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Abstract

Creativity in Robert Henri’'s view is a gratuitoustashot through with mystery; what is left aftecls an act
is the artwork itself as concrete evidence thahsadeightened state of consciousness has beeavachi
Behind this view is the notion that once an argsiches a certain “state of high functioning”, aghti calls
it, then creativity is inevitable: creativity is whhappens, while reflection, seen as a secondetryf@lows.
This paper will examine Henri's understanding o tiature of creativity from his perspective as arttieth
century New York painter, in conjunction with Elidéutsch’s theoretical insights as a philosopheepy
interested in the nature of the experience of awark. In hisEssays on the Nature of Ai1996) Deutsch
presents the view that the experience of an artwor&lves the assimilation of the work’s aesthéice,
the recognition of its meaning, the discernmentitsef formal dimensions, and “calls for a special
appropriation that yields an integrated wholenesBhis paper presents commonalities between Heanits
Deutsch’s individual perspectives and discussesesgeneral educational implications that could bawin
from these commonalities.

Robert Henri (1865-1929) was an art reformer anmat@aat the birth of American modernism and foungdi
teacher of the Ash Can School of painting in thegitm@ng of the twentieth century. In February 1963
organised the ground breaking exhibition, “The Eight Macbeth Galleries in New York as a form of
protest against the “National Academy of Designroite restrictive selection and hanging policies”
(Greenough, p. 84). This was six years before tleeessful International Exhibition of Modern ArtrgAory
Show) that brought a significant number of the vgask European Modernists to New York for the fiiste
and first awakened the art-viewing public to mod&rideas in art. Henri “anticipated” and was sythptic

to the modernist movement in America but neveryfalinbraced it (Chipp, p. 502). He saw in modernésm
revitalising of what was the true nature of ars #piritual nature, but rejected much of it as ralost
experimentalism.

His emphasis was on the development of a regiortaktgle and he spoke against any trend to
unquestioningly follow imported international stylespecially those coming out of Paris, which nidaw
York artists were embracing at the time. New foohsreativity and art were to arise out of where #ntist
lived and so reflect the locality of the artististivas integral to his understanding of art. AsbieésrWatson
wrote, Henri taught his students “self-respect’e&mgouraging them not to be ashamed “to look at Asaer
material with American eyes” (Henri, p. 5, Introtion). His belief was that each artist had to fonggeown
style through his own efforts. To his students heuld say, “Every individual should study his own
individuality to the end of knowing his tastes. [H@ould cultivate the pleasures so discoveredfiandthe
most direct means of expressing those pleasurthtrs) thereby enjoying them over again” (Henri@p).
Yet he was in accord with many local modernists simated with them an opposition to the prevailireyw
that defined art as a “rare cultural commodity liguaeated in Europe, that existed only in musewmas
ornaments in the homes of the rich” (Chipp, p. 568nri’s view was direct and uncompromising: antld
not be separated from life let alone be a decaratidition superadded to life. Rather, life andveete
inexorably linked: art was a way of living; it enoaged a certain attitude to life, and providedeans for
the realisation of wonder that lies at the headlbéxperience. From his perspective the artisté& was not
merely to understand the meaning of life — for tvatld be an abstraction from experience, a fornudila
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words — but to penetrate beyond the sheer experiehbeing alive to the underlying pulse of lifeellf. The
artwork thus created was a record of this endeavithe task of artists then was to penetrate indcedsence
of all life and release that inner attainment ieitlwork. In Henri’'s words this essence was an ‘aradrrent,
the real life beneath all appearances” (Henri, p. 92 my italics

| do not say that any master has fully comprehenidady time, but the value of hisi¢] work
is in that he has sensed it and his work repogsrbasure of his experience.

It is this sense of the persistent life force fe]tback of things which makes the eye see and the
hand move in ways that result in true masterpie¢eshniques are thus created as a need
(Henri, p. 92).

What makes Henri’s writing worth revisiting is theg a writer he belongs to that rare group oftartigo
are not only fine practitioners in their choserdief expression but also fine and clear articukaiaf their
ideas. It could be argued that the value of hidingion art is just as significant as the artistierit of his
paintings. They certainly compliment each otherthéligh, in his opinion painting extended expression
where words left off: “art after all is but an ex$don of language to the expression of sensatmmsubtle
for words” (Henri p. 87). His only published wowkrt Spirit, which consist of “notes, articles, fragments of
letters and talks to students, bearing on the gqinaad technique of picture making, the study df ar
generally, and on appreciation”, first publishedlB23, has recently been published (2007) in ebcaiery
eighty-fifth edition. Henri’s approach is ground@dhuman freedom, hard-won wisdom, and enthusiasm f
life: “Don’t belong to any school. Don't tie up Bmy technique”, he argues, “All outward successemwit
has value, is but the inevitable result of an irdvauccess of full living, full play and enjoymerftane’s
faculties” (Henri, p.93).

Art as Integral Living

Paul Goodman makes the claim that any “artistichogt when it is the grappling of the artist witls hi
attitude toward the subject-matter, is his mostgral act qua artist; it is his way of neutralizthg ego and
drawing freely on the common immortal energiesii@’ |(Goodman, p.8). For Goodman artistic methods
such as “naturalism, expressionism, or cubismfiardamental theories of the universe, the percepifat,
the place of personality in it” (Goodman, p.8).degtively he adds that these methods are “provgdthe
successful creation of the unity of a work, for y@annot create a work with a false attitude” (Hepr8).
Goodman’s assessment of the value of an artistihodeas a means of “drawing upon the immortal easrg
of life” and his idea of the existence of an aitiginity within an artwork sit well with Henri's avall
approach of art as something beyond mere ego-esipred-or Henri too is a seeker, a discoverer @hia
forces — a grappler with life. This is evident, fostance, when Henri writes — in a typical exanydidis
distilled style — what could be seen as an elalmratf Goodman’s comments:

Art is simply a result of expression during righgefing. It's a result of a grip on the
fundamentals of nature, the spirit of life, the stwuctive force, the secret of growth, a real
understanding of the relative importance of thirgsler, balance. Any material will do. After
all, the object is not tanake arf but to be in the wonderful state which makesirstitable
(Henri p. 226, author’s italics).

It needs to be remembered that Henri’s writingsaaldressed, in the main, to his students or padests —
all active practitioners in the field of paintinGonsequently readers of his work need to be awatki®
selected audience to better appreciate his operecsational (many of his published writings arécles) yet
didactic style that neither asks for nor needsdadion. His point of reference is always his owpezience:
it is what he speaks out of and returns to. He ia sense a model teacher, living out what he &saahd
inspiring others through his own contagious lovehisf subject matter. This can be felt — using his o
words — as “a constructive force” lying beneathviniging. Indeed it is his personal directness tnakes his
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writing so appealing. The defining features of histing style are readability and economy and these
directly reflect his personal aspirations to beaatist in all things — to make art integral to life — as he
notes in passing to one of his students “the quesii development of the art spirit in all walks ldgé
interests me. | mean by this, the developmentdif/idual judgement and taste, the love of worktfe sake

of doing things well, tendency towards simplicitydaorder” (Fitzgerald, p. 20). As a teacher, Hewais
primarily concerned with engendering, through thiacpice of art, a state of spiritual awarenessim h
students and a hope that it would inspire thenveorhore fulfilled and creative lives.

In his approach to art and the creative processildadeas present an integral holistic approadit th
spiritual at its foundation and yet not in any €emsligious. Indeed he has not a kind word to dagua
institutionalised religion especially when it réstied personal expression. He writes that

institutionalized religion doubts humanity, wherdasth rests upon faith in humanity. The
minute we shut people up we are proving our distiushem; if we believe in them we give
them freedom, and through freedom they accompéist,nothing else matters in the world . . .
It is better that every thought should be uttereelf/, fearlessly, than that any great thought be
denied utterance for fear of evil. It is only thgbucomplete independence that all goodness can
be spoken, that all purity can be found. (Henri, {9-150).

In contrast to religion, when seen as a ritualisagl to make contact with an idea of reality, Hesanv art as
a way of living a fully integrated life with reajisensed and penetrated and expressed in the ohidisy-to-
day living. In this regard he saw no need to createw artistic method other than for the artisbéoin
accord with the method already existing in nattitetree growing out of the ground is today as warfigle
as it ever was. It does not need to adopt new tmtlisg methods” (Henri, p. 56). In a sense highrod was
no method, but if he were to call it anything itwa probably be the “art spirit” method. For Herait was
not something “beautifully done” to some objectot but rather, as in nature’s acts of creatioapybewas
integral to the act of creation itself. Every tieecreation is distinct and beautiful in itself awithout need
for decorative adornment. And just as growth was itevitable consequence of nature acting freely,
creativity was the inevitable consequence of pe@mlenan nature) when allowed to live free and irdtsgl
lives in tune with the creative or art spirit intma. Instead of imitating the forms of nature my, &lenri
suggests that the artist needs to imitate theieiyabf nature, and so create in its manner, whghthat of
the art spirit. This is his essential message.

For Henri art appeared in many forms and was noietioing meant to be “fine” and elitist. In protést
wrote:

I have no sympathy with the belief that art is testricted province of those who paint, sculpt,
make music and verse. | hope we will come to aretstdnding that the material used is only
incidental, that there is [an] artist in every mEsic]; and that to him the possibility of
development and of expression and the happinesgeafion is as much a right and as much a
duty to himself, as to any of those who work in &specially ticketed ways (Henri, p. 225).

Essentially then art was something constructed tanghatever degree one shows the genius [art]spfri
construction in work of any sort, he is that muchaatist” (Henri, p. 221). Henri admired the work o
gardeners and carpenters and the practical fonmodéman’s tools, which he described as “so bealytsu
simple, and plain and straight to their meaning@iiH, p. 56). He even went as far as to say thatesd not
be intended — in many ways conscious intentionkgdahe flow of the art spirit — but it was alwaty®
inevitable result of when people lived integrate@d. “After all”, he wrote, “the goal is not makjrart. It is
living a life. Those who live their lives will leavthe stuff that is really art. Art is a resultidtthe trace of
those who have led their lives” (Henri, p. 198).d4yet for Henri, it was through the active cultieat of
personal understanding and taste in art that suéhtegrated life could start to be developed éavetl
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Individual Connection with the Art Spirit

In an often-quoted line Henri wrote, “Don’t follothe critics too much. Art appreciation, like lowannot
be done by proxy: It is a very personal affair @decessary to each individual” (Henri, p. 126).dAhe
beginning of this “personal affair”, as with lowgas seeing. This is a point Henri re-iterated tand again
with his students, in a typical example he wroteis' harder tasee[author’s italics] than it is to express. The
whole value of art rests in the artist's abilitygee well what is before him”, and further on irsthame
passage he remarks that a great painter like Rewibtaad “the rare power of seeing deep into the
significance of things” as if this ability was tkesential pre-requisite to a painter’s life (Heprig87). It is a
fact that no one sees “in general”, seeing is §ipgetti each person, but the problem is that evems@n’s
seeing is conditioned by outside influences begigtifom childbirth, it cannot be avoided; schoolimgjng
the biggest contributor. And for Henri this genecht real challenge that faced every person: hose&o
clearly.

A metaphor that Henri often used that fits in njoeith this same idea was that each person haihdo f
“their song”, one that they could live by and exgzréhemselves through: “Find out what is really ant@nt
to you [by seeing clearly]”, he says, “Then singiysong. You will have something to sing about godr
whole heart will be in the singing (Henri, p. 12@8nd the first notes of this song were for Henri
mysteriously bound up in those unique and predjoysilled moments that each person occasionalllyife
the midst of living; moments of epiphany or whag tAustralian poet Francis Brabazon called moments
when a person is able to “through-look-clearly” aposed to solely looking outward or “seeing-irnf-sel
[ego]” (Keating, p. 53). These felt experiencepefietrative seeing are for many artists like intiomes of a
deeper spiritual joy that secretly propels thenwtod (Fitzgerald, p. 25). They may be only slightda
fleeting experiences at first but they were for Hdnghly significant. It was these gratuitous expeces
that the artist had to tune himself to if he wishedyaint well for they heralded the presence ef ‘thrt
spirit” as a kind of individual guide in art andilig — a personal source of inspiration. In otherds, it was
these experiences in life that artists had to mnedpo if he or she wished to live a fully integchtend
creative life. The poet Irish Brenden Kennelly is poem, “The Gift”, captures a sense of thesegoelssed
and inspiring moments coming through nature yetretiag from the one source, and his acceptance of
them as treasured moments of inspiration:

It came slowly.

Afraid of insufficient self-content

Or some inherent weakness in itself
Small and hesitant

Like children at the top of stairs

It came through shops, rooms, temples,
Streets, places that were badly lit.

It was a gift that took me unawares
And | accepted it. (Kennelly, p.15)

These moments could come at any time, in any @imats Kennelly's poem suggests, but they always
needed to be acknowledged and acted upon. As fateasi was concerned this acknowledgement was
where a creative, integrated life began. In cohtthe dismissal of these moments as inconseqlievdin

for him the beginnings of a personal life of disigtation, lethargy, and boredom. Henri was saddertnesh

he saw his students ignoring or not “acceptingséhmoments and instead succumbing to forces, atigsor
outside of themselves. He cites the example of safrhés students who
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A hundred times, perhaps, they have walked by th&ir subject, felt it, enjoyed it, but having
no estimate of their own personal sensations, tackaith in themselves, pass on until they
come to this established taste of another. And kieeg would be ashamed if they did not
appreciate, for this is an approved taste, and theyo adopt it because it is what they think
they should like whether they really do so or ridergri, p. 86).

Perhaps it was to avoid this kind of situation tHatri repeatedly insisted on telling his studetiEsiucate
yourself, do not let me educate you — use me, ddb@aised by me” (Henri, p. 176). The simple cjaaihd
power that permeated&t Spirit gives added measure and support to his messag@of@uconventions and
external standards were the death of art for Hething in his classes was to be practiced sirhplause

it was part of an accepted tradition. For instameediscouraged students from spending hours deinglo
their drawing technique as an end in itself wite Hope in mind that it may prove useful in the fatHe
insisted that one does not become an artist owver hiut rather, “is an artist in the beginning astibuld be]
busy finding the lines and forms to express theaglees and emotions with whictature has already
charged hii (Henri, p. 80 my italics). He kept repeating lizecatch-cry throughout his text, “The greatness
of art depends absolutely on the greatness of rtiwt’'s individuality and on the same source depsetice
power to acquire a technique sufficient for expiess(Henri, p. 122). And again, “The most beautiut is

the art which is freest from the demands of conwentwhich has a law to itself, which as technigue
creation of a special need (Henri, p. 182). Regardiis own painting he made a similar assessment,
“Perhaps whatever there is in my work that maydadly interesting to others, and surely what isriesting

to me, is the result of a sometimes successfuttdfidree myself from any idea that what | produweast be

or must respond in any way to any standard” (Hgnri,24).

Deutsch’s Notion of Creative Being

The philosopher Eliot Deutsch has written exterigive the field of comparative aestheticStudies in
Comparative Aestheticdl975) andEssays on the Nature of At996) offer a unique global perspective
grounded in Indian, Japanese, and Chinese traditmesthetics. As a philosopher Deutsch provideg ne
perspectives on art (at least for many Westernersqcnd a framework of finely worked ideas in whio
examine Henri's reflections as a practitioner dfaard art teacher. Both Henri and Deutsch are ksritho
seek to understand the nature of art in broad waVv¢éerms (although generally unfashionable toddghri
from his experience as an artist involved in theatiwve process and Deutsch as a philosopher dieiest
attempting to fully appreciate the created artwaslan aesthetic object.

According to Deutsch, “a work of art, even thoughturally embedded . . . has its own intentionality
which is precisely its aiming to be aestheticallyceful, meaningful, and beautiful” (Deutsch, p.-38jhat
needs to be noted here is that in Deutsch’s estman artwork is in a sense a “living” thing, asbeing. It
has its “own intentionality”. But this intentionglican only be known intuitively in the same wauttla
person can only intuitively know the existence &f or her own being, or that of another person.rHen
strongly supported this view and quoted to his el the forceful words of the French critic of thte
nineteenth century, Hippolyte Taine, (words he fbum Walt Whitman’s writing) as if stating his own
position: “All original art is self-regulated; amtb original art can be regulated from without. dtrges its
own counterpoise and does not receive it from disea/— lives on its own blood” (Henri, p. 86).

Although Deutsch names “aesthetically forceful, miegful and beautiful” as three separate aspects of
artwork, he stresses that these are not experieasedistinct in an aesthetic experience. Rathey the
“interfuse, intermingle, and together are fitecessof our relating to works of art” (Deutsch, p. 32lzor’'s
italics). However, in the analysis that follows iliikeep to Deutsch’s three categories and add resrfaom
Henri’s writings that | consider enriches eachtafh from a painter’s perspective.
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Firstly, Deutsch states his case that a work oficadesthetically forceful “to the degree to whith
manifests an immanent spiritual power, which poarerhythm of being is everywhere present in thelwor
and is discerned as a unique vitality” (Deutsch3B). To have any aesthetic experience, according t
Deutsch, the artwork has to become “an object ncimusness” that is totally assimilated by theveie By
assimilation Deutsch means that we “take on” theak “as a condition of our own being; we incoraier
it into our emotional texture and freely acceptAssimilation is a kind of empathetic embrace .an.
awakeningof our feeling to what is presented in the artwaiReutsch, p. 31 author’s italics). In other
words, aesthetic experience is not simply a surd@sthetic shock but an “opportunity” to enter maeeply
into an “intimate and transformative relationshipith an artwork. (Deutsch, p. 31). In a most reiegal
letter to one of his students Henri highlights hibvg same “opportunity” might occur in the creata& of
the artist:

The object of painting is not to make a picturecwaver unreasonably this may sound. The
picture is aby-productand may be useful, valuable, interesting as a sigmhat has past. The
object, which is back of every true work of arttlie attainment of a state of being state of
high functioning, a more than ordinary moment ofseence. In such moments activity is
inevitable, and whether this activity is with brugien, chisel, or tongue, its result is but a by-
product of the state, a trace, the footprint ofdtate.

These results, however crude, become dear to tist who made them because they are
records of states of being which he has enjoyedvdridh he would regain. They are likewise
interesting to others because they are to somentes¢adable and reveal the possibilities of
greater existence (Henri, p. 159 author’s italics).

From this statement, and what has already beewrnextin this paper, it could be argued that Herfgrt

spirit”, sensed in a moment of inspiration, or ‘thifyinctioning” is similar in kind to what Deutschrses in
the artwork as an “immanent spiritual power”. Hefrther hints at this when he writes, “both natsiteee

and the artist’'s painting [show] the manifestatiafishe principles of its origin” (Henri, p. 67).r@gain,

“The brush stroke at the moment of contact cairiesitably the exact state of being of the artigha exact
moment into the work, and there it is, to be semhr@ad by those who can read signs, and to belatsd
by the artist himself, with perhaps some surpriése,a revelation of himself” (Henri, pp. 16-17). @n
practical level, Henri’s advice to capture this dekstate of being” was “to work at great speed/eHgour

energies alert, up and active. Finish as quicklycascan” (Henri, p. 26).

Deutsch also mentions that an artwork needs to denimgful if it is to have “life”. He writes, “A wix
of art is inherently significant, is meaningful, ttte degree to which it realizes the possibilitieat it itself
gives rise to; realization being a bringing of therk to a right conclusion and exhibiting of thepess by
which the right conclusion is reached” (Deutsch3®). Here again, when the artwork is seen as & wbr
consciousness then meaning is “recognised” or ‘&pmmded” by the viewer (Deutsch, p. 31). Deutsch,
however, goes on to warn “We are not called upokntmw what the work “means” but to apprehend that
meaning as it is the work” (Deutsch, p. 32). Wha&ui3ch is perhaps suggesting here is that the viewe
should not project his or her meaning onto the tpainthrough interpretative thinking but let theimgang
speak for itself on its own terms. Deutsch’s vieam de illustrated by Henri's comments to a felloainper
after viewing one of his paintings: “The lines withich you have indicated the rain appear to hawveasy
haphazard look. But they cannot be haphazard &y lilave a fine rhythm they make me follow you ithte
spirit of the rain” (Henri, p. 181). And concerniagother painting of seven pears, he wrote tHavibkes
everything — cathedrals, beautiful ladies. Such thasspirit of the artist that for me he projectadversal
essentials of beauty. In his seven pears he eWdienind a constructive principle and expressedtiténri,
p. 227).

Lastly, according to Deutsch, “a work of art is bifal to the degree to which it presents as itsnow
presence a formal achievement, a radiance anddsplerof form, that is appropriate to it” (Henri, $3).
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Here the viewer of the painting is asked thsternthat the work is rightly beautiful”, and this mean
“discrimination and judgement” in an “active engagpat between a work and the contemplative partitipa
of it” (Henri, p. 32, author’s italics). Here agaiklenri's words support rather than oppose Deussch’
remarks. In an address to women students at a BohbDesign in Philadelphia, Henri comments:

Thus two individuals looking at the same objecty imath exclaim “Beautiful!” — both be right,
and yet each have a different sensation — botimgekiferent characteristics as the salient ones
according to the prejudice of the sensations.

Beauty is no material thing.
Beauty is not copied.
Beauty is the sensation of pleasure on the mineoeer.

No thing is beautiful. But all things await the sensitivedaimaginative mind that may be
aroused to pleasurable emotion at the sight of thEms is beauty (Henri, p. 79. author’s
italics).

What comes through very clearly here is the agreeimetween Henri and Deutsch that beauty is somgthi
“discerned” — and does not exist apart from thigy-the “active engagement” between an artwork and a
“sensitive and imaginative mind”. It resides in thind’s eye of the beholder.

The Minimal Self

Our present culture, such as it is, appears to fargetten the important role that art plays in kering a
person to what Henri calls the “undercurrent, ¢ life, beneath all appearances” (Henri, p. 9)ere are
always a few”, he writes, “who get at and feel @inelercurrent, and these simply use the surfaceaaapees
selecting them and using them as tools to exptessindercurrent, the real life” (Henri, p. 92). $adew

are what Henri calls artists. However, from Henergpective, as already outlined, everyone should be
engaged with this task whatever is their daily @ation. Not to be so engaged; to be confined omlg t
surface experience of life, with no knowledge oo penetrate beyond this superficial existenceardy
lead, following Henri’'s thinking, to a life of ineasing disengagement with reality and to inevitaid
debilitating boredom. From his experience, Hentierp“If | cannot feel an undercurrent then | saly @
series of things. They may be attractive and nawvétst but soon grow tiresome” (Henri, p. 92).

Many social commentators describe contemporaryu@ilas one glutted with passing “images, which
don’t even have the substantiality of a “serieghogs” but rather just their phantoms (Anderso®9Q,
Gergen, 1991). From their perspective, to live iikchsan image-saturated world is to inhabit a warfld
fakery: a world of endlessly reproducible kitschGbayton’s art, of Barbie and Ken as celebrityl&gavith
no avenue open to make any contact with what'sindife. These pervasive, superficial images, taeyue,
unconsciously infiltrate the psyche and impose msuspecting minds a phoney reality pretending teebe
Consequently, over time, a person’s ability to midghat is of real value becomes increasingly diffic
Ultimately this can lead to the formation of a ditéd self-image or self-identity. Christopher Lasc
suggests that one such distorted self-image, widet inhabits an increasing number of people, istvilea
calls the “minimal or narcissistic self”. Lasch doeot define the word narcissistic in the popunse of
self-love but rather uses it to indicate a psycoca state of confusion in which people are unable
differentiate between what is their real self arfthinis not. He writes:

The minimal or narcissistic self is, above alleH sincertain of its own outlines . . . The current
concern with “identity” registers some of this difflty in defining the boundaries of selfhood.
So does the minimalist style in contemporary ad &terature, which derives much of its
subject matter from popular culture, in particui@mm the invasion of experience by images,
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and thus helps us to see that minimal selfhoodisust a defensive response to danger but
arises out of a more fundamental social transfdonathe replacement of a reliable world of
durable objects by a world of flickering imagestthaake it harder to distinguish reality from
fantasy (Lasch, p. 19).

One of the real challenges facing educators todathe light of Lasch’s comments, is to help studamt
only get in touch with what's real in life, “the ligble world of durable objects”, but to discovem a
experiential way of contacting the “undercurrehi teal life, beneath” this world (Henri, p. 92hig is
where Henri expansive approach to art and selfatthrcis so valuable.

Self-Education and Self-ldentity through Art

Henri's strong comments on self-motivated educasanh as, “No matter how good the school . . . all
education must be self-education” and “A man whesginto a schooto educate himseland not be
educated will get somewhere”, run as a type ofarefthroughout his work (Henri, pp. 120-121, myids).
Self-motivated education takes the emphasis offtéheher and places it squarely on the self-dideated
responsive student. It places importance on théoefon of experience as the ultimate teachersquel
experience aroused by moments of significant woedgendered by “durable objects of the world” antl n
evanescent images. Wonder is nature’s teachingadethd the real starting point of all educatiorat®|
expressed his agreement with this point of vievhigroften-quoted statement, “Wonder is the feebhg
philosopher, and philosophy begins in wonder”, @éteus 155d).

Only wonder can open consciousness to the posgilafi insight; to stray too far from wonder in
education is to run the risk of becoming disengagéd and losing all interest in life itself. Frokenri's
perspective, the process of art is critical fopritvides the means for an artist to realise woindeoncrete
form and thus to directly comprehend somethinghefunderlying pulse of life. This process was fion kat
the heart of all genuine educational enterprised,farmed the unifying foundation upon which alicalled
subject categories or disciplines were later eisfabdl. “I am not interested in art”, he wrote, éameans of
making a living, but | am interested in art as anseof living a life. It is the most important df studies,
and all studies are a tributary of it” (Henri, (58). From his point of view then, the process df af
concretising or realising wonder, was what educasioould be all about. Education in the sensedoficare
a process of “bringing forth” knowledge in an umf@d nascent state out of a deep personal engagement
with life and then giving it expression in an artkoBy way of contrast, living in the midst of anddess
parade of cosmetic images that can only momenté#ginate the mind but cannot engender or sustain
wonder is to live in a virtual wasteland in whict art or real education can occur. This is Lastimisimal
or narcissistic” world.

When Deutsch defines an artwork as a creationishaesthetically forceful, meaningful, and beaultif
he is conceptualising wonder in philosophical tef@sutsch, p.33). Interestingly, in his definitiba gives
no value to what a specific artwork is actually resgenting, figuratively or otherwise, and nor te it
inevitable cultural and historical references. Wbatsch is possibly suggesting here is that tleese-
changing features have their importance in theainippreciation of an artwork but to place sustdimand
sole emphasis upon them is to avoid making “cotitraith the artwork as a work of art. On a more
subjective, existential level it could be arguedt ttor the artist (defined by Henri as any persamking out
of a deep engagement with life), the artwork (dedihy Deutsch as possessing a kind of universiaitusp
potency) presents a significant window into the damthat is also the mystery of the artist’'s ownl sur
self-identity. And it is this presence of the ditisself in the artwork that equally makes it “degically
forceful, meaningful, and beautiful”, in other werccontributes to its distinct life and vitalityrdi this
understanding, art can be seen as playing a ungleén theeducareor the “bringing forth” into the world
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of an experiential sense of the self: a real sefsself that is discovered in all powerful art te hital,
meaningful, expansive and beautiful.
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