,1 enrolled in the master's Program inCulture and

Values in Education. 1 began reading about contemporary approaches to values.

From these readings, 1 leamed that dissatisfaction with other approaches to moral

and value's education led anumber of researchers to turn to narrative. Storytelling

was neglected by moral educators until recently. Sorne considered it unneccssary

or even harmful to use stories to teach morality because stories could at times be

fun of superficial events, local prejudices and uselessfictitious detail. Other

approaches, such as Kohlberg's Values Clarification (1975), would leave us with

cognitive moral exercises with no power to move us towards empathy and

profound understanding. In Why Johnny can't tell rightfrom wrong, author

Kilpatrick (1992) discusses how abstracting the moral essence of a story into a

moral principle would blind us to the human elements inextricably involved in

these narratives. The narrative approach to values education places storytelling at

the center. Proponents of the narrative approach feel that narrative is a basic

human activity necessary to situate moral experiences in a meaningful and

understandable context.

1 substituted displaying a work of art for storytelling even though not aU

art is narrative in the strict sense of the word. 1feel that even non~narrative art

can be a way of teUing a story or sharing an experience. This extends to

nonrepresentational art that 1 produced at university. Kilpatrick (1992) feels that

visnalizing moral drama through literature or the visnal arts can be a powerful

method to move people to envision the human face of moral behaviour. He also
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contends that vision is central to virtue since (moral) behaviour is leamed through

observation. This made a lot of sense to me and 1 began to understand the force

of art is in its depiction of the human elements that connect us and that aH artists

are teUing their stories.

One example from my travels 1S the cave paintings at Noudangie Rock in

Australia. (See illustration number 2.)

In the northem part of the country, not far from the modem city of Darwin,

is the World Heritage Site known as Kakadu. In it are caves with 30,000 year-old

paintings. What you see here isknown as the X.,.Ray style. Itappears to bea

Kangaroo or wallaby on the side of a rock overcropping. The Aboriginals.retum

to paintover thèse images as part of their renewal of ties with theancients.These

forms,Hnages,pattems or symbols are a way theknowledgec;Îthis traditional

culture .was communicated, lived, preserved, enlarged and renewed. (Lipsey,

1988)

Iwolldered if particular aesthetic values had meaning· only within their

specifie traditionand culture or were they universal? 1 wondered ifdecorativeart

or non-representational art couldtell a story or be ofbenefit to auyoneother than

theartist him or herself? 1 wondered if art could lead to justice forthoseignored

in th~ past? 1 wond~red howart col.l1d communicate where everything eise failed?

Considerationoftheabove, led méto lookathow art cau transcendits origins and

point to auniversal spirituality that connects all·living· and non-living elements.
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Introduction

The primary objective of this thesisis to examine the idea of spiritual art

in the context of our increasingly secular contemporary world. In order to do this,

1 briefly outline a number of ways artists have attempted to evoke spiritual themes

in their works. 1 address the ways in which art can explore the mystery of

spirituality outside the context of traditional religion, through non-doctrinal ways.

Therefore, this paper includes a discussion of the difference between religious and

spiritual art. Aftera brief introduction to these themes,1 proceed to an analysis of

a few of my photographs. 1 explore a personal spiritual reaction to art. Before

that, 1 examine how the art of certain peoples was ignored in the past and how this

situation might be remedied. Although 1 no longer teach art, 1 am still a teacher.

Therefore, 1 finish with the implications of secular spiritualaesthetics with respect

to contemporary education. This includes the relationship betweenaspects of

spirituality and the creation of art.

Spil'imality

What do 1 mean by spirituality? Traditionally the spiritual has been

associated with the immaterial. Particularly in Western religious traditions, what

was considered spiritual involvedthat which is removed from tbis world. It has

implied a differentiation between matter and spirit, body and mind, the now and

the etemal, worldly and otherwoddly. (Lipsey (1988), Coleman (1998» This led

to an ascetic spirituality that infused a monastic tradition in which retreat from

many of the elements of nature was required in order to cultivate one's

spirituality. My idea of spirituality is in.line with a revised outlook on spirituality

influenced in part by non-industrialized spiritual traditions, feminism, and

environmentalism. (Sartwell (1995), Koppman (1999), Ferré (1996» It involves
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the matter, the body, the now, and the worldly in addition to their opposites

previously listed.

1 argue that spirituality is peace and harmony with aH the living and the

non-living e1ements of nature induding humans, animals, plants and inorganic

constituents. Therefore tms involves the notion that we can be seen as both

particular and a part of an invisible whole or 0Ileness. As part ofa Qneness, the

universal quality invokes the idea of time1essness. As a particular, the path to

spiritual awareness is self-knowledge. Through creativity and art we can begin to

discover both our uniqueness and our commonality.

Artists andthose who value artareintimately connected to all.that is

material. They take relish in the details and earthly components involvedin

structuring matter into art. Occasionally the elements of ceremony, celebration,

ritual, gesture and symbol Ïlltheir art enable .sorne to see that the artwork is not

just an object but it i8 also part of a whole. The work of art .can represent

something that is beyond itself. It can express to both the artist and all others the

latent spiritual nature oi all of us. (Lipsey, 1988) This 1S the beginning of the

development of an inner strengthanda wisdomneeded for correct and

appropriate moral behaviour ne~essary to change our future for the better.

Tranquility,orderliness, purity andgracefulness inthought and action.spring from

this interiorillumination.But there can be no real harmony, peace,balance, order

orgrate without empathy. 1 hope spirituality can make the earth a place where

dignity and justice prev(lils.

Part one begins with an exarmnation of the confinement of the spiritual to

doctrinal religion in the Western wodd. ft continues with a brief overview of a

number of Western artists known for the spiritual characteristics of theirsecular
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images. It attempts to explore how abstract art can be spiritual and the input of

abstract artists to spirituality. This includes the theoreticai contributions of

Kandinsky and Mondrian. The writings of these two influential artists are

exarnined.

Next, chapter one foeuses on figurative art, especially its modem

variations in the art of Braque ançlMatisse. Their art isanalyzed most particularly

with respect to the concept of true self-knowledge.

Chapter two examines tbe rooted cosmopolitanism of Appiah with respect

to understanding other cultures. It looks at hoVl! poststructuralist thinking can lead

to enhancing respect for other culture's values and artisticexpressions.Liberation

theology is discussed as it pertains to the revolutionary mural art of Diego Rivera.

Charles Taylor' s idea of authenticity and self-image is examined. Chapter two

concludes with a personal testimony of the way contact with other cultures

influenced my understanding of spirituaIity.

In Part two, spiritual aspects of other societies can be looked uponand

adapted to our culture to increase our interconnectedness and awareness of our

own spirituality. In education, one way to do this is through art. In art education,

spirituality can be divided into two broad categories. However, the two categories

overlap especially when discussing empathy. Empathy, or reciprocity as Swanger

caBs h, involves a recreation of the art in the percipient. Therefore creation of and

perception of art "embrace the creative consciousness." (Swanger, 1991)

Furthe11nore art-making involves profound perception which also usually involves
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empathy. Nevertheless,I have chosen to indude the discussion of empathy in the

creation of art although it could easily fitinto the category of learning about art.

The first category, dealt with in chapter three, involves the relationship

between spirituality and the creation of art. In tbis category, implications are

considered when the artist is about to create a work of art. Thus in education

when students are invited to create, what are the spiritual implications of that

process?

The second category, dealt with in Chapter four, involves the relationship of

spirituality to art when students are required to perceive it and judge it. It

involves the discussion of problems and solutions to making education more

spiritual. It explores what educators cau do to make education more of a spiritual

joumey.
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PART ONE

RELIGIOUS VERSUS SPIRITUAL ART

1. Traditional io modern spiritual art

1. Introdudion

The combination of the words secular spirituality may sound strange to

sorne people. In fact it may appear to be an oxymoron. Sorne prefer to oppose the

sacred with the secular. In Reclaiming the Spiritual in Art, Perhnutter (l999)

argues that political religious organizations have purposely ignored or dismissed

"unconventional" manifestations of spiritual art.. Here unconventional can be read

as non-religious. She daims fuis goes back to the second commandment in the

Bible where we are warned.not to make "graven images". The images associated

with this wamingrefer to idols or false Gods in the Judaeo-Christian concept.

Worshipping a false deity was strlctly forbidden. These ideas prohibiting making

spiritual images outside. the traditional religious context continued into

Christianity and Islam. And Western culture, dominated for many years by

Judaism, Catholicism and Protestantism ignoredand dismissedsecular spiritual

aesthetics. Moreparticularly, Shantz (l999)argues thatreligious institutionshave

often exduded or devalued women. Therefore contemporary female artists also

sought spirituality in art outside of the establishedreligious system.

Yet, Western and non-western, male and female, artists, not associated

with organized religions, have often attemptedto link spirituality with art.
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Il. Figurative art

a. Introducti@n

Because secular spiritual art has existed throughout the ages from

traditional, to modern and contemporary art, it is usefll1 to my purposes ta divide

the discussion of secular spirituality in art into two broad, and somewhat arbitrary,

categories: figurative art and non-figurative art. Without getting into a complex

semantic discussion of th~ terminology, a simple explanation of the differences

for this thesis should be sufficient. Narrowly defined, figurative refers to any

manner of representation using animal or humanforms. (American Heritage

Dictionary o/the English Language, 1971) These were the formsthat our earliest

ancestors mostly used. More broadly defined, and especially in the context of

modem art, figurative refers to representation in art usingrecognizable fonns or

objects as opposed to non-figurative or abstract forms. Figurative forms are those

normally found in the exterior world but can also include itnaginary forms loosely

based on those of the exterior. Thus figurative art includes the art that has existed

since .manfirst painted or drew on the walls of caves. It has had a perennial role

in communication and expression ofman's needs, aspirations, emotions, thoughts,

understandings, and spirituality.

By opposition to figurative art, non-figurative, abstract, artcan be called

art that represents an interior world. Occasionally it is referred to as non­

representatjonal art. (This rermement is of importance to artists, art critics, art

historiansand art philosophers but for my purposes it can be considered

synonymous.with abstract art.) Put anoilier way, abstract art is a type of art whose

contentdoes notrepresent theworld, whether realor imagined,aswe perceive it.

(Le Robert, 1993) Abstract art uses theelements of representation such as points,
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Hnes, planes and colours mostly for their own sake and not as part of an attempt to

represent other recognizable objects.However, it is important to point out that

abstract artdoes not always mean interesting designs arranged in patterns of Hnes,

colours and fonns. As Lipsey (1988, p.24) argues, "serious abstract art--theart

that claims Kandinsky, Mondrian and Klee and others as parent and guide-is

made up of analogies." Speakingabout the points, lines and planes of abstract art,

Kandinsky himself adds

The open eye and the open ear transfonn

the slightest disturbance into a profound

experience. Voices are heard on every side. The

world resounds [die Welt klingt]. Like an explorer

imn1ersing himself in new, unknown lands, one

makes discoveries in one's environment, nonnally

mute,begin~ to speak an increasingly distinct

language. Thus dead signs turn into living

symbols. The dead come to lire. Naturally, the

new science of art can only come about provided

that signs become symbols and the open eye and

the open ear make possible the passage from

silence to speech. (éÏted in Lipsey, 1988, p.222)

What this means to my understanding of spirituality is no matter the style

of the abstract artwork, whether it be highly decorative or not, it can be an

analogy for a personal vision or a transcendent vision that is greater than one's

own Hfe.
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As 1 said earlier, the two categories of figurative and abstract art are

somewhatarbitrary. This i8 because there can be elements of abstraction in much

otherwise figurative art. Even in the basic figurative painting on the waUs of the

caves in Lascaux, France, for example, most experts would be hard pressed to

determine the correspondence betweenthe lines and colouxs thatmakeup the art

and exterior world figures they are supposed to represent. This problem hecomes

more apparent in the case of modem artists who occasionally purposely include

figurative and non-figurative elements in the same work. "The figurative

sculpture of Henry Moore for example, incorporates many ahstract elements: ifs

eloquence oft~n derives from the tension between the natural andthe abstract

form" (Lipsey, 1988, p.23)

Even within an artistic movement elements of figurative and non­

figurative art can overlap. Yves Tanguy, the French-hom American surrealist

painter deals with mostlyabstract imagery whereas other well-known surrealists

such as Salvador Dali and Magritte are primarilYfigurative artists.

b. Traditional spiritual art

AU religions useSome form of art whether it be literature,.song, music,

dance, calligraphy, poetry, sculpture or architecture. In traditional religious art,

spiritualelements of a work of art could be seen and understood by members of a

particular religion without too much difficulty. In Christianity, an hnage of Jesus

wouldevoke the hridge between the divine and thehuman. A painting of

Krishna, in Hinduism, could be understood toimply the form of God descending

as an avatar to aid earthlings. Butcould an image of the ten sefirot of Hasidic

Judaism mean something to a Zen Buddhist?
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1 would say that for most Buddhists it would evoke no spiritual feeling

whatsoever unless of course the Buddhist was knowledgeable in the visual

language or symbolism of Hasidic Judaism. Because the idea of the link between

the divine and the human is found in numerous cultures and many religions it

transcends religion and enters intothe spiritual realm for me.. Orderliness is a

similarconcept. In To Know asWe are Known, Palmer (1993) says Muslims and

Christians have different ways of bringing order to the enormous amounts of

sensory data we receive every minute. Yet, 1 would say, the idea that order is

necessary and desirable is present in aH cultures and religions. If is in the spiritual

realm for me. This spiritual realm is accessible to aIl whether they are religious or

not. Education has.an enormous potential and responsibility to demonstrate the

spiritual links and universal ideas found throughout religious and non-religious

art. 1 do notthink it prudent to wait untilthe child is old enough to emoll in a

university-Ievel course in comparative theology before he or she is exposed to the

idea of a universal human consciousnessor spirituality.

c. Modern spiritwllart

For the non..specialist, modern and complex figurative art poses a problem

of understanding. In the twentieth and twenty-first century, art continued its

evolution. If went from m,or~ and more complex figurative art of the Modemists

into total abstri;lction and back again. From there, it proceeded to conceptual work

of the Postmodernists. Just as it wouldbe relatively easy for a Frenchman to

understand the Gleaners by Jean François Millet, it would be more difficult for

him to understandPicasso's Demoiselles d'Avignon, an early Cubist work,

bordering onthe abstracto However, it i8 possible to understand the visual

language of complex figurative art and find spiritual·elements in it. Lipsey(l988)
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provides ways to uncover the spiritual in sorne of the eminent figurative artists of

the twentieth century. Before examining the work of two individual artists,

George Braque and Henri Matisse, in more demil, let us look briefly at modern

artistic movement that incorporates elements of figurative and non-figurative art.

i. Surrealism

The artistic movement known as Surrealism was given a formaI baptism in

André Bteton's(1924}Manifesto ofSurrealism. It incorporated a belief in

creative expression not hindered by rationality and traditional values. The

creative process was aided by recourse to chance, the unconscious and dreams.

(Lipsey, 1988)

The unconscious process of spirituality cau be seen in the works of a

number of Surrealists induding Max Ernst. Yet Surrealist art is not normally

considered religious. In fact, it may be considered to be anri-religious if we trunk

of sorne of Dali's paintings. However mauy Surrealists seem to acknowledge that

there is a greater reality beyond the earthly realm. With Ernst and others there

appears to be an attempt at exploring what liesremoved from that which we can

access through our senses. Surrealist art exhibits a:nd explores themystery of the

spirit of our existence.

James Gleeson is one of Australia' smost importantcontemporary

Surrealists. He describes rus art as being a search forself-knowledge and how we

are connected to the rest of the cosmos.

ü. Georges Braque (1882-1963)

Similar to El Greco' sA View ofToledo, Braque' s Château at La Roche­

Guyon, isa landscape with buildings in it. Both paintings are sliffused with a
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shimmering energy that seems to dematerialize the solidity of the man made and

natural forms in the images. Thisenergy could be the wind but it seems to come

more from the artist' s mind and spirit. Both El Greco and Braque were not just

painting what they saw. Braque, in particular, has altered the image in a way that

leaves no doubt he is in a search for a deeper meaning. He has abandoned the

attempt to merely give an illusion of a castle on a hill. He has compressed the

image in such a way the elements blend into one another. A cree becomes part of

a building. The image begins to resemble a checkerboard pattern on the canvas.

Braque is searching for the meaning in three ways: perception itself, what is seen

and the illusion of image making.

Here Lipsey (1988) points out the importance of images to convey

meaning that can not necessarily be translated into words. Upsey says the

spiritual in artis an idea vast in scope conveyed throughan image complete in

itself, not an illustration but an illumination. (This is elaborated later in the

education section.) In Braque' s Château at La Roche-Guyon, it seems as if two

distinct hutreciprocal forces co-inhabit the painting simultaneously. "The angular

pattern of the buildings reads as the Cartesian reality of order and logic, while the

foliage,streaming in and around it, reads as a complementary energy, freer, less

predictable, dynamic." (Upsey, 1988, p. 54) This dualism seems to he part of

both Nature and man's intellectual urge to impose order on Nature.

Interpreting the painting in this manner is an exploration of human

understanding. In Concerning the Spiritual in Art, Kandinsky (1947) wrote

"Artists are obeying Socrates' advice: "Know thyself." Consciously or

unconsciously, artists are studying and investigating their materials, weighing the

spiritual value of those elements with which it is their privilege to work with."
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Ofcourse, this painting and other Cubist workscould be interpreted

differently. To sorne it could merely be a technical exercise in style. But if an

Interpretation thatleads to greater understanding of the human spirit can be

helpful why not investigate it? Kandinsky said thatartists are involvedin an

inquiry of the elements they must workwith. This analysis necessarily involved

determining their spiritual worth.

ili. Henri Matisse (1869.1954)

Amongst figurative artists of the twentieth century, Matisse would not

nOrmally be thought of as having a spiritual connotation to his art. Like Marc

Chagall, a painter more obviously interested in the spiritual, Matisse was

commissioned to decorate the interior of a church. However Matisse was

considered to have rather vague religiousviews. Picasso for one, could not

understand how Matisse could accept the commission in a church context. In a

reply to Picasso, Matisse explained that despite his lack of formaI religious faith,

he was able to work through meditation. Matisse feh he could be fully absorbed

by what he was attempting so that he was working in a state of mind approaching

prayer. (Lipsey, 1988, p. 256) This spirituality, outside offormal religion, was

elaborated on by Matisse in bis writings about his commission.

Matisse feh that the purpose ofmodem art was not silllply to delight the

senses, something that the decorative beauty of ms artworks certainly do. Rather,

Matisse feh spirituality could spring from love of the image to he created, love of

creation itself and great sincerity. He helieved that a profound expression of

himself in color and form was sufficient. He felt that creating the interior ofthe

Chapelof the Rosary of the Dominican Sisters in Vence awoke him to self­

knowledge;
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Sincerity for Matisse was a word rich in possibility. For him it meant

vision, exploration and creation. It allowed the artist freedom because it placed

mm in the realm of true self-knowledge. From this security, Matisse believed the

artist was able to produce work ripe with emotion.

In his writings, and in his art, we can find a search for something deeper.

He was looking for harmony, purity and peace. He wanted workers to find solace

in his art. Matisse wanted his art, partly through simplification of fofIl1.s and ideas,

to calm people. He strove to find and depict the beauty of the world.

One of his works, Bonheur de vivre, exhibits ms love of life and

happiness. Itdepicts a life in the beauty of the outdoors. It praises humanity and

Nature. It is full of love, music and dance in a simple yet refined manner. It

harks back to alost age of innocence similar to the Garden of Eden. But at the

same time it evokes what we an seem toneed so desperately: beauty, love and the

simple pleasures of life.
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III. Non-figurative or abstract spiritual art

a. Introduction

Shantz (1999, p. 62) says abstract art can be easily linkedto spirituality

because it is an "irreducible, nondiscursive and silent experience." She clarifies

tms by stating that the non-specifie content of abstract art enables tms link to be

made if the spiritual.is considered as transcendent or numinous rather than

phenomenal. Ofcourse, ultimate reality can not be simplified any more easily

than can a work ofart. But abstract artcan use elementsof reality such as colours

and lines as symbols to reveal the transcendent. Abstract art can be

nonmscursive, because it appeals to intuition rather than reason. Rationality can

neither set up a list of rules to follow in order to create a great work of abstract art,

nor can it offer direct spiritual illumination. A sublime work of art seems better

suited to communicating the infinite than does rational discourse. Steer (1996), in

See through mlfsic(notes from an unpopular composer), discusses how music, as

a nonliteral experience offers a gateway to the numillous reality within us.

Numinous refers to the numen or plural numina. The numina were the spirits

some, induding the animists, believed to be itlhabiting certain places and objects.

Somenow use lluminous to refer to a mysterious spiritually-elevated presencethat

1S diffictHt to apprehend in a purelyrational manner. (Coleman (1998) A

correlation exists between music. and visuaI art because they both are non-literal

experiences. What can be applied to one can also be appHed to the oth~r. Lipsey

(1988, p. 96) adds that abstraction in visual art, offers a language to represent or

discover order and disorder. It illuminates the structure of the self and the world.

ltwould be difficultto associate a particular religion to abstract art. To be

fair, it should be stated immematelythat merely being acquainted with the works



11

of abstract artists is not enough to be able to reconstruct the artist' s intentions and

ideas of spirituality. Abstract art has within it the possibility of appealing to

everyone. Because mos! abstract art has no outward indication of anypa.rticular

deity or religion, it could be spiritually significant to any member of any religion.

Tbis may be true of figurative religious art also. 1 should point out that 1 believe

many non-Christians have been just as moved bythe Sistine Chapel Ceiling as 1

was. The leaders ofthe Catholic Church were well aware of the ability of art to

awe, inspire and "reveal" the power andglory of God. (See illustration number

9.) My high school art teacher told melhat Michelangelowas commissioned to

create the cupola in St-Peter's Basilica in Rome for tbis reason. The church

wanted the people sitting in the pews to look upwards towards Godand be awed

by the beauty of the art on the ceiling. Numerous others, regardless of their

religious ideas, have been awed by the Indo~Islamic or Mogul mausoleum built by

the Shah Jahan for bis beloved wife: the Taj Mahal. (See illustration number 3.)

However,a.bstrad art, would seem to be a wonderfulopportunity for

offering spiritual illumination to those not associated with a particular religion.

On a theoretical basis weknow this to be true. Howeyer, even in the most

nonrepresentational art, aspects of the artist' s heritage and personality cau be

detected. The artist's spirit and doctrinalreligious beliefscould still be

communicated in an abstract work. Therefore all abstract art 1S not necessarily

spiritually secular.

On the other hand, abstract art could be spiritually meaningless to aIl.

Some critics went so far as to label minimalist and abstract art as signaling the

death of God! This is understandable when seen within the perspective of the

parallels between art and religion. Many, including Kandinsky, correctly noted

that periods of great artistic acbievements were also periods of intense spiritual or
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religious activity. Just think of aH the art produced that contains an image of a

God, a prophet or .some other spiritual symboL In Western art alone these images

would fill gallery after gallery to the brim.

Neither is aU abstract art spiritual. At worst, it could merely be away to

organize elements pf the artist's chosen vlsuallanguage. AUts bestit couldeither

arise fromthe spiritual or it could illuminate the spirituaL It depends upon the

abilitiesof the artist. Once again before looking at individual non-figurative

artists and their works, let us look briefly at an important contemporary abstract

art movement that sorne consider succeeded in producing many images of

aesthetic and spiritual power.

b. Abstract expressionism
This art movement began in the fifties inNew York. Manyartists from

tbis school are now weIl known: Jackson Pollock, Willem de Kooning, Mark

Rothko, Ad Rheinhart, Adolph Gottlieb, Barnett Newman, Robert Motherwell,

Franz Kline, et al.

The movement borrowed the pictorial vocabulary of much of Kandinsky's

abstract art. Dynamic interactions of colours and Hnes filled with an intensity of

expression could applytojust as weIl to Kandinsky as it could to theAbstract

Expressionists. (Lipsey, 1988) A wide variety of styles emerged withinthe

movement butit could.be characterized as a liberation from traditional brushwork

painting and an exclusion ofrepresentational content. Often paint would be

applied with a vigorousenergy via unorthodox methods Jike swishing the paint 011

with the hands in the manner of Jackson Pollock using large, house-painting

rollers as many did.

Abstract Expressionists were, for the most part, considered ta be "spiritual".
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Harold Rosenberg, one of the principal champions and critics of Abstract

Expressionism (Clement Greenberg was the other), wrote about the American

artist' s spiritual ambitions.

In sum, what the new American artist sought

was not a richer or more contemporary fiction (like

the Surrealists), but the formal sign of a language of

the inner kingdom-equivalents in paint of a flash,

no matter how transitory, of what had been known

throughout the centuries as spiritual enlightenment.

(cited in Lipsey, 1988, p. 300)

Clyfford Still, Adolph Gottileb, Ad Rheinhardt and even Jackson Pollock

were involved in personal spiritual quests. ·With respect to secular spirituality,

Pollock echoed a Zen Buddhist approach 1 will explore later when he said that

"Churches are okay if you got to belong to something to feel saie, but artists don't

need that ... they' re part of the universal energy in their creating.

Look-existence is. We're part of alilike everything else, ..." (Cited in Lipsey,

1988, p. 306)

Mark Rothco and Barnett Newman also wrote about the transcendental in their

art making. Aspects of Rothco' s paintings related to the spiritual were said to

includé "agony, drama,and mystical, shimmering light". (Drury& Voight, 1999,

p.59) A common feature among the AbstractExpressionists was the spirituality

stemmingfrom theunconscious.

e. Kandinsky (1866 • 1944)

If theartists choose to avoidimages of the deities, does if mean that their

art is spirituaUyvoid?j\rguably the first s~rious abstract artist, the Russian,
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Wassily Kandinsky, did.not think so. Kandinsky deplored the rampant

materialism of the nineteenth century and believed art was ameans to free

mankind from this nightmare. In Kandinsky's (1947, p. 24) essential monograph,

Concerning The Spiritual in Art, and pain,ing in particular he wrote that the artist

should strive towards more refined and.subtle emotions. Thisdid not mean the

artïst ignored the intellect to rely solely on emotion or intuition.

Nothing was farther from my mind than an

appeal to the intellect, to the brain. This task would

still have been premature today and will lie before

the artists as the next, important, and unavoidable

aim(=step) in the further evolution of art. Nothing

can and will be dangerous any longer to the spirit

once it is established and deeply rooted, not even

therefore the much-to-be-feared-brainwork in art.

In "Love 's Knowledge: Essays on philosophy and literature", Nussbaum

(1990) àrgues in favour of Aristotle's defense of the use of the emotions and the

imagination in addition to the intellect, as being fundamental to rational choice. It

seems to me Kandinsky would agree with Nussbaum's idea that to only

apprehend something cognitively or inteUectually i8 in8ufficient Perception of

course requiresbothcognition andapprehension with the senses. Nussbaum

refers to this as seeing a complex reality with lucidity, imagination and feeling.
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Kandinsky sometimes referred to the idea of inner necessity as honesty. It

resembles a powetful conscience speaking to the artistlseeker/guide. The artist' s

inner voice demands the artist pay close attention to the intrinsic qualities of the

innermost nature of an he perceives. He seems to be striving for the soul. That

inner entity that drives human consciousness.

Kandinsky manifested a distrust of organized religion and its traditional

sacred imagery. Kandinsky feh that the artist should befree to choose his

material as he sees fit. He considered this a spiritual freedom absolutely

necessary in art and life. Kandinsky refers to those who paint pietures trying to

render the divine when he talks about Matisse. It seems tbat Kandinsky would

prefer that artists used the elements and materialsof art itself to uncover

spirituality. (Lipsey, 1988, p. 45) To this end Kandinsky rarely speaksof

traditional religious iconography to render spirituality but rather of the pure

elements of art. When describing the colom white, for example, he refers to a

harmony of silence that white entails.. He speaks of the pregnant possibilities this

silence has within if. He speaks of a rich nothingness. Kandinsky also spoke of

the inner sound and innernecessity that pointed towards using abstract forms to

render the universe of spiritually alive creatures. Kandinsky, for example, said

that a triangle was a spiritual element in itself. Although Kandinsky touched upon

the idea that forms had spiritual value, we should tum to Mondrian for an

elaboration of these ideas.

d. Mondrian (1872-1944)

Piet Mondrian was brought up in a strict Calvinist household but strove for

a universal spirituality in his painting and writings about art. In 1909, Mondrian



16

became a Theosophist. Mter thîs time, much of hîs art and writing dealt with

issues related to the mostly Eastern Idealist thoughts of the Theosophîcal Society.

He was wary orthe pasto He did not want to hearthe church beUs reminding hîm

of the religions and art of past times. He championed the new man essentially

different from the old. He felt that art could be a vehîcle to transcend

individuality to achieve universality. He thought that art should concernitself

with knowing the depths of inwardness. He feh that art should bring about a

harmony between this inwardness and one' souter life. He wrote that art now

surpasses religion in its quest for spirituality. (Lipsey, 1988, p.67)

Mondrian chose abstract art to express hîs feelings on spirituality. He feh

that life was becoming more abstract For Mondrian, a troly modem individual

was concerned with the consciousness of the human spirit. Only abstract art

could express this cosmic, universal aesthetic. In abstract painting and music, the

artistperceiving the external world, according to Mondrian, cornes to recognize

and depict the universal it hoMs. Putanother way, a work of art for Mondrian

was a way that the uruversal became subjective. The essential nature of an thîngs

exists in the universal which is the basis for alilife and art. Art therefore should

be the expression of the universal.

Lipsey's (1988) analysis of Mondrian's art reveals how it progressed

towards more and more abstract images. But the spiritual quest is evident even in

hisearly, non-abstract paintings. This canbe seen in the way the forms of nature

simplify into harmoniouspatterns. It seems to be a search for the universal, the

transcendent forms of lue. The innumerable natl1ral colours also are subtly

reduced to a few simple contra.sts: hot red earth tones and cold bIne, sky tints.

Orten the energies of the earth seem to unite with those from the sky: symbolic

union of the henefits of the universal upper and the lower forces.
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In his later, more abstract works, Mondrian strove to reduce the marks of

individuality that he felt reduced the quality of the universal. He strove to achieve

adynamie equiHbrium of opposing forces resulting in hannony. This resulted in a

tendencytowards sim.plicity of colour and fQrrn. He reduced his palette to the

ptimary colours: red, yeIlow and blue. These are of course the essence of all

colours. White, grey and black could also be used to express the notion of space.

Likewise he reduced alllines to straight Hnes which imply curved and diagonal

Hnes. Furthennore, he used vertical Hnes to notate all active, masculine force and

horizontallines to representpassive, feminine force. He feH this would allow him

to represent the aU-opposing forces in lue by the crossing of perpendicular Hnes.

e. Conclusion

So whatthen distinguishes religious art from spiritual art? An Australian

artist, John Coburn, thinks it a matter of degree. "1 think you can be deeply

religious, semi-religious or spiritual ...." (Drury & Voight, 1999, p. 50) In many

religions, the spiritual can be considered opposed to the material. Parishioners are

often chidedfor letting their materialism obstruct their religious attitUde. When

we speak of materialism, the term often used is egocentric.. A selfish materialism

is opposed with an unselfish wisdom andunderstanding of things beyond our

iromediate physicalneeds. The spiritual refers to an ability to search beyond what

is obvious cbmpared to that which is deep inside of aIl. of us. Yet traditional

religion is bound up in dogmatismand ceremony. As Lipsey(1988) points out,

this seems to be at odds with the actof looking beyond. Iagree when he says

spirituality involvessearching. It involves a pilgrimage of sorts. Despite the fact

traditionalreHgionseel11S to oudine the abstract knowledgeof the cosmos and

human nature,it also seeks renewal through pilgramage. "The pilgrim gains new



18

eyes, a new feeling for things, a newsense of life, and this newness within cannot

help but brighten the world at large and reveal its exquisite order." (Lipsey, 1988,

p. 11) It can be a quest to relieve the burden of our difficult lives. 1t can be a

desire to discover our underlying unity. But Lipsey (1988) also knows that

spirituality can be an inner strength that allows for sincere understanding and

wisdom in times when chaos appears to mn wild. Clarity of vision often occurs

when spirituality favours reconsiderationand an ul1selfish perspective.

Another contemporary Australian artist~ James Gleeson, says religious art

"springs from religion itself, which is just an attempt to come to grips with the

mysteries of existence." (Dl1lry and Voight, 1996, p. 24) Any artthat has to do

with religion could be religious but not all religious art is spiritual or sacred.

Gleeson saysthat El Greco's depiction ofChrist isspiritual becauseit is no longer

the repetition of classicrecognizahle fOfIDS. He goes on to say that El Greco's

Christ involves an imaginary or emotional experience. The inner dimension is

hrought to the external fOfID.

To sorne, it may seem to be ridiculous to speak of the spiritual in the

context of major Western art.· (Koppman, 1999) Such art of the Cubists, Ahstract

expressionists, Surrealists, and other members of the industrialized Western

artworld, i5 treated like a commodity to he sold at the highest priee possible.

Having a work hy one of these artists enters the profanerealm of status. Many of

these works that have little to do with the sacred are sold for millions in auctions.

Perhaps iris the way our culture sets art apart from life that many people have

difficulty understanding how art in our culture can he sacred?

Yet the art itself still has the power to evoke the spiritual. Many of these

successful artists seem to he surrounded hy a distinctive quality of sacredness.



And many coHectorsthat invest in expensive art hope they cau somehow be

blessed by the sacred aura manifest in the artwork. (Koppmau, 1999)

19
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2. Rooted cosmopolitanism

1. Introduction

1 have traveled extensively throughout the world and documented my

travels in stereo photography. In many ways myperspective on secular

spirituality is a result of my contact with other cultures and their "art". It is

withoutdoubt difficult to apply our understandings about art to similar cultural

expressions in different societies. 1 have leamed thatmany cultures do not have a

word that can be related to "art". (Koppman, 1999) Nevertheless we can orny use

our conceptual categories to understand other cultures and their manifestations of

the sacred orthe spiritual.

Consistent withAnthony Appiah's (1998) view of cosmopolitanism in

CosmopoUtan Patriots, is the celebration of different perspectives, cultures and

people. He says there would be no pointin being cosmopolitan if aH cultures were

homogeneous. This necessarily involves, as Appiah puts it, circulation of people.

This does not mean circulation for cultural tourism in the sense of exploitation or

commercial purposes. Itinvolves making the effort to understandand leam from

the other cultures. What is leamed cau be applied to better understanding of one's

own culture. Seeing our culture from or with a different perspective can help find

our failuresaud our successes,as Nussbaum (1997) points out. Eade J. Coleman

rightly argues,in Creativity and Spirituality, that the.great religions complement

each other.

" ... a member of one religioncan engage those of

other faiths in dialogue in order to understand,

evaluate, or temper his own feelings and beliefs.
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Those who bringnothing but doctrines, dogmas or

propositions to the dialogue situation will fail.

Success requin~s an intuitive receptivity and an

existential posture-one that engages the total self,

Le. intellect, heart and wilL"

(Coleman, 1998, p. 4)

Incorporating diverse values and view points also is consistent

with the multicultural, pluralist nature of my modem North American

culture. Unfortunately tbis was not so in the recent past.

As mentioned earlier, political religious organizations have purposely

ignored or dismissed "unconventional" manifestations of spiritual art. This is

particularly true for aboriginal or indigenous spiritual art. The Vatican Museum

hasa gallery fun of sacred or spiritual art that the missionaries "collected". 1

visited the museum in 1999 when 1was living in Rome. lt is called the

Missionary Mu~eumOf Ethnology. What foHows is the description from the web

sÎte.

The material is vast and various and is presented

according to didactic principles so as to document

the religious cuIts of th~ various civilizations which

have flourished in other continents over an

enormous span of time, from centuries before the

coming of Christ right up to our times.

(Roma 2000,2001)
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The web site lists a few of the sacred or spiritual items the museum

displays: Quetzalcoatl (the Plumed Serpent) - Mexico, Aztec (l5th c.), Maiden

spirit mask (Agbogho) - Nigeria, Igbo people (19th c.), figure of a divinity ­

Colombia, Aruaco (collected 1691), the god Tu - Polynesia, Gambier Islands

(collected 1834-36), the god Rogo -Polynesia, Gambier Islands (collected 1834­

36), and the god Tupo - Polynesia, Gambier Islands (collected 1834-36).

Things are slowly changing and the missionary zeal for collecting

"idolatrous" art has diminished somewhat. Recent postmodern, and more

particularly poststructuralist, trends have advanced the positive aspects of

"pluralism, change, flexibility, playfulness, uniqueness and respect for

differences". (Ferré, 19%)

H. Liberation theology

A discussion of liberation theology is important to my interests in spiritual

art because we know local and indigenous culture ofthe past was repressed or

ignored. Voices of the disenfranchised were not heard in many colonized

nations.(Ferré, 19%) In Mexico, for example, the church was responsible for

keeping the social, political and cultural status quo. This meant that local's

interests and the art that represented them was dismissed as unworthy of that from

Europe.

In Mexico, even the stones for building the post

office come from Europe, like aH that was

considered worthwhile. Beyond theboundaries of

official art, ...the genius engraver José Guadalupe

Posada strips naked his country andhis time. No

critie takes him seriously. He has nopupils,



although twoyoung artists haye been following him

since they were cmldren. José Clemente Orozco

and Diego Rivera haunt Posada' s workshop and

watch mm labor. (Galeano 1988, p. 60)

We now know that, in 1924, Diego Rivera wenton to produce epic

murals of hiS people and ail the peoples of Mexico. Rivera' s murals

depicted the strugglesof Emiliano Zapata toachieve. deceIlt living

standards forthe ihdigenousand lowerclass Mexicans. The works of

Orozco and Rivera fit into my criteria of secular spirituality because they

use empathyas a meaIlS toarrive ata system of justice that applies to an

notjust the wealthy or those thathappen.to belong to certain faith. The

images of Rivera were Ilot hung on the wans of a particular church.

These works are the basis for an active and adequate reply to injustice that

is required for my ihterpretation of spiritual illtegrity. There can be no

real tranquility or harmony withoutjustice for aU.

The visually narrative, representational nature of Rivera' s murais

enables the moral experiences of the locals to be situated in a meaningful

andunderstandable context. This in tum may enablethe wealthy andthe

pOOl" to see the humanity in moralbehaviour. But as 1 have argued earlier,

and as Swanger(1991) argues, an abstract work can also invokeempathy

or reciprocity, tms particular case the figurative images were probably

most appropriate for the context of urban Mexicoat that time.

Why they were painted as murals is also indicative of one of the

strengths ofvisual art. Visual arthas notbeen"kidnapped" by the

intellectuai elite. It can "speak to" an who can see. Artistscan express

that wmch can not besaid or written. Th~paintings on the walls of the

23
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caves in Lascaux, France existed thousands of years before the evidence

of the first writing. They evoked feelings and perceptual reactions. The

dancer, the musician and the abstract artist exemplify and express feelings

and forms. Worlds are not made upsolely from what is said literally or

metaphorically "but also by what 1S exemplified and expressed."

(Goodman, 1985, p.12) As the Swiss.artist Paul Kleesaid "Art does not

reproduce the visible rather it makes·visible". (cited in Coleman, 1998, p.

141)

Poor Mexican's were illiterate but not blind. AU who passed

could see what was on the wans of the Ministry of Education and other

buildings in Mexico City, " the wretchedof the earth become the subjects

of art and history rather than objects of use, scom and pity" (Galeano,

1988, p.59).

As the contemporary Protestant theologian, Schubert Ogden says,

the old, Imperial religious images of the premodem or modem eras can no

longer symbolize a God that is concemedwith the misery of human

maSSeS. (Ferré, 1996) New. ways of constructing theory are demanded by

liberation theology. Diego.Rivera echoesthis when he says that gods,

angels, archangels, saints, kings and emperors are no longer the heroes of

Mexican painting. The people are the heroes now.

HI. Postmodernism

Instead of emphasizing the broader postmodemapproach that deconstructs

aIl aspects of the social context, in "Socially Responsive Educational Research",

Stringer (1993) usedideological themes toprovide a struCt!lfe that wouldoffer

help to educators and researchers amongst minorities. In Foucault, he round ideas
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to eliminate subjugation by choosing local planning, local knowledge and local

decision making. This means indigenous people would have control in the way

local schools are mn, what curricula is used and who decides what is be8t fôr the

local population. Foucault i8 referring to the concept of a democratic structure,

allowing for popular participation.

And Derrida' s ideas echo those of Foucault. Derrida advocates

looking for means to override the control of those in positions of power he

calls "culture producers". Applying this to education of indigenous

people, Stringer (1993) insists on enhancing, instead of denigrating, local

art, dance, music and history. This way, outside experts and professionals

would not be able to impose their concept of the good upo:n indigenous

people by dismissing or ignoring the valuable contributions aboriginal

artists have made to culture.

IV. Change througb. cross-cultural contact

Isee spirituality in some ways a fusion of the best parts of many

different religions. This is simiIar tothe way Charles Taylor speaks of a

fusing of horizons.

"What the presumption requires of us is not

peremptory and inauthentic judgements of equal

value, but a willingness to be open to comparative

cultural study of the kind that must dispIace our

horizons in the resulting fusions. What it requires

above all is an .admission that we are very far away

from that ultimate horizon from which the relative
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worth of different cultures rnight be evident."

(Taylor, 1994, p. 73)

Leaming about the spiritual artistic aspects of differel.1t cultures C(ffi lead to

insights into our own spirituality or lack ofit With respectto Appiah's views on

cosmopolitanism, this implies that the cosmopolitanis rooted in his own culture.

One danger is that ethnic minoritie~ arebeing swamped by the hegemony

of a larger, global (American) culture. The Aboriginals of Australia use their

sacredart and ceremonial practices to teach the younget generations their

traditions. (Drury & Voight, 1996, p. 98) Even those artists exposed to western

contemporary art and culture through travel, remain close to their traditions. They

fee! the production and recording of their art i8 the most important way for them to

educate their children and others for the preservation of their culture.

Visual expression is integrated into ceremonial

culture, and each person is taught the designs that

describe their land, and how to make and decorate

ceremonial instruments. Unlike western

contemporary art, this Ahoriginal art is not simply

making a picture, but each time i8 a total

engagement of makinga Dreaming.

(Ibid.)

A true cosmopolitan would be concerned that such fragile

cultures resist assimilation and disappearance. This is not to say



27

that "cultural hybridization" should be avoided at aU costs. This is

not possible.

In the educational context, the arguments Appiah (1998) puts forward to

defend patriotism are relevant to culture as it relates to respect for traditions. This

pertains to my ideas about spiritual art as a formof moral perspective rooted in the

local psyche. Regarding patriotism versus cosmopolitanism, he rightfully points

out that people cau take pride in the nation, state or even smaller communities.

Feelings people. have are important in such questions as self-esteem, the need to

feel wanted and the sense of belonging. But notjust states or nations, smaller

groupi:n.gs of people are also important. Furthermore, the small scale of these

closer communities is to he celebrated for the richness of cultural variety they

allow.

This is not to say that preserving spiritual art should be an excuse to

preserve aU elements of a particular culture.·· There are sorne aspects of sorne

cultures that do not deserve to be preserved or continued. This is beyond the

scope of my paper but 1 would like to say that who decides what aspects are to be

preservedneeds to consider the impact of self-respect, self-esteem and spirituality.

V. Authenticity

Following Rousseau' s ideas on the concept of how individual identity has

now become so important, Taylor (1994) speaks of the idea of authenticity. He

oudines how individuals now are thought to have a moral sense grounded in their

feelings as opposed to the oIder way of calculating the consequences of right of

wrong actions in the hope of being rewarded in an after life. He continues to. say

that the wayin which moral actions are pursued, in an individual, is something

that is necessary to be true and complete human beings. In other words, our moral
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salvation occurs when we are in "authentic moral contact with ourselves" (Taylor,

1994, p. 29).

Authenticity therefore can only be achieved if we know who we are and

where we are coming from.Inthis respect, 1 see the need for minority cultures,

such as the Inuit, to preserve their history and understand theirpast. How can this

be done in a school system that ignores their culture and history?

In order to understand how identity is related to recognition, Taylor (1994)

says we must realize that identity is dialogical in nature. He means that wc

become fully authentic humans only through exchange with others on twolevels.

Thefirst is the intimate level, where exchange and struggle takes place between

significant others to developan authentic identity. On the broader public level,

groups seek recognition of their identities. On this broad level, one could argue

that the minority cultures need to accept the exchanges with the larger cultures

and whatever changes occur are necessary and inevitable. Recognition demands

universal, Hberal principles of equal dignity. This omm can blend authentic

identities into the one large homogeneous identity of the hegemonic culture. In

this sense true authenticity is lost.

Taylor (1994) says that minority groups are often givena poor depiction of

themselves. This can oecur when the school curriculum revolves around culture

and history totally alien to the ethnie minority. It forces the excluded groups to

feel inferiof or ignored. In tbis sense, no recognition occurs and therefore identity

suffers. Poor self-image is the result.

Here p~rhaps 1 differ with Taylor (1994) when he speaks of works of art or

literature thatshould he admitted to the canon of acceptable works. He says that

all races and cultures should "enjoy the presumption that their traditional culture

has value". If he means value to someone else or if he is referring to auniversaI
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value that can be applied to any liberal democratic society, 1 would argue that

extending the value of one' s cultural tradition to the broader context i5 not

necessary, although 1 do agree that recognizing the value of their culture and

respecting it is helpful~· Whatis 1110st important to me is tha.t it has worth to the

minority ethnic group and this he1ps them to define themse1ves. For example, for

many indigenous people, their works of art and their narratives framed in the

ancient stories embody within them their traditions and vçtiues. In tbis sense, they

join with their ancestors and develop a continuity with their pasto European based

educational systems ignored these narratives. Even ata minot level as fol1ows

this can be easilyseen.

When the British explorers, such as Perry, got stuck in the winter ice off

Melville Island, they wintered among the residents of Igloolik but did not take

advantage of the cultural advantages surrounding them; for example, the explorers

did not adopt Inuit clotbing even though their own was clearly Inadequate. That is

one of the main reasons for their failure. There was a reluctance on the part of the

Royal Navy to accept the riches of Inuit culture and make use of it.

At worsfmissionaries demonized and denigrated indigenous culture and

narratives. Ifthe group' s childrenare not educatedin their traditions, th~ link to

their values and bistory is broken. Inmy opinion tbis is extremely important.

Therefore examples of a universal spirituality need to be found in the art orall

cultures. 1believethis ispossible. Ifitcan notbefound within their own culture,

1 do notthink it willspeak to them with sufficient force.



30

VI. Dignity

Appiah (1998) quotes bis father saying that no matter where we choose to

live we should leave that place better than we found it. It was moralimperative

for the author' s father to love all of mankind and his duty, as a human being,

required him tdact in away grounded upon a respect for human dignity, equality

andpersonal autonomy. Appiah (1998) argues that this moral perspective

transcends aH cultures. He says thatit is wtong to contrast liberalism or

cosmopolitanism with patriotism because all three can simultaneously hold

similar liberal or humanist beliefs and values. Furthermore, it isbecause of the

existence of states and nations that different manifestations of culture exist to be

celebrated by the cosmopolitan. What isimportant is that different moral

opinionsamongst or between nations/states are compatible with basic human

rights.

1have been arguing in essence that you can be

cosmopolitan--celebrating the variety of human

cultures; rooted--Ioyal to one local society (or a

few) that you connt as home; liberal--convinced of

the value of the individnal; and patriotic-­

celebrating the. state (or states) within wbich you

live. The cosmopolitanismflows from the same

sources thatnourishthe liberalisni, for it is the

variety of humanforms of life that provides the

vocabulary of the language ofindividnal choice.

(Appiah, 1998, p. 1(6)
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Onefidional example i8 from the film Amistad. Theodore Joadson, is a

black Abolitionist who works with Lewis Tappan, a white Abolitionist. Il does

not matter which race or ethnic group they belong ta. Even if they are on opposite

ends of the spectrum with respect to the injustice in question, as were the white

Abolitionists whohelped the black slaves.. They bath have the same spiritual

relationship to the cause of abolishing slavery.

1 can think of Mahatma Ghandi who as an Indian lawyerworked against

Apartheid in South Africa. He worked mainly, but not exclusively, with black

Mricans. 1 believe his understanding of empathy and spirituality meant that

universal human dignity needed to be defended in overturning laws that denied

equality for black South Africans.

Consequently, consistent with Appiah's (1998) definition ofliberal

cosmopolitanism is the idea of equal dignity for allpersons, not merely for the

elite or those from one's own community. My idea of dignity includes notjust

freedom from racism, sexism, and anthropocentrism, but alternatives to substance

abuse, alcoholism and suicide that the marginalized people are frequently

confronting.

VU. RimaI a:nd çeremony

If we analyze a few of my photographs, as points of departure, we can

exaITline my understanding ofspirituality. Consider, for example, Balinese

Woman with 0flering Near Ubud. (See illustration number 4.) 1 was on my way

to see to a temple in central Bali when l saw this scene. What immediately struck

me was the way the woman seemed oblivious to all the vehicles speeding down

the road. 1 was in one of them. Even in 1986, Bali was overcrowded with

hucksters vying for aH available tourist dollars. If you tried ta walk, mini buses
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would stop every five minutes to ask if you wanted a lift. This woman seemed to

have nothing to do with money of any sort She had another purpose. She was a

participant in a ritual eeremony conducted five times each season.

These pillars of fruit, eggs, flowers, pressed riee, and ehickens that

Balinese women carry on their heads, may weigh up to 150 pounds. The offering

was to be deposited in the temple aswe can see in the close-up, Food Offering,

Bali. Dewri Sri~ the rice goddess, was about to receive the tribute. Traditional

culture' s spiritual lives were often linked to utilitarian art objects of daily life.

(See illustration number 5.)

While the offerings sit in the temple, the riee goddess willfeast on the

essence of the food; the substance is taken home to be eaten later by the spiritual

yet practical Balinese.

Why did 1find this scene to be spiritual? One reason is that lbelieve

aspects of the ritual ceremony are missing from our secular culture,. but still

needed by many of us. As a former Catholic, 1 still enjoy the ritualsinvolved in

the celebration ofHigh Mass. 1 particularly like the sermons, the incense,

Communion, the wonderful choirs and their music. At Easter and Christmas, 1

usuallyattend midnight mass, much to the delight of my mother, where the rituai

aspect is more pronounced than on a regular Sunday.mass.

The rituallwas fortunate enough to witness is an integral. part of the

Balinese system of beHefs.·· The beliefsandpractices are a biend ofJfinduism,

ancestor worship·andanimisnl. Animist beliefs allow for spirit to reside in·ll1aUer.

According to thisbeliefsystemall organic things, including rocks, trees. and

clouds, cahhave a win, a brainor even a soul. The temple, the offerings were

deposited in, is surrounded by beautifully terraced ricefields. The relationship of

the Balinese to the land is obvious. They are dependent on it for their food,
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shelter and spiritual nourishment They understand tIDs. They respect the land

and venerate it via the Rice Goddess. Through this venerationl the Balinese

acknowledge something greater than the individual. Nature is sometbing that

transcends individual concerns to reach an. elevated l spirituallevel. Similar to the

aspects of the animist Aboriginal culture in Australia, tbis Balinese ceremony i8

intended to propagate the "weIl being of the land and its human, plant and animal

life." (Drury & Voight, p.98)

If we look closely on both sides of the road, we can see long plants or

fronds arching or drooping over il. These are also there for gods. In fact, every

street corner in Bali has an altar or some fOTm ofoffering. The Balinese are

wonderful practitioners of the art of tuming the mundane into the sacred. "What

seemS to differentiate our art from the artmaking activities of non-Western,

nonindustrial cultures is precisely the lack in our own artworld of the original

integration of art and life and art and the sacred." (Koppman, 1999, p. 154) For

the Balinese, it seems life is a marvelous gift and therefore it shouldbe celebrated

in every way possible. "When asked about art, a Bali native of our times replied,

we do everything as well as we cau; we have no real art." (cited in Coleman,

1998, p. xiii) To me, he seemed to be saying, "Why would we not want to have

our physical environment reflect the best of our spirituality?".

VIII. Enmonment
The Balinese woman, walking down the busy and noisy road, seemed to

possess an inner sense of peace andharmony. It wasas ifher purpose protected

her from the unpleasantness that surrounded her. The Balinese woman was

partaking in a type of pilgrimage where she was offeringa sacrifice and her

spiritual purpose protecred her from the hardships of her journey. Likethe
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pilgrims climbing Mount Sinai or the steps at SUoseph' s Oratory in Montreal, the

pain fades away in the fulfilment of a spiritual duty.

Outwardly, the Balinese woman was going to the shrine with the offering

to give thanks and perhaps to express her love for the divine. The spiritual

relevance oHhis particular scene to me lies in its archetypal characœristics. Many

believe pilgrimage is a universal pattern ofhuman experience, both historically

and geographically. (Clift & Clift, 1996, p. 9) In Jung's writing, the primordial

images or archetypes are referred to asconstantly repeated experiences of

humamty. These archetypes are onen considered to have intrinsically sacred or

nUIDinous qualities within thern. "Pilgrimage is ajourney, a ritual, a

commemoration, a search for something, perhaps even something the pilgrim

does notfully perceive." (Clift & CUft, 1996, p, 9) A Balinese pilgrim bringing

gifts to the HinduJanimist shrine invokes manifestations of ceremony, celebration,

ritual, gesture, and symbol.

Ritual actions provide a Hnk between the physical reality and the inner

reality of the spirit. The ritual brings symbolic meaning to everyday reality.

(Clift & Clift, 1996, p. 15) .Symbols in tum, are bridges to other realities.

Symbols not only indicate but also participate in other realities. The pilgrim is

performing a rimal act and by doing so is consciously attempting to change the act

into an aGtive dynamic symbol. In the case of my Balinese example, the beauty of

the off~ring itself awed me.

Butwhy was the offering beautiful to me? 1 think the beauty of the

offering was a function of the harmony 1 saw in the individual elements that went

into its make up. Obviously all the food was grown or produced locally. 1 like

the inclusion of the eggs with the cooked chickenand the flowers with the fruit.

This in one sense is a symbol of the cirde of life. The way the food was arranged
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in large cirdes proceeding to smaller ones at the top provided a sense of balance.

Another way balance was achieved was by placing the larger and heavier

avocados on the bottom cirde with the light flowers on the top. This enabled the

entire offering to be gracefully balancedon the head of the woman with the aid of

a smaH dish and a single piece ofdoth. Symmetry oceurs in the repetition of

clements, for example, the avocados and the pressed riee cakes. Despite the

variety of.theelements, unity was aecomplished.

This food offering is a good example to show howunity and beauty.can be

looked at in .another way. The offering lS beautiful atface value because of, in

part, the harmony of the clements. The nature of the materials themselves seemed

so appropriate. The riçe was pressed and dyed to form black and white cakes,

evidently symbolizing good and evil. 1felt the natural elements were transformed

into something different. It is aImost akin to a mystical transformationfrom basic

elements of food intqa work of beauty fit for the gods.

The offering could he seen at anotherlevel as a manifestation of a

universaI spiritual reaIity.If you were religious you could say it was the work of

God; if you were not you could see it as. an exarn.ple of nature' s

interconnectedness.For example, as a non-religious member of Green Peace, you

couldsee it as a produet and a part of a holistic naturaI system. Coleman(1998)

argues the spiritual beauty of the offering appears when it can be seen both as

particular and a part of an invisible whole or oneness. He sa.ys that the particular

brings concreteness to the aesthetic experienceand the universal Tenders il

timeless.
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a. Japanese Ianeiscape architecture

The way that environment can be a reflection of spirituality can also be

seen in the approach of Japanese landscape architecture. Landscape architecture

is considered an art fotm in Japan. Many years after mytrip to Bali,I visited a

garden erected as a memorial to Dr. Jnazo Nitobe who died whilevisiting Victoria

in 1933. (See illustration number 6.)

Nitobè' s goal in life was to bridge the new and old Asian cultures, across

the Pacific. The Nitobe Memorial Garden, on the D.B.C. Campus in Vancouver,

was designedby a distinguished Japanese landscape architect, Professor

Kannosuke Mori of Chiba University.

The garden was conceived to reflect an idealised conception of nature.

This includes harmony of forests, rivers, waterfalls, islands and seas. An attempt

is made to balance the masculine and feminine forces attributed to the natural

elements. SmaU-scale representation of natural scenery is also evident in the

dwarfed, Bonsai Japanese Maples and Flowering Cherry trees. The garden

includes a Tea Garden and a shelter for the Tea ceremony. The design was

intended to refresh the spirit, to provide a sense of peace, andharmony with aU of

nature including animaIs andhumans. It was created to deepen the visitor's

understandingof life.

b. Envkomnentalism

Discovering our interconnectedness with aU of nature can be seen from the

perspective of a postmodem movement sometimes called environmentalism.

(Ferré, 1996) This movement questions the assumptions of anthropocentrism.

Human concems are put into the context of concems for an the elements of

nature. This is nothing new in the aboriginal communities around the world. It is
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new only because it is being seriously considered by the philosophies of

European-Western, white world.

The importance of the environment and nature with respect to art, both

native and non-native is manifest throughout numerous civilizations and time

periods. In Canada, "landscape as teacher" is discussed by Raffan (1992) in

Frontier, HomelandAnd Sacred Space: A Collaborative Investigation [nto Cross­

Cultural Perceptions OfPlace ln The Thelon Game Sanctuary, Northwest

Territories (Inuit, LutseZ K'e Dene). The author diseuses how land served as a

source of indigenous epistemology and inspiration for visual art, poetry, song,

photography and sculpture.

Non-native artists have also been overwhelmed by the importance of

nature and the environment. The Group of Seven produced many exquisite

documents to the beauty and power of nature. It would not take much to convince

them of the values inherent inrespecting nature in questions of human versus

environmental ethics.

c.Sheltel'

Radical transformations of the naturaI world in modern cities have led to

unpleasant, unpredictable, intense, and uncontrollable stimuli that are pushing

researchers to acknowledge the health and leaming benefits of reduced

stimulation environments. The photo of a sIum in Jakarta looks peaceful. But the

stench of the open sewerbehind the shacks was overwhelming. (See illustration

number7.)

The average population density is 1,871 people per square mile in Java.

Compare this with a population density of 1 person per square mile in

Saskatchewan. The main thoroughfare, Jalan Husni Thamrin Street, mns through
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downtown Jakarta. The overcrowded street full of countless vehicle' s noise and

emission exhaustwasjust as unpleasant as the overcrowded sIum despite the use

of tulips in the foreground. (See illustration number 8.)

Paradoxically, educational environments need added stimuli but of a

spiritual nature, as discussed later on. Studies reveal that stressful stimuli lead to

unnecessarily high levels of fatigue. (Gal1agher, 1993, p. 159) The worst

offender amongst stress stimulators is noise. The quiet soundsof tiny waterfalls

and leaves rustling in the wind in the Japanese garden would be welcomed by

many city dwellers. This need for quiet takes on a spiritual overtone. It is as if

tranquillity is needed to allow the soul the time to "breathe".

George Bernard Shaw was a builder who constructed a writing room in his

garden (a beautiful semi-natural environment to start with). ft was simple because

it was a shed containing nothing but the basic necessities of the writer's trade. It

was convenient because it was just outside his main house. It was also

comfortable and npvel because it was built on a large mechanical wheel and the

entire room could be rotated to benefit from the energy and warmth of the sun's

rays no matter what direction they came from. He named it "The Shelter".

(Rybczynski, 1990, p. 170)

In a parallel example, Petrach,the 14th century Italian, humanist, poet,

reawakened ltalian's appreciatipn for the pleasures of country life. He wfote: "1

came to the villa at Cn~gi to cultivate not my field but my soul" (cited in

Rybczynski, 1992, p. 38)
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PARTTWO

EDUCATION AND SPIRITUAL AESTHETICS

3. Spirituality and the creation of art

J. Introduction
Through the process of creating or making, the quest for discovering our

humanitycan be fulfiHed. Tappan and Brown (1996) believe that moral

development procéeds towards the goal of authorship.. It canlead towards moral

development in the individual who "creates" a narrative. It is developmentallike

Piaget1scognitive theories and like Kholberg's (1975) stages butwithout the rigid

structure and the levels. Authorship is ::lchieved when the person in relating his or

her personal moral experience narrative takes a stand, thereby establishing his or

her point of view. In doing so, the individual must assume responsibility for his

or her moral decisions and actions. Of course, when relating the story, the

individual must necessarily reflect upon the story and will usually leam from this

reflection.

A narrative approach to education, according to Tappan and Brown

(1996), should enable students to tell their own stories, thus developing authority

andresponsibility. Introspection conceming actions anddecisions made and told

enhances the developmental aspect of the use of narrative.

lthink Nussbaum (1990) agrees with this aspect of authorship although

taken from the point of view of the creative artist who nevertheless uses the

material of life and strives to evince value from it. The artist assumes

responsibility to get it exactly right, to be precise and to omitnothing of

importance. In this sense the artist' s vocation is a moral vocation.
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II. Beauty

One viewer remarked that looking at paintings by Rothko and Reinhardt

made him respond to their simplicity and quietness by emulating it. (Lipsey,

1988) In On Beauty And Being Just, Scarry (1999) says "What is the feH

experience of standing in the presence of a heautiful boy, or flower orbird? It

seems to incite, even to require the act of replication." (p.3)

Whether it be·in poetry, music, photography or drawing there 1S a need

replicate the beauty one sees before one' seyes. There is often a desire to make

interpretations of the replication from one art form to another. A heautiful piece

of music, for example, inspires the visual artist to create something beautiful for

the eyes. Scarry (1999) cames it further to argue that this desire to reproduce

leads to the begetting of children. Beauty incites creation and procreation.

Understanding the process of creation involves knowing that art involves

proliferating the beautiful. Thisprocess implies thatthe object, person or event

that generates the proliferation continues to be present in the newly created

artwork. Paul Klee, the Swiss artist and edu.cator, illustrates this.

May 1 use thesimile of the tree? ... Thus he

stands as the trunk of the tree. Battered and

stirred by the strength of the fiow, he guides the

vision onto his work.

Nobody would affirm that the tree grows i18

crownin the image of its fOOt. Between above

and below canbe nomirrored reflection. It is

obvious that different functions expanding in

different elemen18 mustproduce divergences.
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But it i8 jU8t the artist who at times i8

denied those departures from nature which bis art

demands. He has even been charged with

incompetence and deliberate distortion.

And yet, standing atbis appointed place,

the trunk of the tree, he does notbing other than

gather and pass on what com~s to him from the

depths. He neither serves nor rules--he

transmits.

His position is humble. And the beauty at

the crown isnot bis own. He is merely a channel.

(cited in Lipsey, 1999, p. 176)

Beauty does not always result in material replication. Sometimes the

duplication occurs in one individual over a length oftime. SWing inawe ata

beautifulobject or person involves the desire to experience more of it. The

sensation can bedistributed to many people, when museums display the beautiful

so all can enjoy itScarry (l999) argues that the.process ofendless sensory

proliferationinspires some philosophers to consider theidea of etemity.

Theidea of material proliferation, in the form of art or otherwise, makes

one think of plenitude or bounty foralltohaye enough. Bea.l.1ty could even result

in something far closer to avarice and selfish materialism,instead of enlightened

spirituality. It causes poorquality imitationsto be produced for sale orfor private

enjoyment.
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Yet the desire to be in the presence of beauty can either involve bringing

the beautiful to you or seeking it elsewhere. This will to be illuminated by the

beautiful is at the heart of education. (Scarry, 1999, p. 4)

ni. SeK=commnnication

Educators, like artists, seek out, illustrate and clarify beauty. As

mentioned earlier, Matisse believedthat creating leads to self-knowledge. Why

thi3 is so is because art is an extremely important means.of self-communication.

It pefmits illumination, understanding, where there would otherwise be darkness

and confusion. (Wesselow, 1986) Let me provide an example from my personal

experience to justify fuis previousstatement.

As a painter 1enjoyed the rimai of preparing my canvases. 1 built my own

frames. 1 stretched my canvases over the structures. Then, 1 gessoed the canvas a

few times, sanding the rough surfaces before each new coat. Kate Briscoe speaks

of mixing sand in her pigment as a meditative process. "Everything has to be

absolutely right, orelse 1 can't do a painting. 1prepare everything." (Drury &

Voight, 1996, p. 36) Tim Johnson speaks aoout one of his collaborative paintings.

'" in a spiritual painting, things like balance and

scale and tone aU contribute to the look of a

painting- and to whether it is peaceful or

harmonious. 1 was aware of ... having the right

sort of respect for what 1 was doing. Here was

some kind of energy there thatI had to cOnform to.

Doing it was a very spiritual experience.

(Drury & Voight, 1996, p. 107)
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1 wondered what it was like to create the Balinese offering? 1 wondered if

the women had similarfeelings of meditation and of being involved in a process

of mystical transformation.

Iimagined the amountof effort and work that went into creatingthe

BaHnese offering. 1 marveled at the devotion involved. in putting together that

huge amount offood. l was humbled by the time it must have taken to arrange

theavocados,the flowers, and the eggs. How long did it taketo press and colour

the rice cakes? IrecaU visiting the Ajanta and Elorha "caves" near Bombay,

India. lwas du.mbfounded by the detail ofthe carvings and the extensive temples,

shrines and buildings carved from solid rock. Apparently it took over a thousand

years for the stone carvingand building work to be completed. E. M. Forster

(1978) wrote aboutthis incredible place ofworship in A passage to lndia. The

much smaller food offering was in some ways similar to these caves but on a

humblerscale. The Balinesefood offering rendered articulate the devotion and

spirituality of the Balinese.

IV. Epistemologyandtroth

Previously 1 noted how spirituality is opposed to egocentric materialism.

In similar fasbion, some have contrasted man's power grabbing concems

associated with bis cravingfor possessions versus his concems for simply being

and creating. Human histpry is full ofaccounts of possessiveness and power

struggles lea.dingtÇl waranddestruction. Using knowledge to obtain power over

the elements led tothe fabrication of theatomic bomb even ifthe resultwas far

from the original intention. (Palmer, 1993)
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Destruction is the antithesis of spirituality. Searching for wisdom and self­

knowledge are traditionaHy associated with spirituality. Palmer (1993) argues

that the drive for knowledge normaUy cornes from curiosity or a desire to control

one' s surroundings. But, he continues, the search for knowledge should come

from love or compassion. 1 would argue that in a childcuriosity springs from the

desire to controlhis surroundingsas a meansof survival. In the adult, 1 would

agree that the motive behind knowledge should be compassion or love. This

needs to be taught as it does not come intuitively to most people. Here art

education and/or spiritual education can serve a vital role. Narrow-minded, near­

sighted, egocentric education may lead to destruction. To begin to understand

how education can become more spiritual, Palmer (1993) illustrates the problem

of objectivityand subjectivity.

Ifwe let one child die of starvation or neglect, our spirituality is somehow

diminished. By allowing one teenager to commit suicide we haveavoided our

spiritualresponsibility. Ifwe allowone species. of insect or animal to become

extinct we have not lived up to our spiritual potential. If a rainforestis destroyed

we are an affected not OIlly physically through ozone depletion because of the

greenhouse effect. We are also losers at the spirituallevel. Paula Gunn Allen, a

Keres Pueblo Indian, argues that " spiritual integrity demands an active and

appropriate human response ta injustice." (cited in Koppman, 1999, p. 52)

Before we can begin to respond to injustice we needto recognize il. But perhaps

we should aise try to see what is at the root ofinjustice.

1 do not agree with Palmer when he says th\ere is "no such thing as

spirituality in general. Every spiritual search must be guided by a particular

literature, practice, and community of failli". (Palmer, 1993, p. 14) Looking at

Palmer's inquiry into epistemology and truth, it is possible to see that it can lead
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to similar interpretations in a number of different spiritual traditions: Christianity,

Judaism and Zen Buddhism. These interpretations are the basisfor a system of

universal justice based on empathy and spirituality.

In the not too distant past, scientific methodology valued a sharp

distinction between the objects to be known and the knowers. Knowledge was

valued if it was (or was thought to be) free ofall subjectivity. Tbings were

analyzed, measured and observed using methods·guaranteeing no interference

from the observers. The resulting evidence could be found (lgain by independent

observers if they could merely reproduce the same methodology used in the initial

observation. Thus the scientific method was established to remove any doubt in

the objectivity of the knowledge.

New theories in science have now replaced this outdated concept with

another that putsaU knowledge as the inevitable interaction between the knower

and the known. Scientists now understand that the very act of measuring

something changes the way it behaves or appears.

In the social sciences qualitative methodology is one term that refers to the

new way that research is influenced by the subjectivity of the. researchers. In

education tbis has profound implications for the teacher and the students. Palmer

brings out bis concept of truth.

a.Troth

The word eomes from Oid (treowth) or Middle English (trouthe). The

same root that gives rise to the word "troth": entering into acovenant or

agreement with others to respect mutualideas. For Palmer (1993)this community

ideameans thafthe knower is joined with the known. This concept does not

aUow objectification of people, or tbings in our universe.It means thatwe can no

longer he in a position of power, manipulation, control orownership with respect
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to people or things. For Palmer (1993) a Christian/Quaker, it means, as a

betrothal implies, entering in to a compassionate and spiritual relationship with aU

that we knOw..

b.I thon

The essentially spiritual relationship withall things of the universe is

qualified as I/Thou rather than llIt by Martin Buber (Coleman, 1998). In this

Jewishman's understandirig, one views the other as a Thou. In doing 80 the other

is given sanctily whether it be a tree, an animal Of a person. No longer cau

pepple, animal species or forests be manipulated, de8troyed for short-sighted

politicai or social expediency.

c. Zen aesthetics

In Ethics and AesJhetics are One: The Case ofZen Aesthetics, Bai (1997)

argues that previously, moral philosophy.assumed human nature and human

purpose were more or lessgivens. Knowledge of our essenc.e (ergon) enabled us

to clearly understand the goals (telos) we were striving towards. Foundational

metaphysics provided these goals ma system of belief in a transcendentalJorce

outside of humanreality. Moral behaviour consisted of using rationality and free

will to açhieve these goals. Human nature and human .goals were conceived of as

being fixed and objective. In other words, roles of conduct were determined and

morality,primarily, meant following these roles.

Essentialism and foundationalism no longer hold sway over the mmds in

Western metaphysics. Postmodern thinking rejects the idea of a noumenal reality

that exists independently of human interferellce. Ali reality is. interpretation, as
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Bai says, and tms interpretation is shaded by prior experience. Nowa plurality of

moral arguments springsforth fromthe vacuum left when the universal principles

and roles oftraditional Western moralityfade away. Ethics becomes open to

Interpretation. Ethical judgementsbegiu to resemble aesthetic judgemeu18

because they are based upon what fools right, what fi18, what is most harmonious,

what is mostatiractive rather than immutable, ahistorical, transcendental criteria.

Ethical justification requires conviucing perceptual arguments that must rely ou

consensus whilemaintaining tolerance of perceptual difference.

Bai (1997).says tms plurality of interpretations, visions and versions does

not mean that there i5 no common ground upou wmch to build a public morality.

Neither does it meanthere are no norms or guidelines. The authorfinds comroon

concepts in the field of the arts and in the language of morals that serve to enrich

understanding of the two areas. Respect for difference, arnbiguity, and

uncertainty, are cornmon in the arts. And, 1 would say, they are also found in

moral dilemmas. Furthermore, as Nussbaum (1990) argued, sensitivity and

receptivity arekey elements in the arts and in moral understanding. These

qualities are essential to empathetic moral imagination because they are needed to

understand the feelings and aspirations of others. Sifuilarly Bailin (1993) would

say that because ambiguity is found in both aesthetics and morality,it does not

boil down to a choice between the subjective and particular on one side versus the

objective and the rational on theother. She argues the two perspectives are joined

in the idea of appreciation. Appreciation of the situation athand requires both the

inteUectual response of rationality and emotional response of caring.
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i.Empathy

Bai (1997), Swanger (991), and Bailin (1993) seem to agree with the idea

that empathy is key to moral behaviour notonly because it enables ast1,lte

understanding. Withoutempathy, wecouldbe morally blind. 1was watching the

made-for-TV-movie about the war-crime trials ofthe Nazis at the end of the

Second World Warin Nuremberg. The actor, portraying the chief prosecutor,

said that the definition ofevil was the absence of empathy. Empathyis essential

for moral judgements, because " evil in the world can in large part be accounted

for by the absence in reciprocity in moral decision making." (Swanger, 1991, p.

103)

Bai (1997) makes an important distinction when she argues that the

capacity for empathy is not the same as the will to demonstrate empathy. The

author believes the primary task ofa moral agent is to develop the capacity for

empathy. As an example of cultivating empathy, Bai (1997) tums to Zen

aesthetics. In fact, it is Buddhism thatdeconstructs the duality of cOnsciousness

whereby the distance between the subject and the object is dissolved to achieve

enhanced, (true?), empathy. Compassion, according to Buddhist psychologyand

epistemology, results when we arrive at the state of non-dual consciousness.

Consistent with Buddhism, Zen aesthetics conceives perception oftroe

beauty wl:len the seifis submerged into the beautiful object. Bai points out that

this stateof consciousness is an expression of intention and thus is not outwardly

detectable.What is important is the motivation and sentiments of the person.

When the·behaviour is an expression of a mind seeking harmony and connection

between self andthe extemal world, it could be said to be nondual. Whenthe

subject no longer experiences the separation from what surrounds it, the subject is

in a characteristically nondual state ofconsciousness. In all art forms, even
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martial arts, the artistattempts "to beone with" the media and the subjects he or

she depicts (or confronts).

To develop her idea that etmcs and aesthetics are one, the artform Bai

(1997) chooses is The Way o/the Tea. 1 was fortunate to be a spectator at a

presentation of a tea ~remony at Outremont High School a few years ago.

Unfortunately, the natural surroundings so beautifullydescribed in Bai's (1997)

article were missing. However, despite the stage in the auditorium setting, the

simplicity and elegance of the ceremony did convey (to the students present and

myself) feelings of harmony and tranquillity in an often-boisterous place.

As Bai (1997) argues, the peaceful surroundings are part of the

aesthetic/ethical experience. The entire ceremony promotes increased awareness

of aU that surrounds the person, at the same time enabling the person to forget the

ordinary preoccupations of the self. Ifs an exercise designed to enhance

reverence for others and self-control of the ego. The participants experience

harmony with each other and with aH of nature. The aesthetic experience of the

Tea Ceremony becomes a source of peace, nonviolence and compassion because

the harmonious and interconnectedness of aU beings is made apparent.

The ritual that involves sipping the tea fromthe bowl, wiping the rim and

passing il to the next person is almost identical to the Yaqona or Kava drinking

ceremony 1participated in on the island of Fiji. " ...the act ofsharing creates an

invisible bond between the participants. The visitor feels warmth and acceptance

among complete strangers." (Kay, 34)

Sil:nilarly the kidouch in Judaism, practiced on the eve of shabat, involves

drinking from the same cup of wine that is passed around the table to he shared by

all. The Tea ceremony revolvesaround two other concepts: purity and tranquiUity.

Purity involves the rnindand heart being free from egotistical desires that often
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cause disturbances. Tranquility is the result of this pure mind-heart-With a pure

and tranquil state the mind and heart are able to be receptive and keenly aware of

what sUI'l'ounds .them. Thus the mind-heart is ready for true empathy.

Bai (lm) concludes by saying that even simple art form.s hold the

potential for nondual participation. Art making that involves deep perception

requires the artist to appreciate the mystery and miracle of life. Art making can

involve the capacity for wonder, empathy and reverence for all that lives and dies.

Bai quotes the example of the artist drawing a leaf. Thedrawing act renders the

leaf with dignity and worth because of what the artist and the leaf share.

In the Western poet, WaltWhitman's, (1959) Leaves ofgrass, similar

sentiments are expressed.

1 celebrate myself,

And what 1 assume you shaH assume,

For every atom belonging to me as good belongs to

you.

1 loafe and invite my soul,

1 lean and loafe at my ease ... observing a spear of

summer grass.

(Whitman, 1959, p.26)

Whitmangoes on to find uneJlding beauty in the smallest and most common

things.

And limitless are leaves stiff or drooping in the

fields,

And brown ants in Httle wells beneath them,

And mossy scabs of the worm. fence, and heaped

stones, and eIder and muien and pokeweed.
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(Whitman, 1959, p. 29)

And he continues.

"1 believe a lem ofgrass is no less than the journeywork of the stars"

(Whitman, 1959, p.55)

Furthermore Whitman, can identify or empathise with all that surrounds him

because he can see evidence of a universal soul in all people, animals and things.

Swiftlyarose and spread around me the

peace and joy and knowledge tha.t pass aU

the art and argument of the earth;

And 1 know that the hand of God is the

elderhand of my own,

And 1 know that the spirit of God is the

eldest brother of my own,

And that all the men ever born are also my

brothers... and the women my sisters and

lovers,

And that a kelson of the creation is love;

(Whitman, 1959, p. 29)

Techniques similar to the Buddhist idea of "becoming one with", in an

effort to discover our interconnectedness and to enhance true understanding and

empathy, have been usedby a few remarkable Western "artists". The last two

examples use externalphysical modifications as catharsis provoking

psychological, emotional and rationalunderstanding.

George Orwell, the .upper middle-class Englishman, began living on next

to nothing in cheap hotels in London and Paris. He took ajob as a kitchen porter
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in Paris. He said that one of the reasons he wrote was "a desire to sec things as

they really are, to find out the truefacts and store them up for posterity. 1 write

because there is some lie 1 want to expose, some fact to which 1 want to draw

attention". (Orwell, 1933, p. HI) The book that was the result of this experiment

in empathy was Down and Out in Paris and London.

In 1959, another writer, John Howard Griffin, wrote Black Like Me. This

powerful experiment in true(?) empathy details the experiences of a white man

who darkened the colour of his skin in order to write about racism in the United

States. Griffin wanted to experience the hatred first hand, so he became black (on

the exterior at least). His level of understanding, compassion and caring for those

shunned by the White American mainstream was certainly enhanced by his

efforts.
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4. Secnlarand spiritual arteducation

I. In.troduction

The. social implications of spiritual art on education are important to me.

Perhapsbecause 1 am a teacher, or maybe just because 1 am practicaUy minded, 1

think of educational issues close to me andperhaps close to other teachers also.

Inthe school where 1 teach, we worry about issues that involve our studenfs

success.or failure. We worry about their behavior mostly as it relates. to harming

themselves or others, interrupting their learning or distracting other students from

leaming.

The problems our student~ have are not aH that uncommon throughout

Quebec which has one of the highest dropout rates in aU of North America. One

of the issues that concem us are students who are working part-rime after school.

Are they too tired to do well in school after working aU evening or aU night?

They sayat least one of our students is a stripper and another is a prostitute.

We see violence in our schools. It seems to be increasing daily. Weapons

("armes blanches" in French, different forrosof knives or weapons but notguns or

rifles) accumulate in the drawers of those responsible inthe administration. These

weapons are confiscated from students before they can. be used. But sometimes we

are too late.

Drugsare a problem at our school. 1 often smeUdrugs on students

clothingandwe know that studentsbuy aild sen in the school itself. Suicide,

teenage pregnancy, intimidation, "taxing", buUying, are but a few problems the

high school students in Quebec are confronting.

But theproblems we face seem to pale in comparison with the problems

faced by the Inuit youth in northemQuebec.. They face glue sniffingepidemics as
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weIl as the highest suicide rates in the wortd, in addition to related social

problems such asalcoholism, neglect and abuse. A new problem was added to

the list when recent reports revealed the alarmingly high number of indigenous

people working in the sex trade as prostitutes and gigolos.

u. Narrative art

In The End OfEducation: Redefining The Value OfSchool,Postman

(1995)describes the same consequences when he talks of people who Hhave no

gods to serve"; suicide, random violence, drug addiction, alcoholism, etc. Our

society, and our education system that is both responsible for, and a reflection of

it, is devoid of spirituality. 1 wondered if there was a way education could bring

about changes to help correct theseproblems.

Postman (1995) argues for narratives that speak of origins, narratives that

speak about the future. 1 take the liberty to substitute art for narratives. He

describes stories that provide mIes of conquet and stories that construct Ideals.

Postman'snarratives provide a source of authority. But he says above all.they

must fumish a "sense of continuity and purpose". (Postman, 1995)

Tappan and Brown (1992, p. 177) propose thatwe can really only leam of

moral experiencesof others by hearing,orseeing or readingabout them

afterwards Ina narrative structure that involves the knowing, feeling and doing

parameters that are Inseparable. Those moral choices anddecisions are given

meaning by telling stories about them.

Like Kilpatrick, Witherall, Tran alld Othus (1995) view narrative as a

powerful tool that empowers the listener with the ability to imagine himself

involvedin the teller's life experiences, thereby enriching and strengthening the

bondsbetween people. Nussbaum would say thisidentification withthe
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characters of the story allows us to respond better to our own life and to be more

perceptive and open to being "touched by life". This sharing of one's stories

enables people in a modern pluralisticsodety. situation to develop empathy and

respect for those from different cultures, times and backgrounds. Through

explanation, demystification and, at times personal confrontation, this approach

leads towards If •••a sense ofintimacy and community amongpersons"(Morris,

1994, p. 80).

In order for this art to function, it would seem it must come from within

the culture. 1 do not think. art from the outside could serve this purpose. 1 think

that the art presentedby the missionaries and European conquerors are failing the

Inuit today because they do not provide a sense of continuity for the Inuit. They

do not speak. of the Inuit's origins. They do not seriously consider a future for the

Inuit.

DI. Global values

In Educatingjor a Peaceful Future, Carson and Smith (1997) point to·the

potentialart has for the development of "human and global perspectives". In part,

they oudine how art can lead to an awareness of human values, how art can

increase intercultural understanding, how art can lead to diminishing violence.

They speak. of visual art in general and do not mention spiritual art.

1 would classify what they speak ofas a subset of secular spiritual

aesthetics. The authors mention that a peaceful world society could bebuilt if its

members could simultaneously celebrate differences amongst cultures and respect

those values that are universally shared. 1 would like to see a greater appreciation

of the importance of sacred aspects of aIl societies.



56

1 would like to see the Southern populations benefiting fromtheinsights of

other ethnie groups as to what ig essentiaUy saered in life. For example, 1feel we

have mueh to learn from the Aboriginal eommunities in Canada and the world

about the meaning of what isor should be sacred. 1 hope a multi-ethnie society

such as ours can leam to keep the positive aspects fromall cultures and

incorporate them in anew way to benefit all.

IV. ConOicting ideologies

The authors of Educating for a Peaceful Future imply a dichotomy

between the East and the West when they say that recognized masterpieces from

both these "directions" could refleet universal human values". (Carson, Smith,

1997, p. 161) However wc now know that the dichotomyno longer refleets.the

multitude of cultures and Ideologies in the twenty-first eentury. Carson and Smith

(1W7) are. correct in saying that cultures are typified by the valuesthey uphold.

They fail to mention that these values are orten still tied ta a particular religion,

despite the inereasing secularization of OUf world.

Osama Bin Laden speaks of infidels when he describes the Americans.

TheTaliban makes no bones about its ties to Islamic religion. The American

public somehow believesit is primarily a non-religious society. The current

president of the United States, George Bush, finished his latest televised address

to the nation with the words God Bless America. American institutions have

separated church and state, yet the underlying national consciousness has not

separated itself from religious ideology. Schools are closed for Christian holy

days.The Holy Bible is used in the courts of law. The Americans trust of God is

even declared in writing on aH their money. (Koppman, 1999)
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Instead of enforcing, through repetition, the idea of a dichotomy between

East and West, 1 think it would be more constructive to view different cultural

contributions from a universal spiritual perspective. Carson and Smith list positive

and negative values thatare often found in art. The positive values they list are

almost aU qualities one can associate with spirituality. The Japaneselandscape

artists sought to "educate" those who passed through their gardensjf oilly

subliminally. They hoped the tranquil environment would refresh the spirit and

fumish a sense of peace and harmony. They aimed to increase the visitor' s

understanding of life.

Tranquility, orderliness, purity, gracefulness can be considered secular

spiritual qualities found in art ranging from Japanese landscape architecture

through Indo·Islamic architecture and on to Abstract Expressionist painting.

For example, tranquility, the state of freedom from agitation of mind, heart

and spirit, has been seen as a positive spiritual aspect of one' s inner reality that

can be seen as reflected in an external reality of nature such as a Japanese Tea

Garden. (See Koppman, 1999, for a postmodern femimst deconstruction of the

concept of tranquility.) St. Teresa of Avila speaks of traveling the road to God in

peace and quietness.

The other values listed by Carson and Smith are: joyfulness, freedom,

unity, hope, passion, purity, humility, honesty, loyalty, courage, respectfulness,

kindness, love and appreciation. No list can be complete. Teachers of art have the

responsibility to increasestudents understanding of the spiritual values in art.

However, without needing tolist all the spiritual aspects thal can be found in art,

it is important for teachers of art, religion, morality or any subject, to search for

spiritual meamng in aH they teach.



58

al. Holy wars

The most dangerous of all oxymorons has once again been spoken orten

enough to attract serious attention. The same Taliban that blew up ()OO-year-old

Buddhistsculptures has called for a "holy war".(When the Taliban released

footage of the demolition to news organizations, 1 wondered why they were doing

this? To me it seems that the power ofsacred art to change or influence

behaviour was not lost on the Taliban of Afghanistan. Why else would they go to

the trouble of destroying two ancient Buddmst statuesthat dated back to the tmrd

and fnth centuries?)

ls this "jihad" a war against aIl those attacking a specific religion? Is it a

war against those attacking members of a particular religion? Is it a war of one

religion against another? ls it the clash of fundamentally different ideologies? Of

aU the world's trouble spots today, how many ofthem could be linked to the clash

of religious ideology? Would these spots include Northernlreland, Israel,

Kashmir and Kosovo? Others would say in all cases it is a case of have versus

have-not.

After September 11, 2001, our understanding of the. world changed. In

part, we were once again reminded how easily one group of individuals could

destroy life and property. In the weeks that followed, 1 was struck by one evening

newscast showing an apartment here in Montreal. Suspected as a terrorist

hideout, it had many posters inscribed with Arabic calligraphy that were said to be

verses rroUl the Koran. 1 was reminded of the calligraphy 1 saw on thewalls of

the TaJ Mahal in India. (See illustration number10.) Sadly, 1had read that fear

of a terrorist attack has led to security being increased there aIso.
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b. Islamic art

The Taj Mahal (completed in 1654) is probably the most famons building

theworld. The great architectural achievement is located in the middle of

India, in the state of UdarPradesh, and sits on the soutJ;lbank of the Jamuna

River. It was built under ordersfrom Shah Jahan, the fifthMogul emperor of

Hindustan. It is a mausoleumfor his beloved wife, AljumandBanuBegum. After

construction of the Taj Mahal,she became known as "MumtazMahal or Chosen

One of the Palace" The Indo-Islamic style of architecture wasderived from

earlier Romano-Byzantine style and 1S typical of the buildings after the Muslim

invasion of India. This style was copied by later Hindu princes in India. The

minarets oneach corner and mosques and forts throughout India reflect this

popular style.

The Shah Jahan wished to have a copy of the Taj Mahal built of black

marbleon the opposite sideof the river for his own burial. It was to be connected

by a smallbridge so that his beloved wife and himself would. be joined even in

death. Themausoleum was built of pure white Makrana marble with inlaid

precious stones. Wb.at onedoes not see in most pictures is the lyrical Islamic

caUigraphy covering the entire building.

André Enard a French artist who lived in New York used Islamic patterns

and calligraphy in his .àrt. He felt that it was an artist' s dutY to search for a

relationship with a higher reality. "Isn't it the ultimate desire of hnman beings to

perceive anorder oflaws that surpasses us yet is also within us, and to participate

in that order?" (cited in Lipsey, 1988, p. 416)
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v. Why isn't edncationspiritool?

1 remember singing songs from an early age. 1 remember studying art at

high school since grade nine. 1 was lucky enough to have a goodart teacher. 1

was interested. 1 continued to earn a Bachelor of Fine Arts d~gree at Concordia

University. 1 a180 studied art in France. In my spare time, Ibegana degree in

Integrated Music Studies. 1 leamedabout the various movements in art andmuch

about the lives of the individual artists. But during an this time 1 only heard slight

murmurs of the spiritual possibility of art. Perhaps 1 was not receptive to these

ideasor perhaps 1 was not ready for them. There seems to be no space for

discussion of spirituality in art programs and no space for discussing art in

religious studies. (Shantz, 1999)

In high school, if spirituality was given as an optional course like

computer science,·art, or woodworking, 1 am sure few students would sign upfor

it. In fact, if the option was given to teachers few would volunteer to teach it

either. But if you toM teachers that searching for a deeper meaningto what

connects aIl oius together could railier easily be incorporated into their subject

specifie curriculum, 1feel many more would be interested. In the Quebec high

school system, spiritual issues are relegated to a few periods per week of moral

and religions studies. 1believe spiritualitycan be broached in almost aH school

subjects. It is a question of approach.

Public education now suffers from the lack of adequate vision to enable

students to find meaning in education. Studentsarenow directed towardsgoals

that serve only to enslave iliem 10 a lifestyle of consumerism, econotnic utility and

worshipof the latest manifestation (gadget) of the god of technology. (Postman,

1995) This is achieved by matching lackof adequate finances in public education

with corporations willing to sponsor "ftee" technologyforschools inexchange for
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the privilege of being ableto broadcast commercial messages to young minds.

(palmer, 1995) Serving the gods of utilitarianism, efficiency and consumerism

could leave our society spirituaUy bankrupt

1 went to the Université de Montpellier in France in 1975. That year, abill

was passed in govemment that tied the local Universities in France to the major

economic producers of the area in which that university was located. For

example, the University of Montpellier, being in a wine growing area, would be

required to gradually phase out all courses and degree programs not pertaining

directly to the production of wine. The students rightfuHy went on strike to

protest this ridiculously short-sighted attempt at reducing Universities to solely

serving economic needs. The same concems are still resurfacing 25 years later. 1

suspect they will continue to pose problems for students of the future until

politicians realize that a good education needs to he broad enough to.see beyond

the narrow confines of economics.

But why was this so? As mentioned earlier, the spiritual in art was

minimized due to the way the second commandment was interpretedwith regards

to idolatry. Furthermore, beginning mostly with Modemism, art came to he seen

as an individualistic enterprise. But as we have seen with many artists throughout

modemism and into the twentieth century, art can have spiritual and universal

importance. The implications for the community and the world at large are

important

VI•. Problemsand possible solutions

Postmodem art has begun to he a way that the individual canjoin with his

or her community. Previously, most art has sprung from individuals. However

we now have to realize that our community now indudes the entire world. A
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postmodem ritual artist named Vijali·developed a·project named World Wheel:

Theatre o/the Earth that inc1uded a segment about how Americans justified

killing people in other countries. The final section of the performance dealt with

achievingharmony by uniting man, woman and earth. But now it seems to me

vitaUyimportant to emphasize how art, including abstract art and music, can

reveal the spiritual. 1 think it is the role of art teachers from elementary school

through university ta teach children that art can be used to bring harmony to the

world. 1 never imagined howart could open the doors to universal human

understanding.

Kandinsky felt that the.art could hannonize the individual with the whole.

Paul Klee said the role of art was to not let us forget that we a part of a larger

whole. He said we were "creatures on a star amongst stars". (Lipsey, 1988, p.

214) Art could be used to overcome divisiveness and achieve a unity ofhuman

consciousness.Kandinsky thought that the artist was a teacher of sorts, ora

guide.. He felt thatthis was a crucial role given to those that had an inborn power

of vision. He though that artists were the first tohear inspiration.

Palmer (1993) argues that withinthe confines or possibilities of the typical

classrqolIl, the teacher can create a hospitable physicallearning environment. The

physicalspace must encourage open teacher-stu.dentdialogue.

ft must also be healthy for the spirit and soul of boththe teacher and the

students. At the school where 1 work, thephysical environment is worse than

inhuman.. 1 noV\! teach Computer Science in twodifferent classrooms. Both have

tiny, less than one foot square, windows looking ontothe.hallways. 1 eat lunch on

another floor in the same school. The .room weeatiri has no outside windows

either. And my office hasomy small doorwidowslooking into the library.
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Why are there so few windows? 1 was told, there are so few windows in

my classrooms because of the value of compurers. It would be too easy to steaI

the computers if there were many windows, and even easier if these widows

happened to he facing the outside of theschooL·. It seems the soul is somehow

stifled insuch an environment. It is complerely lifeless..

We see no plants, we see no sunlight and we see no other life forms except

the artificial ones tbat occasionally pop through those Windows Bill Gates keeps

pushing on us. Few creatures could live long in artificiallight. Is the sterile,

unnatural.environment of grey Or even unpainted concrete walls healthy for the

soul and the spirit? It reminds me of Eldridge Cleaver' s book Saul an /ce written

in a prison. Have our schoolsbecome prisons of the soul and spirits of our youth?

The classroomis devoid other life forms, so connection withthem can

only usually be made with much difficulty. Weare phY$icaUy cut off from all of

nature. Perhaps paradoxically, spirituality is related to sensuality. Through our

senses we experience and connect with the earth and aU its forms of life. Matisse

spoke of spirituality being linked to the love of creation itself. Perhaps tbis what

he was referring to. The Humber one leisure activity of Canadians is gardening.

Why is that? People working in sterile, artificial, virtual computer environments

feeI the need to connect with thesoil of the earth. They need to feel it mn through

their fingers. Theyneed to smell i1. Perhaps these are the simple pleasures and

joys of life Matisse refers to. (Lipsey, 1988)

Big city schools ordo not offer students much for eyes, ears, skin or nose.

What do we smeH in the $chools? Do we smeH flowers, fresh momingrain, hay

being harvested, sheep's wool? No we smcH ammonia used to clean the hallways,

stale wooden desks and the hot air passing over silicon computer chips. 1 loved

doing ceramics in school partly because 1 loved the smeHof the clay we used.
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Art education can adequately develop faculties of sensation. Seeing,

hearing, smelling and handling need development and refinement. If we are to he

fully alive our powers of perception need to he exposed to the material of life.

Ohviously, students can not he expectedto appreciate the common

prohlems of aH life forros on the planet if they are continual1y separated from

them in artificial environments. Students can not heexpected to makea spiritual

connection.

Many elementary teachers hring plants and even animals to schoolto liven

up the classroom. But 1 can assure you this rarely happened where 1 taught atin

high schools or in the universities 1 attended. Sure we can put up posters,

sculptures, drawings and may other reminders but it isnot quite. the same thing.

Palmer offers two more ways that education cau become more of a

spiritual journey. The first is the dramatic space should invite students to be

critical participants in the search for understanding and truth. 1 teach in a school

where averageclass Bize is 32 students per teacher. Our timeperiods are 75

minutes long. Calculation reveals that the average time a teacher can spend with a

student in c1ass is about two minutes! ls this minimal teacher to student

interaction enough? .No, obviously the teacher-student ration is too large. The

simple solution wouldbe to reduce it. (Palmer, 1993, p. 71)

The correct conceptual space is essential for learning and truth toflourish.

According to Palmer (1993), this space consists of three dimensions: openness to

truth by removing unnecessary clutterin our minds, boundaries that force one to

face the truth and hospitality towardsthe strange and unusual possibilities of truth.

One solution is that the communal concepfual space can becreated through the

use of assigned readings that open instead of fiU studentls minds. Simple

techniques such asbeing honest about onels fears can be usedto dispel anxiety
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that inhibits a truly open and hospitable learning space. Silence that encourages

reflection in the learning environment can be used to fosrer insight and a sense of

community.

This temporal space is often missing our busy lives. We have no rime for

reflc;:ction or meditation. It seemsthe pressure 18 there to always be doing

somethingconstructive, rushing fromone task tothe next. Teachersusing

questions inste~d of imposing answers can lead students to become aware of

solutions offered through their own understanding and that of other students.

But to study with areacher who not only

speaks butlistens, who not only gives answers but

asks questions and welcomes our insights, who

provides information and theories that do not close

doms but open new ones, who encourages students

to help each other leam--to study with such a

teacheris to know the power of alearning space.

(Palmer, 1983, p.70)

vu. Conclusion.

In.education, understandingthe spiritual in art can leadto a grasp of the

mystery of being and becoming. Profound art is certainly a search for meaning.

Yet some surely would consider ideas of secular spirituaHty nonsense, superstition

or even heresy. What allows me to explore the notion? My contribution is based

on limited personal experience but as 1 have tried to show, Many artists not

attached to any institutionalized religion have manifestspirituality in their art.

The sheer breadth of the phenomenon through Many cultures and epochs makes it

worthy of further study
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Art can be a meanS to spiritual consciousness or an expression of it. Art

can offer a direct, transformative encounterwith the spiritual. The art of the

offeringjs a vital part of life for the Balinese. Their art is connected to lue itself

and it is connected to something beyond life. Their spiritual art is an attempt to

connect with a transcendent understanding. When 1 speak of spirituality, 1 am not

referring toan ascetic spirituality. 1am referring to a spirituality that values

creation and life. It is not removed from lue but a part of aU of us.

Kazantsakis, (1965) in Report to Greco, reports his frustration in talking to

ascetic monks living in caves. Kazantsakis, in search of his own spirituality,

sought out those he thought could help him. He went into monasteries and even

remote locations where men had gone to pursue lives free from the mundane.

They had gone to seek a more .direct relationship with their God. PaI'tlybecause

Kazantsakis asked them difficultquestions, the ascetics often tookhim to be the

devil incarnate. These religious people were seeking a higher level of spirituality

but in so domg eut them selves off from alliife, 1 am no.t interested in this form

of spirituality and neither was Kazantsakis who moved on to help people by

working with the United Nations,

Other mouks and religious seekers kept a closer link to the living.

Even inascetic culture ofthe strictest rn.edieval

monasteries, art insisted oIl its warm relation with

the everyday, and so in the margins and the

decorative lettering of thesacred texts we find

monks chopping wood, ringing tower bel1s,

stooping .over scriptorium desks-none of the

images quite necessary, aU of them in keeping with

the artist' sregard for lifearound them,
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(lipsey, 1988,p. 13)

1am more interested in tms manifestation of spirituality through art that

revels in the manifestations of everyday life's activities. Furthermore, because

my understanding of spirituality necessitates interactionwith theelementsof the

world,just as art involvesinteraction with the materials of art, it canleadto

values that respect life and nature. There is no guarantee that an increased

awareness of spirituality in art or life willlead. to correct moral behaviour. As

Swanger (1991)insists there are no simple answers injudging morality and art.

He caUs them open forms because they are complex and rather elusive. Both are

open to a variety of Interpretations that may even be coritradictory at times. But

my educational aims for secular spirituality and art are 10 further understanding

and judgement in ways of acting upon that knowledge. Beyolld the scope of this

thesis but a possible subject for future study would be a correlation between

awareness. of secular aesthetic spirituality and moral behaviour.

ln the first part of this thesis, 1attempted to iUustrate the link between

secularspirituality and art both within higbly industrialized Western cultures and

more traditional, non-industrialized, societies. What is important for the future of

aU cultures is that we can educate our children to enrich their understandings of

themselves and to develop within. them anappreciation of the spiritual links

common to aU living and nOll-livingelementsof our world.
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